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ABOUT US

Sobre nés

A Convergéncias - Revista de Investigagao e Ensino das Artes
¢ uma publicagao de Acesso Livre, com E-ISSN e avaliagao
paritaria cega, que publica artigos nas areas do design, da
musica ¢ artes visuais.

A Revista Convergéncias publica gratuitamente em acesso
aberto os resultados originais avaliados por pares, que ex-
planam experiéncias e resultados oriundos da investigagio e
da pratica nas areas do design, da musica e das artes visuais.
Através de Artigos Originais, Caso de Estudo ou Artigo de
revisao da literatura, escritos por profissionais, investigadores
e académicos, promove o conhecimento relativo as atividades
do design, da musica e de outras artes visuais, em todos os
seus dominios de aplica¢dao, bem como da sua histéria, do seu
ensino ¢ aprendizagem.

Os autores e leitores deste jornal sdo sobretudo profissionais,
estudantes, investigadores ¢ estudiosos de todos os campos do
design, da musica e artes visuais a nivel internacional.

I publicada nos meses de Maio ¢ Novembro de cada ano e
aceita artigos escritos em portugués, inglés e espanhol.

A chamada de trabalhos decorre em permanéncia até ao Gltimo
dia do més de marco e de setembro de cada ano.

Objeto e ambito

Atuar como um uma interface internacional onde seja possivel
a discussao entre investigadores académicos e profissionais da
industria, relatando novas pesquisas, teorias, principios, pro-
cedimentos ou técnicas relevantes para o design, artes visuais
¢ musicologia / musica.

Nosso objetivo ¢ disseminar novas perspectivas teoricas, novas
praticas, processos, métodos e técnicas que resultam de pesquisa
fundamentada em projetos, teoria e experiéncia de ensino ou
de outras relactes entre dados existentes, com resultados apli-
caveis nas areas de design, artes visuais e musicologia / musica.

Propésito

Assumimos o compromisso de valorizar a investiga¢do nas areas
do design, da musica e das artes visuais, tanto no particular
quanto nas suas intersec¢des ¢ convergéncias, na sua pratica
€ no seu ensino.

Ainvestigagao através e baseada na prética tem um caracter
exploratério capaz de catalisar resultados inovadores, consi-
derando formas de pensar, a experiéncia pratica e abordagens
centradas nas pessoas.

Por outro lado, as praticas de ensino fomentam a sistematizagao
do conhecimento, promovendo melhores praticas pedago-
gicas, ambientes, interfaces e ferramentas de aprendizagem
mais intuitivos e envolventes, que possibilitam uma melhor
compreensao, retencdo e fruicao.

Questdes de design, musica e arte do foro disciplinar ou in-
terdisciplinar, nos seus diferentes dominios de aplica¢do ou
pratica, que proporcionem a analise, o desenvolvimento e
a discussao de aspectos fundamentais. Incluindo a histéria
e a teoria, que permitam compreender melhor os assuntos,
métodos, praticas e conceitos de cada disciplina.

Resultados aplicados, a partir de abordagens educativas, cultu-
rais, sociais, estéticas e simbolicas, considerando nomeadamente
os desafios actuais e abordagens transdisciplinares.

A investigagio baseada no conhecimento existente permite
reunir, ordenar e correlacionar resultados e dados dispersos,
potenciando-os de forma interdisciplinar e multidisciplinar.
As convergéncias do design, da musica e das artes visuais sio
relevantes para o estudo de métodos, principios, praticas e
experiéncias. Além disso, permite uma melhor compreensao

Convergences — Journal of Research and Arts Education, has
Open Access jornal and is a scientific research journal with
E-ISSN and blind peer review, which publishes papers in the
arcas of design, music and visual arts.

The Convergences Journal publishes free of charge, in open
access, the original results evaluated by peers, which explain
experiences and results from research and practice in the areas
of design, music and the visual arts. Through Original papers,
Case Reports or Review Papers, by by professionals researchers
and scholarly contributors, it promotes knowledge related to the
activities of design, music and other visual arts in all its domains
of application, as well as its history, its teaching and learning.
The authors and readers of this journal are mainly profession-
als, students, researchers and scholars from all fields of design,
music and visual arts at an international level.

Convergences is published in May and November of each year
and accepts papers written in Portuguese, English or Spanish.
Call for papers is permanently open until the end of March
and September of each year.

Aim and scope

Actas an international forum for discussion between academic
researchers and industry practitioners, reporting new research,
principles, procedures or techniques relevant to design, visual
arts and musicology/music.

We aim to disseminate new theoretical perspectives, new
practices, processes, methods and techniques that result from
project-grounded research, theory and teaching experience
or from other relations between existing data, with applicable
resultsin the areas of design, visual arts and musicology/music.

Purpose

We are committed to the importance of research in the areas
of design, music, and visual arts, individually and in their
intersections and convergences.

Research through and from practice has an exploratory charac-
ter which can catalyze innovative results from ways of thinking,
practice experience and user-centred approaches.

On the other hand, teaching practices foster the systematiza-
tion of knowledge, promoting better pedagogy and engag-
ing learning environments, interfaces, and tools, to improved
comprehension, retention, and fruition.

Research based on existing knowledge makes it possible to
gather, sort and correlate scattered results and data, enhanc-
ing them in an interdisciplinary and multidisciplinary way.
Design, music and artissues of disciplinary or interdisciplinary
nature, among their different fields of application, providing
analysis, development and discussion of fundamental aspects.
Including history and theory, enabling a better understanding of
the issues, methods, practices and concepts of each discipline.
Applied results, from educational, cultural, social, aesthetic and
symbolic approaches, considering namely current challenges
and transdisciplinary approaches.

The convergences of design, music and visual arts are relevant
to the study of methods, principles, practices and experiences.
Inaddition, it allows for a better understanding of technological
advances and their intersections with other areas of knowledge
and artistic approaches, expanding creative possibilities and
pointing to new research perspectives, skills and methodologies.
In this way, progress is made towards a deeper understanding



dos avangos tecnologicos e das suas intersecgdes com outras
areas do conhecimento e abordagens artisticas, ampliando
possibilidades criativas e apontando para novas perspectivas
de investigagao, competéncias ¢ metodologias. Deste modo,
progride-se no sentido de uma compreensao mais profunda das
dimensoes cognitivas, sociais e culturais do ensino, da pratica
¢ da compreensao do design, da musica e das artes visuais.

Processo de Avaliacdo por Pares

A Revista Convergéncias adotou o sistema de revisao por pares
duplo-cego. O editor faz uma primeira analise aos manus-
critos submetidos, assegurando a adequagao ao ambito da
Convergéncias e a politica editorial, anonimato, formato de
apresentagao do artigo quanto as diretrizes e template para
artigos, e o potencial de publicagdo. Sendo aprovado nesta
etapa, o manuscrito ¢ enviado para avaliagao por dois ou
mais avaliadores.

Os artigos sao submetidos até um maximo de trés rondas de
avaliacao, ndo devendo ultrapassar os cinco meses. O pro-
cesso de avaliagdo ¢ duplo-cego, protegendo-se a identidade
dos autores e avaliadores, assegurando isengao no sistema de
revisdo por pares.

A avaliagio ¢ feita por doutorados (nacionais e internacionais)
com experiéncia na tematica dos manuscritos submetidos.

Politica de Verificacao de Plagio

A equipe editorial usa um software especifico para a verificagao
de plagio antes do manuscrito ser enviado ao processo de
avaliac@o por pares. Em casos em que o plagio ¢ incorrido, a
Revista Convergéncias adota os Principios de Etica e declaracio
de negligéncia previstos na sua declaracao Etica, que segue
as recomendacoes da Elsevier, SCIELO e do Best Practice
Guidelines for Journal Editors do Committee on Publication
Ethics - COPE.

Todos os artigos sdo submetidos ao servi¢o Turnitin para se
verificar a possibilidade de plagio.

Arquivo

A Revista Convergéncias é preservada digitalmente pela OJS/
PKP Preservation Network (PKP PN).

Para além da exportagiao de metadados para varias bases de
dados, desde 2020, todos os artigos da Revista Convergéncias
sao depositados na colegao SciELO Portugal e no Repositorio
Cientifico do Instituto Politécnico de Castelo Branco, também
em Acesso Aberto. A Convergéncias esta listada no Sherpa/
Romeo e no Internet Archive.

Aversao impressa da Revista Convergéncias ¢ feita por entrega
de exemplar ao Centro Nacional ISSN Biblioteca Nacional
de Portugal, bem como entrega ao catalogo da Biblioteca da
Escola Superior de Artes Aplicadas do Instituto Politécnico
de Castelo Branco.

Os autores podem fazer o auto-arquivo, nomeadamente por
deposito em repositério institucional ou de tematico (Pré-
-impressao, Manuscrito Aceite ou Artigo publicado), bem como
em redes sociais, nomeadamente dedicadas a investigagao.
Nao incluimos qualquer tipo de pulicidade de entidades ex-
ternas ao IPCB. A nossa politica de publicidade quase zero,
tem como excepgao a promogao de congressos de investigagao
no escopo da nossa revista e que sejam iniciativa do IPCB,
sem conflito de interesses entre publicidade e o conteudo pu-
blicado por nos.
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of the cognitive, social and cultural dimensions of the teaching,
practice and understanding of design, music and visual arts.

Peer Review Process

Convergéncias Journal has adopted the double-blind peer
review system. The editor makes a first analysis of the submitted
manuscripts, ensuring their suitability to Convergéncias'
scope and editorial policy, anonymity, article presentation
format according to the guidelines and template for articles,
and potential for publication. If approved at this stage, the
manuscript is sent for evaluation by two or more reviewers.
Articles are submitted to a maximum of three rounds of review,
not to exceed five months. The evaluation process is double-
blind, protecting the identity of authors and reviewers, ensuring
impartiality in the peer review system.

The evaluation is done by PhDs (national and international)
with experience in the subject matter of the submitted
manuscripts.

Plagiarism Checking Policy

The editorial team uses a specific software for plagiarism
checking before the manuscript is sent to the peer review
process. In cases where plagiarism is incurred, Convergéncias
Journal adopts the Principles of Ethics and negligence
statement provided in its Ethics statement, which follows the
recommendations of Elsevier, SGIELO and the Best Practice
Guidelines for Journal Editors of the Committee on Publication
Ethics - COPE.

All submissions are submited to Turnitin service for plagiarism
checking.

Archiving

Convergéncias journal is digitally preserved by OJS/PKP
Preservation Network (PKP PN).

In addition to exporting metadata to various databases, since
2020, all Convergences Journal articles are deposited in the
SciELO Portugal collection and in the Scientific Repository
of the Polytechnic Institute of Castelo Branco, also in Open
Access. Convergences is listed on Sherpa/Romeo and on the
Internet Archive.

The printed version of the Journal is delivered to the ISSN
National Centre of the National Library of Portugal, as well
as to the catalogue of the Library of the School of Applied
Arts of the Polytechnic Institute of Castelo Branco.

Authors can self-archive, namely by deposit in institutional
or thematic repository (Preprint, Accepted Manuscript or
Published Article), as well as in social networks, namely
dedicated to research.



* This statement follows the
recommendations of Elsevier,
SciELO and of the Best
Practice Guidelines for Journal
Editors from Committee on
Publication Ethics - COPE.

* Esta declaragao segue as
recomendacoes da Elsevier,
SciELO e do Best Practice
Guidelines for Journal Editors
do Committee on Publication
Ethics - COPE.
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PUBLICATION ETHICS AND
MALPRACTICE STATEMENT

Principios de Etica e declarago de negligéncia*

Declaracao Geral

A Convergéncias - Revista de Investigagao e Ensino das Artes

tem um compromisso com a ética e direitos capazes de garantir a

qualidade das publicagdes, extensiveis a todas as partes associadas

aestarevista: autores, editores, reviewers e Edi¢oes IPCB. Assumi-
mos uma politica de antiplagio para garantir a originalidade dos

artigos ou evitar outros comportamentos antiéticos. Esta politica

esta associada a um conjunto de procedimentos que visam asse-
gurar a originalidade, proteger a autoria e detetar coincidéncias

ousemelhangas entre nas submissoes para publicagao. Propostas

ou artigos que constituam plagio serao descartados da publicacao.

Originalidade

Somente trabalhos originais que nio tenham sido submetidos
ou publicados em outra publica¢do podem ser submetidos a
Clonvergéncias. Fuma excecdo a publicacio de diferentes artigos
sobre diferentes componentes do mesmo estudo ou pesquisa, desde
que nao tenham ou venham a ser publicados em outro peri6dico.

Taxas de submissao e publicagdo

Convergences - Journal of Research and Teaching Arts, ¢ uma
revista de acesso aberto, gratuita (ndo cobra nenhuma taxa) na lei-
tura, submissoes, avaliaces, publicagoes, distribui¢ao ou download.

Plagio

Considera-se plagio o uso de trabalhos ouideias de outro(s) sem
asua permissao ou referéncia de autoria e origem, utilizando-os
como seus proprios e para beneficio proprio.

Colaboracao

Os trabalhos podem ser assinados por no maximo cinco autores.
Em ambos os casos, os artigos tém um autor principal que vem
primeiro e age como autor correspondente, ao qual segue o
seguinte. Esta ordem ¢ definida pelos autores no momento da
submissao. A carta de consentimento para publicar e garantia
de originalidade ¢é assinada pelo autor correspondente (autor
principal ou que surge em primeiro lugar) em nome dos outros
autores e colaboradores.

Fraude

Considera-se como Fraude o uso de informagdes enganosas
a proposito de procedimentos, condigdes de pesquisa, sobre
a invencao/concegao ou a adulteragao de dados de pesquisa,
incluindo dados quantitativos, imagens, tabelas, graficos ou
outros. Também a exclusdo de dados que sdo considerados
inconvenientes. Nesse sentido, o processo de revisao por pares
cega implica a sele¢do de avaliadores que nao se conhecem,
nem a pesquisa em questao.

Conflito de interesses

Hé um conflito de interesses quando o editor ou o avaliador tem
uma relagao pessoal ou profissional com o autor do manuscrito,
passivel de beneficiar ou prejudicar o mesmo durante o processo
de avaliagao.Os conflitos para o autor do manuscrito podem
resultar de relacdes laborais, bolsas, patentes, direitos de autor,
consultoria, propriedade, acordo ou relagdes pessoais que possam
influenciar o sentido e resultados da pesquisa.

Deveres dos Editors da Convergéncias

E dever dos Editors-in-Chief tomar decisdes sobre as politicas
editoriais da Convergéncias ouvidos os Contributing Editors
e Associate Editors. A responsabilidade Gltima sobre decidir
que artigos sdo publicados compete ao Editors-in-Chief com
fundamento nas indicagdes dos International Scientific Board
¢ apos assegurar o cumprimento dos Principios de Etica e de
boas praticas.

General statement from Convergéncias Journal
Convergéncias - Revista de Investigacao e Ensino das Artes is
committed to the ethics and rights able to guarantee the quality of
the publications, which can be extended to all parties associated
with this journal: authors, editors, reviewers and IPCB Editions.
We take an antiplagiarism policy to ensure the originality of
the papers or avoid other unethical behavior. This policy is as-
sociated with a set of procedures aimed at ensuring originality,
protecting authorship and detecting coincidences or similarities
between submissions for publication. Proposals or articles that
constitute plagiarism will be discarded from publication.

Originality

Only original papers that have not been submitted or published
in another publication can be submitted to Convergéncias. It
is an exception the publication of different papers about dif-
ferent parts of the same study or research, with the condition
that they do not have or will be published in another periodical.

Submission and publication fees

Convergences - Journal of Research and Teaching Arts, is an
Open Access journal, free (does not charge any fees) in reading,
submissions, evaluations, publications, distribution or download.

Plagiarism

Itis considered plagiarism the use of works or ideas of another
(s) without permission and reference of authorship and origin,
using them as their own and for their own benefit.

Collaboration

Papers can be signed by a maximum of five authors. In either
case, the articles have a main author who comes first and acts
as corresponding author, to which the following follow. This
order is defined by the authors at the time of submission. The
letter of Consent to Publish and guarantee of originality is
signed by the corresponding author (main or first author) on
behalf of the other authors.

Fraud

It is considered fraudulent the use of misleading information
about research procedures, conditions, the invention/design or
tampering with search data such as images, tables, graphs or
other. Also the exclusion of data that are judged to be incon-
venient. In this sense, the blind peer review process implies the
selection of evaluators who do not know each other, nor the
research in question.

Conflict of Interest

Thereis a conflict of interest when the publisher or the reviewer
has a personal or professional relationship with the author that
could benefit or harm the author during the evaluation process.
Conflicts for the author of the manuscript may result from labor
relations, grants, patents, copyrights, advice, property, agreement
or personal relationships that may influence the direction and
results of the research.

Duties of Convergence Editors

It is the duty of the Editors-in-Chief to make decisions about
the editorial policies of Convergences after considering the
opinion of the Contributing Editors and Associate Editors. The
ultimate responsibility for deciding which articles are published
is up to the Editors-in-Chief on the basis of the International
Scientific Board's reviews and after ensuring compliance with
the Principles of Ethics and good practice.
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Decisao de publicacao: os Editors-in-Chief sio responsaveis
por decidir que artigos sdo publicados, apo6s a avaliacdo feita
pelo International Scientific Board a partir das submissoes de
artigos, obedecendo a legislacao em vigor sobre difamacao,
violagao de direitos autorais e plagio. As decisoes dos Editors-
-in-Chief podem incluir parecer dos Contributing Editors e
Associate Editors.

Transparéncia, respeito e igualdade: a avaliagio dos ma-
nuscritos submetidos ¢ feita sem considerar o género, a raca, a
orientagao sexual, a crenga religiosa, a origem étnica, a nacio-
nalidade ou a filosofia politica do(s) autor(es).

Confidencialidade: os Editors-in-Chief, Contributing Editors

e Associate Editors estao impedidos de divulgar informagdes

sobre autores e manuscritos submetidos, excetuando os dados ao

trabalho do International Scientific Board em sistema Double-
-Blind Peer Review.

Divulgacéao e conflitos de interesse: os Editors-in-Chief, Con-
tributing Editors ¢ Associate Editors estao impedidos de usar ou
divulgar materiais inéditos divulgados de terceiros e obtidos pelos
manuscritos submetidos sem o consentimento expresso € por escrito
do(s)autor(es). Os Editors-in-Chief, Contributing Editors e Associate
Editors devem abster-se da avaliagdo dos manuscritos em que tenha
conflitos de interesse por questoes competitivas, colaborativas ou
outros relacionamentos ou ligagoes com qualquer um dos autores,
empresas ou (possivelmente) institui¢oes ligadas aos manuscritos.

Envolvimento e cooperacdo em investigacoes: compete
aos Editors-in-Chief promover as medidas necessarias cabiveis
quando foram apresentadas reclamacoes éticas relativas a um
manuscrito submetido ou artigo ja publicado.Os Editors-in-
-Chief asseguram que os autores entregam a Consent to Publish.

Deveres dos membros do International Scientific Board
da Convergéncias

Ao acetar integrar o International Scientific Board, todos os
membros assumem cumprir estes deveres.

Contribuir para a qualidade das publicagées: os Reviewers
tém o dever de ler e analisar os manuscritos submetidos de forma
imparcial, redigindo recomendagdes claras para que os autores
melhorem as suas propostas e de modo a auxiliar os Editors na
tomada de decisdes editoriais e na comunicagao com os autores. Os
Reviewers asseguram que os manuscritos cumprem as normas de
colaboragao (nimero maximo de autores) e as guidelines for papers.

Pontualidade: os Reviewers devem identificar se estdo quali-
ficados e se tém condigdes de assegurar a tarefa, em tempo til,
para avaliar as submissoes que lhe sio confiadas. Os Reviewers
devem realizar a leitura e avaliagdo e remeter o parecer aos
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FOREWORD
Preficuo

The United Nations 2030 Agenda SDGs re-
present a global vision for a fairer, more inclu-
sive, sustainable, and beautiful future guided by
goals such as the eradication of poverty, gender
equality, quality education, climate action, and
building peaceful and evolved societies. The
2030 Agenda aims to tackle social challenges of
considerable complexity, which are accentuated
by armed conflicts, as exemplified by the cur-
rent war in Ukraine. Wars not only lead to the
loss of human lives and property, tangible and
mtangible heritage, but also jeopardise progress
made on several key sustainable development
priorities, such as access to education, envi-
ronmental protection and the promotion of
human rights. The destruction of tangible and
intangible heritage is a consequence of conflicts
and leads to the disappearance of artistic and
cultural assets.

Atthe intersection of global andlocal deman-
ds, design can represent a transformative and
interdisciplinary practice, just as music and
the arts can act on the cultural, emotional and
educational dimension, helping to respond to
complex situations in a collaborative, creative
and 1nnovative way. Design, music and the
arts can contribute to community resilience
to create inclusive and innovative knowledge
and solutions. Design can articulate memory
and innovation, tradition and modernity in
reconstruction contexts such as Ukraine and
other countries in conflict situations, propo-
sing responses that respect local history and
respond to the demands of sustainability and
well-being,

Notbeing a themed issue, the articles gathered
here address how design may be able to play
an active role in responding to some of these
global challenges. The studies gathered here,
which range from emotional and cultural issues
to educational and technological practices,
dialogue with the goals of the 2030 Agenda,
showing how contemporary design can be the
bridge between the needs of the present and
the construction of a more equitable future.
This preface therefore places the discussions
presented in the perspective of the transfor-
mative possibilities opened by design, music
and the arts.

Os Objetivos de Desenvolvimento Sustentavel
(ODS)da Agenda 2030 das Nagoes Unidas pre-
conizam uma visao global para um futuro mais
justo, inclusivo, sustentavel e belo, orientado por
objetivos como a erradicagao dapobreza, aigual-
dade de género, a educacdo de qualidade, a acao
climatica e a construcao de sociedades pacificas
¢ evoluidas. A Agenda 2030 pretende enfrentar
desafios sociais de complexidade consideravel,
os quais sao acentuados por conflitos armados,
como exemplifica a atual guerra na Ucrania.
As guerras nao s6 provocam a perda de vidas
humanas e de bens, do patrimoénio tangivel e
intangivel, como também pde em causa progressos
realizados em varias prioridades fundamentais
do desenvolvimento sustentavel, como o acesso a
educagao, aprote¢ao do ambiente e a promo¢ao
dos direitos humanos. A destrui¢ao do patrimo-
nio material e imaterial ¢ uma consequéncia
dos conflitos e leva ao desaparecimento de bens
artisticos e culturais.

Nainterseccao entre exigéncias globais e locais,
o design pode representar uma pratica transfor-
madora ¢ interdisciplinar, tal como a musica
¢ as artes podem atuar na dimensdo cultural,
emocional e educativa, ajudando a responder
a situagdes complexas de modo colaborativo,
criativo e inovador. O design, a musica e as artes
podem contribuir para aresiliéncia da comunidade
de modo que se crie conhecimento e solucoes
inclusivas e inovadoras. Em particular, o design
pode articular memoria e inovagao, tradi¢ao e
modernidade nos contextos de reconstrucao como
vai acontecer na Ucrania, bem como de outros
paises em situagdo de conflito, propondo respos-
tas que respeitem a historia local e respondam
as exigéncias de sustentabilidade ¢ bem-estar.
Nao sendo um nimero tematico, os artigos aqui
reunidos, abordam a forma como o design pode ser
capaz de desempenhar um papel ativo na resposta
aalguns destes desafios globais. Os estudos aqui
reunidos, que vao desde questdes emocionais e
culturais até praticas educacionais e tecnologicas,
dialogam com os objetivos da Agenda 2030,
mostrando como o design contemporaneo pode
ser a ponte entre as necessidades do presente e
a construgao de um futuro mais equitativo. Este
prefacio situa, portanto, as discussoes apresentadas
naperspetiva das possibilidades transformadoras
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The universe of design in its various dimen-
sions is turning into one of the dynamic and
important fields for tackling current challen-
ges: social, technological, environmental, or
emotional. This compilation of articles reveals
how design goes beyond the functional sphere
and increasingly becomes a tool for cultural
transformation, inclusion, and sustainability.
In this direction, the research about the impact
of coloursin products for the elderly develops
a sensitive study about the emotional impact
of design. Here, the colour "Terracotta' evokes
memories and past experiences: colour choice
1s again confirmed to be an instrument of
usability but at the same time an important
factor for social inclusion. The chapter approa-
ches, in its complexity, the formation of young
designers by underlining forty emotions that
are activated throughout the creative process.
It also presented one of the most innovative
models, which prepared the future professional
for the emotional stresses he would face during
the practice of the design.

Tradition and innovation-often seen as polar
opposites-reify the point of relational art and
design practices. Such fluidity between the
traditional and the modern is presented to
protect cultural heritage and reinterpretation
at least in resistance to hegemonic Western
narratives. It finds an echo in the discussion
on historical objects from Portuguese airlines,
which shows how apparently simple elements,
like toys for children on flights, are a means
of perpetuating brand values and memories,
reflecting social and economic changes.

It also provides an analysis of immersive te-
chnologies, especially those related to tradi-
tional techniques of teaching, such as manual
typography. By using 360-degree videos, it
1s shown that virtual reality can make the
artisanal knowledge conserved and the pe-
dagogical possibilities extended, making the
learning more interactive and accessible. The
integration of human creativity and artificial
intelligence in fashion design reinforces this
trend of merging the physical with the digital
and opens new horizons for co-creation.
Among educational fields, a very promising
innovation vector affecting design teaching
with the use of visual technologies highlights
critical thinking, creativity, and interdisciplina-
rity. In another instance, contributions coming
from music education associations about the
training of professors prove the collaboration

abertas pelo design, pela musica e pelas artes.
O universo do design, nas suas varias dimensoes,
esta a transformar-se num dos campos mais di-
namicos e importantes para enfrentar os desafios
atuais: sociais, tecnolégicos, ambientais ou emo-
cionais. Esta compilacao de artigos revela como
o design ultrapassa a esfera funcional e se torna
cadavez mais uma ferramenta de transformacao
cultural, inclusdo e sustentabilidade.

Neste sentido, a investigacao sobre o impacto
das cores em produtos para idosos desenvolve
um estudo sensivel sobre o impacto emocional
do design. Aqui, a cor “Terracota” evoca me-
morias e experiéncias passadas: a escolha da cor
confirma-se mais uma vez como um instrumento
de usabilidade, mas a0 mesmo tempo como um
fator importante de inclusao social. O capitulo
aborda, na sua complexidade, a formacao de
jovens designers, sublinhando quarenta emogoes
que s2o activadas ao longo do processo criati-
vo. Apresentou também um dos modelos mais
mnovadores, que preparou o futuro profissional
para as tensdes emocionais que iria enfrentar
durante a pratica do design.

A tradicao e ainovagao - frequentemente vistas
como opostos polares - reforcam o ponto de
vista das praticas relacionais da arte e do design.
Esta fluidez entre o tradicional e o moderno ¢
apresentada para proteger o patriménio cultural
e a reinterpretagdo, pelo menos em resisténcia
as narrativas ocidentais hegemonicas. Encon-
tra eco na discussao sobre objetos historicos de
companhias aéreas portuguesas, que mostra
como elementos aparentemente simples, como
os brinquedos para criangas nos voos, sao um
meio de perpetuar valores e memorias de marca,
refletindo mudancas sociais e econdémicas.
Também fornece uma analise das tecnologias
imersivas, especialmente aquelas relacionadas
com as técnicas tradicionais de ensino, como a
tipografia manual. Através da utilizacao de videos
em 360 graus, mostra-se que a realidade virtual
pode fazer com que o conhecimento artesanal
seja conservado e as possibilidades pedagogicas
alargadas, tornando a aprendizagem mais inte-
rativa e acessivel. A integragdo da criatividade
humana e da inteligéncia artificial no design de
moda reforca esta tendéncia de fusao do fisico
com o digital e abre novos horizontes para a
cocriacao.

Entre os dominios educativos, um vetor de ino-
vacao muito promissor que afecta o ensino do
design com a utilizagdo de tecnologias visuais
realca o pensamento critico, a criatividade e a
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on an institutional level as regards the boost
to practices and research in that field.
However, design is not only restricted to crea-
tive and academics but also extended in the
field of health and wellness, where an inter-
vention designed with care is able to uplift the
mental strength and resilience of individuals
and hence must be brought into educational
institutes, like the paper on vocal therapy for
students of music.

Sustainability is the main topic of several
articles. The young fashion designers from
Portugal show how creativity can be used for
social and environmental activism, using va-
lues of responsibility during the creative pro-
cess. This concern is echoed in the reflections
upon the requalification of unsuitable housing
for emergency situations, as those pointed out
by the COVID-19 pandemic. Here, the use
of mobile and flexible systems is proposed for
space transformation, learning from history
to foreshadow future solutions.

Finally, the design role of urban critique and
public art is analysed based on the works of
Guga Ferraz and David Hammons with re-
gard to contrasting responses related to the
processes of gentrification and urban requa-
lification that are currently underway. These
artistic interventions collide against the status
quo, while pointing at design as a mediator
between the interests of capital and the needs
of communities.

This body of research shows how designin all
its manifestations today reflects and moulds
the dynamic of a world in constant change. By
connecting memory, innovation, sustainability;
and inclusion, it asserts itself as a fundamental
field of action for the ideation and construction
of fairer, more creative, and humane futures.
May this volume inspire new dialogues and
transformative actions through design, music
and the artsin teaching and research for people.

November 2023

Daniel Raposo, Castelo Branco, Portugal
Svitlana Derkach, Ryw, Ukraine

interdisciphinaridade. Noutro caso, os contributos
das associagoes de ensino da musica para a for-
macao de professores comprovam a colaboracao
anivelinstitucional no que diz respeito ao impulso
das praticas e da investigacao neste dominio.
No entanto, o design nao se restringe apenas a
area criativa e académica, mas também se estende
ao campo da satde e do bem-estar, onde uma
intervencao concebida com cuidado é capaz de
elevaraforcamental e a resiliéncia dos individuos
e, por isso, deve ser levada para os institutos de
ensino, como o artigo sobre terapia vocal para
estudantes de musica.

Assustentabilidade ¢ o tema principal de varios
artigos. Osjovens designers de moda portugueses
mostram como a criatividade pode ser usada para
o ativismo social e ambiental, utilizando valores
de responsabilidade durante o processo criativo.
Esta preocupagio encontra eco nas reflexdes
sobre arequalificagao de habita¢oes inadequadas
parasituactes de emergéncia, como as apontadas
pela pandemia da COVID-19. Aqui, propoe-
-se a utilizacdo de sistemas moveis e flexiveis
para a transformagao do espaco, aprendendo
com a histéria para prenunciar solugoes futuras.
Por fim, o papel do design na critica urbana e
na arte publica ¢ analisado a partir das obras
de Guga Ferraz e David Hammons no que diz
respeito a respostas contrastantes relacionadas
com os processos de gentrificacdo e requalificagdo
urbana em curso. Estas intervencgoes artisticas
colidem com o status quo, enquanto apontam
para o design como mediador entre os interesses
do capital e as necessidades das comunidades.
Este corpo de investigacao mostra como o design,
em todas as suas manifestacoes, reflete e molda
hoje a dinamica de um mundo em constante
mudanca. Ao conectar memoria, Inovagao, sus-
tentabilidade e inclusao, afirma-se como um
campo de acao fundamental para a ideagao
e construcao de futuros mais justos, criativos
¢ humanos.

Que este volume inspire novos dialogos e agoes
transformadoras pelo design, pela musica e pelas
artes no ensino e na investigacao para as pessoas

novembro 2023

Daniel Raposo, Caslelo Branco, Portugal
Svitlana Derkach, Riev, Ucrdna
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EVERYDAY DESIGN PRODUCTS AND
LONG-TERM MEMORY: THE COLOUR
INFLUENCE ON EMOTIONAL RESPONSE
AND PERCEIVED USABILITY

O design de produtos de uso cotidiano e memdérias de longo
prazo: a influéncia da cor na resposta emocionale na usabilidade

percebida

ABSTRACT

Colour is an important component of product

design and can influence usage interaction. This

study aimed to study the influence of the colour
of everyday products on the emotional response

and perceived usability of senior adult females.
Thirty women between 60 and 80 years old par-
ticipated, who evaluated clay sausage roaster in

three different colours, based on two protocols:

Emotional Response Cards (ERC) and Perceived

Usability Cards (PUC). The product in the “Ter-
racotta” colour was significantly (p < 0.05) bet-
ter evaluated (emotional response and perceived

usability) than the products in the other colours

(“green” and “grey”). The colour “Terracotta”
was decisive in confirming that the memory fac-
tor of long-term experiences contributed to the

results achieved. The application of colours in

the design ofproducts aimed at older users must

consider long-termexperiences and be treated as

an inclusivity factor.

KEYWORDS

Colour, Product Design, Emotion, Usability
Perceived.

RESUMO

Cor ¢ um importante componente do design de
produto, podendo influenciar naintera¢ao de uso.
O objetivou deste estudo foi estudar a influéncia
da cor de produtos de uso cotidiano, na resposta
emocional e na usabilidade percebida de mulheres
adultas seniors. Participaram 30 mulheres entre
60 e 80 anos, as quais avaliaram um produto
de uso cotidiano e tradicional, em trés cores dis-
tintas, com base em dois protocolos: Emotional
Response Cards (ERC) and Perceived Usability
Cards (PUC). O produto na cor “Terracotta” foi
significativamente (p < 0,05) melhor avaliado
(emotional response and perceived usability)
que os produtos nas demais cores (“green” and
“grey”). A cor “Ierracotta” foi determinante para
confirmar que o fator memoria de experiéncias
de longo prazo contribuiram para os resultados
alcangados. A aplicagdo de cores no design de
produtos destinados a usuarios com idades avan-
¢adas, deve considerar as experiéncias de longo
prazo e ser tratado como fator de inclusividade.
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1. INTRODUCTION

Many people who interact with everyday products experience situations that interfere with
their level of satisfaction. In fact, different studies focused on use interaction processes have
been developed (Unruh & Canciglieri Junior, 2018) and, despite there being a consensus that
product design should meet users' expectations, there is still a lack of investigations that explain
how attributes inherent to product design can influence emotional response and perceived
usability. Among the various attributes of product design, colour stands out, which is based
on the perception, or phenomenon of receiving a stimulus, through the visual sense, and
processing information, attributing meanings to it (Moreira da Silva, 2013). The perception
of colour can be influenced by physiological, cultural, age, gender, and other factors, which
generate cognitive reactions in users, influencing their emotional sensations and behaviours
(Heller, 2017). Therefore, colour can interfere with the perception of product composition
elements, such as volume, weight, size, temperature, texture and others, which results in
different emotional responses (Csillag, 2015). In general, the theoretical understanding of how
the colour of a product influences emotion has already been discussed by Na & Suk (2014),
Ding et al. (2021) and Alves et al. (2022); and also in the usability domain by Sonderegger
& Sauer (2010) and Bonfim et al. (2023). On the other hand, there are still few empirical
studies that analyze the influence of colours on product design, from the point of view of
emotional responses and perceived usability. The present study aimed to analyze the influence
of colour on the emotional response and perceived usability, during the interaction of senior
adult females, with everyday products with the same practical function, but with different
colours. This has allowed the authors to understand which aspects of interaction contribute
to improving users' interaction with products.

2. MATERIAL AND METHODS
2.1. Characteristics and Ethical Aspects

The present study is characterized as inductive and descriptive/exploratory. The independent
variable is colour applied to everyday products. The dependent variables are emotional response
and perceived usability. The ethical aspects met the principles of integrity, proportionality,
confidentiality, privacy and data protection (including anonymization and coding). Furthermore,
an Informed Consent Form (in Portuguese language) was applied.

2.2. Sampling

Sampling was characterized as convenience and non-probabilistic. The inclusion criteria
were: women between 60 and 80 years old; failure to report vision problems; the report of
experience using the object of study; and not participate in professional activities in the area
of Design. Such criteria guaranteed real experience in using the object of study, strengthening
the precepts of specificity of users and tasks, in addition to limiting the judgment required in
the protocols (dependent variables) to the colours of the products (independent variable). The
sample size was defined as n=30, following the precepts of Serdar et al. (2021). Therefore, 30
women participated, with an average age of 66.27 years (s.d. 4.41 years).

2.3. Object of Study

The object of study is a traditional Portuguese clay sausage roaster (Fig. 1), shaped like a
“boat” (where ethyl alcohol and grape marc spirit for the flame is deposited); and transverse
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rods (where the sausage is deposited), being produced by hand in brickworks and presenting
aglazed finish. The definition of this object of study was previously planned and was directly
related to the definition of the sample, as it is strongly present in Portuguese gastronomic
culture. Therefore, it presents a hedonic relationship with senior adults users. According to
Haaksma etal. (2018), emotional and usability evaluations are more easily applicable to hedonic
products, when compared to utilitarian products, which corroborates this methodological
option. The predominant colour of this product on the marketis “terracotta” [NCS S 4050-
Y60R] (Fig. 1-a), but for the present study, products were developed in two other colours:
“Green” [NCS S 2050-G30Y] ( Fig. 1-b) and “Grey” [NCS S 4010-R90B] (Fig. 1-c).

2.4. Protocols

Fig. 1

Clay sausage roaster, in the
colours “Terracota” [NCS S
4050-Y60R] (A), “Green” [NCS
S 2050-G30Y] (B) and “Grey”
[NCS S 4010-R90B] (C) (Source:
the authors).

The following research protocols were used:

1 - Emotional Response Cards (ERC), a non-verbal self-report instrument adapted from
PrEmo-2 (Desmet, 2018), composed of 14 cards, with representations of emotions with
positive valences (Desire, Satisfaction, Pride, Hope, Joy, Admiration and Fascination) and
negative valence (Disgust, Anger, Sadness, Fear, Shame, Borebom and Contempt);

2 - Percetved Usability Cards (PUC), a verbal and emoji self-report instrument, adapted
from the Likert scale with three anchors (Bonfim et al. 2023), with the verbal information
‘easy to use”, “normal use” and “hard to use” (in the native Portuguese language) and a

consonant emoji (Alismail & Zhang, 2020).

<

2.5. Methodological Procedures

Interaction activities occurred voluntarily and individually (Fig. 2), with prior application
of the ICE. The sequence of presentation of products, ERCs and PUCs was randomized.
Initially, it was reported that, although the products were similar in shape, they were different
in colour. This perception was confirmed by each of the participants, who reported having
already used their primary function (sausage roaster). With the availability of the ERCs, an
oral instruction explained how, arbitrarily, the cards should be associated with the colours
of the products. At least a single card must be associated with each of the three products;
and there were no limits on the number of cards per product.
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Fig. 2

Interaction activities, with
application of the ERCs,
developed on the [omitted for
blind review] premises (A); and
in a traditional district of the
[omitted for blind review]

city (B and C)

(Source: the authors).

Atthe end of the association, a photographic image guaranteed the record for data tabulation.
After removing the ERCs, the PUCs were presented, with similar instructions and the
express need to associate each card with a single colour. At the end, a photographic image
ensured the record for data tabulation, completing the data collection stage. In general, all
participants demonstrated interest and understanding with the instruments and procedures.
After tabulating the data, descriptive statistical analysis was applied to obtain the frequency
and relative percentage of the dependent variables. The Cochran's Q test (p < 0.05) was used to
compare the degree of heterogeneity of RC'Ts given its property in comparing the proportion
of categorical dichotomous responses (Aslam, 2023). In addition, the McNemar's test was used,
indicated to compare responses of the same participants when exposed to different stimuli,
expressed through paired binomial data (Pembury Smith & Ruxton, 2020). The degree of
association between the ERCs was verified using Cramer's V coefficient, whose results close to
zero suggest the absence of associations between the ERCs; and V > 0.25 indicate a strong
degree of association (Akoglu, 2018). Regarding the PUC results, the Friedman test was
applied to verify the heterogeneity of responses for different colours, as it compares different
samples of paired data, expressed through ordinal responses (Comerlato et al., 2020). As
a post hoc test, the Wilcoxon test (paired) with Bonferront Correction was used, comparing the
responses attributed to pairs of colours, since they came from the same participants.

3. RESULTS

The ERC results, in frequency and relative percentage (I'ig. 3), indicate that three emotions with
apositive valence (Desire, Hope and Joy) and four emotions with a negative valence (Disgust,
Anger, Shame and Contempt) were sensitive to the participants' emotional perception. (p <
0.05 - Cochran's Q test), confirming that colour was the factor that influenced this association.
The degree of association between the ERCs indicated a value of V > 0.25. (CGramer's V
coefficient) only among Shame and Contempt cards. The other associations presented V close
to zero, demonstrating some independence in the choice of ERCs and indicating that the
choice of a card does not necessarily imply the choice of another card together, reinforcing
that the instrument was suitable for the present study.

The results of the PUC, frequency and relative percentage (Fig. 4) confirm that the perception
of usability was significantly (p < 0.05 - Fizedman test and Wilcoxon test) influenced by the colours
of the products (independent variable).
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4. DISCUSSION

The design of a product can be considered one of the most important elements that influence
use interaction, impacting (positively or negatively) users' emotional responses and perceived
usability. Its physical structure, made up of numerous attributes, among which colour stands
out, is what materializes the user interface. The present study, of an empirical nature, aimed
to analyze the influence of colour on the emotional response and perceived usability of
users, during the interaction with a product for everyday use.

In general, the results indicate that, in relation to emotional response, the colours of the
products were decisive for the significant differences (p < 0.05 - Cochran's Q test). In this
case, in the emotions Desire, Hope and Joy (positive valence), the terracotta colour product
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was significantly (p < 0.05) better evaluated than the grey colour, with the same difference
occurring (p < 0.05)in relation to the green product. Regarding the emotions Disgust, Anger,
Shame and Contempt (negative valence), the product in grey colour was significantly (p <
0.05) worse evaluated when compared to products in terracotta and green colour (this last
comparison is not observed in the Contempt emotion), being highly significant (p < 0.01)
in the Shame emotion. When the analysis was restricted to perceived usability results, the
colours of the products were also responsible for strongly significant differences (p < 0.001 -
Friedman test). When comparing the colours in pairs of results, the grey product again emerged
as the worst evaluated, when compared with the green and terracotta products (p < 0.001).
Most participants expressed “strangeness’” with the green and grey colours applied to the clay
sausage roaster, as they only knew this product in the “terracotta” colour. This “strangeness”
was probably enhanced by the experience memory factor, which is a component of emotion
in the user experience. According to Yang & Chen (2008), reflexive interactions between
users and products are related to memories of experiences arising from long-term interaction
(as 1s the case in the present study), in which the product establishes a positive perception,
making symbol of memories of happiness. In fact, the terracotta-colored product presents
itself as part of the life story of these participants. Therefore, the relationship between
user and the product, and the meaning that this relationship represents, is what probably
resulted 1n a more positive emotional reaction with the terracotta-colored product, then
represented in the ERC results.

According to Sonneveld & Schifferstein (2008), current experiences receive contributions from
memories of past experiences. Furthermore, previous use of a product allows you to learn
aspects of its characteristics, which are kept in long-term memory, contributing to a better
perception of usability (Clarkson, 2008). This helps explain the better perceived usability
results of a product of a specific colour, as opposed to the same product of a different colour.
Regarding emotional reactions, Alves et al. (2022) evaluated different kitchen utensils (garlic
peeler) in red, green and grey colours, using physiological protocols (FaceReaderTM) and
self-report (SUS and preference scale), with middle-aged women (30-55 years). In this
last protocol (preference scale), the grey product was worse evaluated (p < 0.01), when
compared to the productsin red and green colours. And, specifically regarding the perception
of usability, Bonfim et al. (2023) identified that, for senior individuals (men and women
between 55-75 years), the perceived effort to open transparent mineral water packaging
was significantly lower (p<0.05), compared to packaging with a non-traditional colour (red);
and also in relation to the younger user group (18-29 years). Despite the fact that these are
different groups of users and different protocols, we can state that the results of these studies
corroborate our findings; and suggest that the application of colour for this category of
products needs to be well planned, controlling the Design process so that it does not cause
a negative impact on the interaction of use. Furthermore, it is important to highlight that
such findings do not simply serve to identify the best (or worst) colour to be applied in the
design of a specific product, but rather to confirm that colours imply different emotional
and usability conditions (the which confirms the findings of other studies) and, mainly, safely
indicates that the long-term memory factor seems to have been preponderant in this case.
Thus, these results corroborate the statement that the application of colours in product
design, whose potential users are older, should be treated as a factor of inclusivity for these
individuals, which is recommended by Moreira da Silva (2013).

5. CONCLUSION

Colouris an essential component of product design, and the results of the present study indicate
that it influences emotional response and perceived usability. In this sense, the application
of colours in product design, especially in cases where the main users are older people, must
consider long-term memories, mainly aiming to expand the inclusive character of the design.
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UNDERSTANDING TYPICAL EMOTIONS IN
THE DESIGN PROCESS

Compreendendo as Emogaes Tipicas no Processo de Design

ABSTRACT

Designing for users with varying physical and
physiological requirements might be difficult for
junior design students from the new generation.
Understanding users encompasses not just what
1s tangible but also the emotional components of
users’ lived experiences They must be taught how
emotion may influence judgment and even the
results of a design. In the decision-making and
cognitive thinking stages of the design process,
certain typical emotions are engaged. Information
processing and decision-making are the major
variables affecting these typical emotions. Thus,
It's crucial to concentrate on the normal emo-
tions that design students experience and to get
younger designers ready for their emotional shifts
as the process of design develops. Hence, junior
design students do not yet easily practise design
and need assistance to navigate the design process.
The identification of forty common emotions in
the design procedure is based on a comprehensive
review of existing literature and input obtained
from focus group research. To enhance the design
learning experience, a novel model is developed
to visually represent these typical emotions. This
study provides an understanding of how junior
design students could manage their design process
effectively.

KEYWORDS

Design Process; Types of Emotion; Cogni-
tion; Creativity; Design Education.

RESUMO

Projetar para usuarios com requisitos fisicos e fisio-
l6gicos variados pode ser dificil para os estudantes

juniores de design da nova geracao. Compreender
os utilizadores abrange nao apenas o que € tangivel,
mas também os componentes emocionais das

experiéncias vividas pelos utilizadores. Devem ser
ensinados como a emocao pode influenciar o jul-
gamento ¢ até¢ mesmo os resultados de um design.
Nas fases de tomada de decisdao e pensamento

cognitivo do processo de design, certas emogdes

tipicas estdo envolvidas. O processamento de in-
formagoes e atomada de decisdes sdo as principais

variaveis que afetam essas emogdes tipicas. Assim,
¢ crucial concentrar-se nas emogdes normais que

os estudantes de design experimentam e preparar
os designers mais jovens para as suas mudangas

emocionais a medida que o processo de design

se desenvolve. Conseqiientemente, os estudantes

juniores de design ainda ndo praticam o design

com facilidade e precisam de assisténcia para

navegar no processo de design. A identificacao

de quarenta emogdes comuns no procedimento

de design baseia-se numa revisao abrangente da

literatura existente e nos contributos obtidos a

partir da investigacao de grupos focais. Para me-
lhorar a experiéncia de aprendizagem de design,
um novo modelo é desenvolvido para representar
visualmente essas emogoes tipicas. Este estudo

fornece uma compreensao de como os estudantes

juniores de design podem gerenciar seu processo

de design de maneira eficaz.
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1. INTRODUCTION

The design process is a complex, innovative and sophisticated process that involves multiple
types of information integration. When developing for users, designers are required to
take into account a range of factors, including but not limited to space, shape, image, light,
colour, composition, and material. Furthermore, they must also address the emotional,
social, and physiological complexities associated with the particular project. Experienced
designers engage in design processes as a habitual and standardised procedure, characterised
by unconscious stages or activities rooted in established design principles and practices
(Mandala et al., 2018). However, junior design students often find it challenging to manage
the design process, especially when dealing with their emotional changes as they learn to
juggle multiple kinds of information and assess the relationships between them.

The challenge of designing for users with varying physical and physiological needs is
even more significant for junior design students of the new generation. Therefore, it is
crucial for junior design students to comprehend the physical, physiological, and emotional
experiences of the majority of users, not just what is seen at face value. An understanding
of emotional aspects can help them make decisions that lead to the safety and well-being
of users. Although simulation techniques have been effective in the design profession, a
few junior design students understand the emotional shifts throughout the design process.
Before junior designers can understand the importance of emotional shifts, they need to
know which emotions effectively affect the design process. Hence, todesign educators should
devise strategies aimed at facilitating the cognitive and emotive development of novice
design students while successfully integrating emotional transformations. Sensitivity to the
guidelines of the simulation could facilitate emotion management abilities, thereby showing
the influence of affective skills development on students. This paper aims to investigate
the typical emotions that affect the design process and identify methods to enhance junior
designers’ skills in managing emotional changes. This study aims to explore the variability
of human emotional regulation capabilities and assess the influence of emotional skill
enhancement on students. The primary objective is to acquire a comprehensive understanding
of these factors. These modifications clarify the objectives of the study and emphasise the
significance of understanding emotional shifts in design students as they navigate their
educational journey.

2.EXPLORING THEINTERSECTION OF COGNITIVE THINKING AND
EMOTIONAL INTELLIGENCE IN DESIGN EDUCATION

2.1. The role of cognitive architecture in enhancing design processes

The apparent ease with which experienced designers navigate the design process stems from
their cognitive architecture. Researchers have shown that two kinds of memory work together
in this architecture working memory and long-term memory (Ho & Siu, 2012). Working
memory processes, the input and links new knowledge with the long-term stored knowledge,
creating interconnected webs of knowledge known as schema. Through significant and
connected schemata, experienced designers can function effectively, automatically, and in
an organised manner by breaking down vast amounts of knowledge into limited working
memory chunks. This is especially true for designing highly complex domains such as the
elderly or physically handicapped people.

Effective cognitive thinking is critical in determining how efliciently learners studying
complicated domains can learn. Studies have indicated that novice design students often
rely on trial-and-error approaches, which quickly exhaust working memory and provide
little room for developing new schema connections because they lack organised schemata
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(Smith et al., 2019). Three types of cognitive processing are intrinsic processing, relevant
processing, and tangential processing. Designing for the elderly is a challenge that calls
for deep consideration of the task’s inherent complexity, or ‘intrinsic thinking.” And the
brain’s ability to form new schema connections depends on meaningful thinking. Research
has shown that intrinsic reasoning is enhanced when emotional intelligence is integrated
into learning processes (Jones & Brown, 2021). The term ‘extraneous thinking’ is used
to describe mental processes that are not necessary for the completion of a task, such as
daydreaming or ruminating. In complex design studies, elevated cognitive demands might
consume working memory and hinder learning.

2.2. Cognitive thinking and emotions

In the context of intrinsic reasoning, the addition of affective abilities increases task complexity:.
Junior design students in design programs should apply empathy to get the user’s perspective
on the environment or product they are creating. With this newfound understanding, they can
settle on the best course of action for the design (Walther et al., 2017). Developing empathy
1s a skill that can be taught to beginning designers; doing so is essential for creating products
that people want to use). Engaging in such a pursuit necessitates a level of complexity in
learning and design that goes beyond what is strictly necessary. Therefore, it is vital not only to
maximise cognitive learning potential but also to acquire the abilities needed to make suitable
design judgments. Several studies have theorised a robust link between emotional experiences
and cognitive assessments of those experiences (Davis et al., 2020). However, the precise
function of individual feelings in the academic process is still up for discussion. Ior instance,
studies have shown that students’ capacity to manage abstract thought and problem-solving
technique selection can be impacted by their emotional state, which can be both good and
bad (Xue et al., 2020). An individual feels a variety of emotions, including fear, amusement,
rage, pleasure, regret, and desire (Desmet, 2018). Instead of a single feeling, the mixture of
different emotions leads to an enjoyable experience. Research has indicated that unpleasant
emotions like perplexity might foster deeper engagement with learning materials (D’Mello et al.,
2014). These aspects are usually regarded as belonging to the psychological discipline instead
of design disciplines. Few design researchers engage in developing these fields and applying
them as cross-disciplinary studies involving design and emotion. Emotional reaction and
inclusive human concerns are of paramount importance in design. While individuals become
increasingly sensitive to dimensions of things that transcend conventional characteristics of
usefulness, the need to comprehend and establish emotional and aesthetic connections between
people and products grows. Similarly, the idea of experiencing, where the subject and object
meet and integrate, is a crucial factor in the development of emotionally significant goods.
This is because experience is a place where all faculties, particularly emotions, are aroused.
This corresponds to the theory of attachment between people and objects, in which, at the
height of love, the border between the personality, as well as the object, threatens to dissolve.
More study is needed to determine how emotions affect junior-level design students’ capacity
for effective emotional responses and how certain components of learning interventions
promote such responses (Jokinen & Silvennoinen, 2020).
Some design scholars’ writings on design studies rely even more strongly on psychological concepts
(Markussen, 2017). In subsequent research, enhanced concepts on how designers might implement
the dominant assessment theory from the psychology of emotion are investigated. By analysing
the distinctive evaluation components in people’s accounts of emotional experiences with items,
scholars attempt to develop design-specific assessment structures (1.e. appraisal theory) for emotions
such as pleasure, happiness, and disappointment. Markussen (2017) utilises the same evaluation
theory and ‘blends’ it with embodied cognition, a major theory in cognitive science, to explain
why patients, have such a broad variety of views about utilising interactive healthcare systems.
Markussen’s theoretically-informed research of the interaction with a blood-drawing robot gives
msight into how consumers produce new evaluations of objects (via the blending of conceptual
structures) that evoke fresh or different emotional responses than the individual assessments.
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2.3. Enhancing design processes through a human-centred approach

Designers who show the capability to perceive user experience demonstrate a fundamental
emotive talent thatis crucial for understanding the individuals who interact with their designs
(Esser, 2018). This ability, described as ‘empathy,” involves the capacity to feel ‘as if one
1s the user’ by taking on their perspective to relate to situations. The authors emphasised
that this ability is derived from an understanding of user experience and design practices.
Therefore, proficient designers employ their capacity to comprehend user experience to
discern and incorporate the perspectives, feelings, and anticipations of others into efficacious
design solutions.

Empathy and user experience are fundamental elements of human-centred design that
significantly impact functional design outcomes (Hassenzahl & Tractinsky, 2020). The Council
for Interior Design Qualification, whose scope of practice definition guides environmental
designers’ proficiency on a national level, has noted that the profession relies on human
behaviour and theories addressing well-being. Their research revealed that designers’ primary
responsibility is the emotional needs of people (Professional Standards — CIDA, 2018).
Therefore, it is imperative to incorporate training programmes for undergraduate design
students that enable empathetic skill development, given that this ability is necessary for
designers to achieve their design goals.

The influence of emotions on learners’ engagement with relevant learning material is
significant. In light of this, it is essential to explore the methods of integrating emotive
abilities, particularly empathy, into the undergraduate design curriculum. Furthermore,
the field of design education, which prioritises human-centred design, provides an ideal
setting for the examination of the impact of instructional methods on the development of
sympathetic abilities.

3.DESIGN AND EMOTIONAL CONCEPTIMPLEMENTATION IN THE
DESIGN PROCESS

3.1. Emotion-related experience in the design process

The emotions of anger, sadness, disgust, joy, and so on have been discovered to influence
junior design students’ thinking. In design practices, sadness or anger is felt when the proposed
design project is rejected, and joy and pride are felt when the proposed design project is
praised. Sometimes, emotions are evoked outside the design process, such as excitement
aroused by good grades and fear and stress caused by studying. However, junior design
students are seldom able to notice emotional changes during their design process. They also
lack experience in managing their emotions and going through the design process without
hindrance. Junior design students may have the possibility to be unable to control their
emotional changes. When they are nervous, they may be unable to use their inner strength.
When they suppress their anger, they may be carried away by their sense of dignity and
make wrong judgments.

The emotion of fear is an unnoticed emotion among designers although psychological
studies have argued that fear functions in the human brain (Guerra & Tripp, 2018). Some
scholars proposed that designers should be able to avoid failure in reaching the design goals
through knowledge and theory and should not have to rely on fear information in thinking,
those evoking negative emotions. As long as they learn to deal with potential threats to
design material, designers will pay more attention to making decisions and successfully
avoid potential dangers. Designers can understand more abstract and potential threats,
such as radiation’s harmful effects on the physical body. The experience of fear is conducive
to creating a sense of stress. When designers reflect on themselves, they can immediately
prevent threats from occurring and return to their original state. Some effective methods of
doing so are to calmly observe the changes in the body, such as the increase in the heartbeat.
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The emotion of calmness is not presented and noticed because a calm state is the most
‘normal’ state for designers. When designers are in a long-standing space and doing a
regular job, they are basically in their comfort zone and feeling calm. When the brain is
calm, it secretes dopamine and serotonin normally. The prefrontal lobe also works actively,
so designers can think logically and make correct judgments. When faced with problems,
designers put aside subjective feelings and other troubles, let their frontal lobes work hard,
and think objectively about the impact of these problems. Designers view comprehensive
contexts with calm emotion, including whether they are more concerned about the relationship
between designers and customers in the long run. If designers keep training themselves
like this, they can develop the ability to respond to their emotional changes without losing
their logical thinking ability.

3.2. Typical emotions in the design process

However, many junior design students do not fully notice that the eight primary emotions
are categorised based on users’ feedback regarding their design consumption. This means
these emotions are elicited by the external environment but may not be active in further
cognitive thinking. This is a gap in previous design and emotion studies. In the design
process, designers’ emotions are a response to their external environment and influence
their decision-making. Emotional changes from users’ viewpoints might not work the same
way. Users” emotions result in their response to their external environment. According to
the qualitative research findings in design & emotion studies (Mahan, 2021) and appraisal
theory (Jokinen & Silvennoinen, 2020), users’ emotions can influence the design process.
Therefore, investigating potentially workable emotions in the design process is necessary.
By reviewing the appraisal theory, the research team learned some basic emotions. Then,
the theoretical descriptions of basic emotions were examined during the review of design
studies and practices, and different types of typical emotions were identified in the design
process (Tab. 1). Hence, some typical emotions were reconsidered and incorporated into
a new model to illustrate the relationships between emotions and typical emotions in the
design process (Fig. 1).

No. Emotion Category Emotion

—_

External Negative Nervousness

Hatred

Regret

Discouragement

Anger

Jealousy

Dissatisfaction

Sl I SRR AR [l Il R

Fear

Tab. 1
Forty proposed typical emotions
were identified in the

design process.
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Tab. 1 (continuation)

Forty proposed typical emotions

were identified in the

design process.

No. Emotion Category Emotion
9. Internal Negative Sadness

10. Frustration
11. Loneliness
12. Disgust
13. Inferiority
14. Anxiety
15. Stressed
16. Longing
17. Natural Calmness
18. Sympathy
19. Affection
20. Touched
21. Satisfied
22. Peacefulness
23. Commitment
24. Interest
25. Internal Positive Pleasantness
26. Affinity
27. Cluriosity
28. Pride
29. Anticipation
30. Respect
31. Healing
32. Gratefulness
33. External Positive Joy
34. Happiness
35. Excitement
36. Superiority
37. Courage
38. Relief
39. Energetic
40. Enjoyment

3.3. A Model illustration of the relationships between emotions and typical
emotions in the design process

The incorporation of emotion is a significant factor in the design process (Ho & Siu, 2012).
Itis critical to teach junior design students how emotion may influence the decision-making
process and even the ultimate design output. To demonstrate how some typical emotions
are classified in the design process, a new concept model (Fig. 1) is built. Not every emotion
would be observed in the design process. Some typical emotions are those that are relatively
obviously engaged with the cognitive thinking process and decision-making in the design
process. Information processing and decision-making mostly influence these typical emotions.
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They create motivation and influence further actions and judgments rather than only working
as a kind of mood or feeling. These typical emotions can be categorised into five main types
in Iig. I: external positive, internal positive, neutral, external negative, and internal negative.
This concept can be illustrated with the Fig. 1 model: During the design process, some external
dominations, such as material allocation, emphasise stimulation from external sources rather
than personal ones (i.e. designers’ consideration). The internal dominations, such as designers’
personal preferences, emphasise personal consideration rather than stimulation from the
external environment. Neutral emotions are responses to relatively balanced interactions
in both external stimulations and personal consideration. Positive emotions refer to a range
of desirable reactions in response to various situations, characterised by pleasant feelings of
curiosity, satisfaction, love and pleasure, among others. It is important to note that positive
emotions are distinct from pleasurable physical sensations and general positive effects.
Negative emotions are any feelings that make designers feel unpleasant and sad. These
feelings cause designers to loathe themselves and others, destroy designers’ confidence and
self-esteem, and diminish their overall sense of well-being. As the model in Fig. 1 illustrates,
typical emotions in the design process can change or shift according to the experience of,
investigated information about, and observation of a designer regarding themselves and
users. For example, excitement as a part of external positive emotions would be digested and
shifted to curiosity as a part of internal positive emotions. This would arouse in designers a
deep desire to learn about the unknown and the nature of things. Additionally, anxiety as
part of internal negative emotions would be digested and shifted to peacefulness, a mental
state of tranquillity that is a part of neutral emotions. When designers’ minds are cluttered
with worry and task lists, it can be beneficial to replace them with more peaceful thoughts.
The change can enhance or weaken design outcomes. Both emotions and cognitive thinking
are significant in the design process. Balanced responses to critical issues result in balanced
design choices and processes. The investigation of design processes is informed in part
by designers’ experiences with techniques that facilitate cognitive thinking and emotional
management in design processes. A balanced approach that incorporates both reason
and emotion is the foundation of the proposed model. The possibility of including both
emotions and thinking in the design process is investigated. The model contains 40 typical
emotions that are a part of the design process. It explains the ideas of emotion, thinking, and
emotional management as well as examines their relationships. It is an excellent beginning
point for further developing our knowledge of how designers’ emotions manifest, fluctuate
and interact with one another. It will influence subsequent design and emotion research in
this field and be the starting point for designers’ investigation of emotions.

4. RESEARCH METHODOLOGY
4.1. Sesearch questions and research procedures

Presently, the scope of design education for novice designers is limited to facilitating the
application of theoretical knowledge acquired from lecture-based courses on human-centred
subjects such as empathic design and user experience, to address issues presented in design studio
projects. Regrettably, novice design students frequently have a sense of being overwhelmed
while engaging in problem-solving activities. They encounter difficulties in discerning significant
attributes of emotional fluctuations and exhibit a deficiency in their capacity to generate
effective solutions to problems, although they possess the necessary information. This challenge
has been a source of frustration for designers, and researchers across various design fields for
decades, highlighting the difficulty of effective and dependable approaches to tutoring novice
designers in dealing with aspects affecting the design process that are emotion-related (Shadle
etal., 2017). Accordingly, determining effective ways to educate junior design students on the
mutable emotional needs of users and audiences is of utmost significance.

Emotional experiences have significant roles in the design process. However, exploring these
experiences can be a challenge for rookie design students. Hence, to develop necessary
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Fig. 1
Forty emotion categories.

strategies for educating junior design students on managing their emotions during the design
process, the research question, “What categories of emotions do junior design students
discern when engaging in the manipulation of their design process?” was posed.

To generate potential research directions to address the research questions identified earlier,
this study employed a qualitative research methodology utilising focus group discussions to
gather in-depth insights into the emotional experiences of junior design students during the
design process. Three focus groups were conducted, each with six to eight participants, to
accommodate a total of 20 junior design students from a variety of design disciplines, such
as interior design, product design, and graphic design. Participants were selected based on
specific criteria: they must be enrolled in a design program at a recognised university and
have completed at least one year of design coursework to ensure they possess foundational

Internal Positive

Pleasantness
Affinity
Curiosity
Pride
Anticipation

Respect
Joy Healing Nervousness
Happiness Gratefulness Hatred )
External Positive Excitement Regret External Negative

Superiority Discouragement
Courage Anger

Relief Jealousy
Energetic Dissatisfaction
Enjoyment Fear

Sadness
Frustration
Loneliness
Disgust
Inferiority
Anxiety
Stressed
Longing

Internal Negative

knowledge and experience in the field.

Demographic data collected included age, gender, year of study, and specific design discipline.
This information was crucial for understanding the diversity of emotional experiences
across different backgrounds within the design field. The focus groups were facilitated by
trained moderators who guided discussions using open-ended questions designed to elicit
participants’ feelings and thoughts about their emotional shifts throughout various stages
of the design process.

Each session was audio-recorded with the participant’s consent for subsequent transcription
and analysis, and it lasted approximately 90 minutes. To ensure a comfortable environment,
focus groups were held in familiar settings such as university classrooms or lounges, where
students felt free to express their thoughts openly. The discussions focused on identifying
specific emotions experienced during key phases of the design process, including ideation,
prototyping, and feedback reception.
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To find recurring themes and patterns in emotional experiences, thematic analysis was
used to analyse the data. The findings from these focus groups informed the identification
of forty common emotions encountered by junior designers, providing a robust basis for
developing a novel model that visually represents these emotions. This approach not only
enhances the credibility of the research but also ensures that the voices of junior designers
are accurately captured and represented in the study’s outcomes. These modifications
enhance transparency and credibility by providing detailed information about participant
demographics and selection criteria within the focus group methodology.

4.1.1. Phase 1: examining the role of emotion in the design process

The first phase of the study involved the adoption of the Phase 1 design project, whereby
participants were invited to independently manipulate design projects using an emotion-
tracking application during research, material allocation, and idea generation stages. The
purpose of this phase was to identify the emotional responses of novice design students
during their design processes. Data was not collected in this phase, and the focus was solely
on understanding the emotional components involved in the design process.

4.1.2. Phase 2: providing design principles for emotional control

In the second phase, an introductory lecture was conducted to assist novice design students
in learning how to manage their emotions during the design process. The attendees of the
lecture were present to examine the results of the initial phase, gain comprehension of the
optimal emotional reactions that would augment their decision-making abilities in the realm
of design, and participate in a range of educational exercises that acquainted them with
the concepts of design and emotion. By summarising prior research on psychology, design,
and emotions by Southward et al. (2021), the critical principles of design and emotional
managementin the design process were identified as self-awareness, self-regulation, internal
motivation, empathy, and design and emotional competence. Self-awareness refers to the step
of understanding self-emotional changes and their effect on others (Gémez-Maureira et al.,
2021). Self-regulation refers to the step of controlling disruptive impulses, thinking before tak-
ing action, and considering the effect of expressions and self-emotional changes on others
(McClelland et al., 2010). Internal motiwvation refers to the step of working for internal reasons
that go beyond profit and status (Reeve, 2018). Empathy refers to the step of understanding
end-users and the audiences’ emotions and responses (Zaki, 2020). Design and emotion skills
refer to the step of controlling relationships as well as building up emotional attachment with
the audience through design executions (Ho & Siu, 2012). These five core components of
design and emotion comprise the principles of the design and emotion concept configura-
tion in the design process. Next, Phase 2 of the design project was started. Data were not
collected in this phase. The primary goals throughout this stage were to offer participants
intellectual stimulation and an enhanced understanding of the linkages between design and
emotion, to facilitate their ability to identify and discern their own emotional experiences.

4.1.3. Phase 3: individually evaluating the efficacy of proposed principles

In the third stage, participants were invited to understand their emotional changes by
attending a focus group and sharing their emotion management methods. The primary aim
throughout this phase was to articulate emotional transformations and assess the efficacy
of the suggested principles on an individual basis.

4.2. Research Participants

The present empirical study invited second-year undergraduate students studying design in
Hong Kong to participate. The participants were unfamiliar with the concept of emotions
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in the design process, and this fact positively contributed to strengthening the generalisation
of the research results. The participants in this study developed a foundational grasp of
design principles after ngaging in a two-year programme that covered many aspects of
design, such as design thinking, user experience, and design outcomes. Additionally, they
gained a rudimentary comprehension of the design process within a very brief timeframe.
Nevertheless, their attitudes towards design and established methodologies for controlling
the design process have not yet fully evolved. Although participants were not conversant
with the concept of ‘design and emotion,” their incremental application of these concepts
to the design process was anticipated, and reflections on their design manipulation would
amply reflect the emotional transformation that had occurred. The study included 30
participants who were natives of Hong Kong and spoke Cantonese as their mother tongue.
They received an English-medium university education and were fluent in English, as well
as being able to acquaint themselves well with Western concepts.

5. RESEARCH FINDINGS
5.1. Types of emotions identified in the design process of junior design students

After obtaining experience in the design projects in Phase 1 and Phase 2, the participants
were invited to share this experience in the focus group. Feedback on the participants’ design
projects was collected through their discussion. The data were gathered and presented in
a transcript. The required workload in Phase 1 and Phase 2 design projects was similar.
Based on the feedback from participants, 40 emotions, including loneliness, disgust, shame,
inferiority, anger, and anxiety, were identified (Fig 2). Calmness was the emotion mentioned
most in the focus group (5.33%; Iig 2), followed by anxiety, touched, commitment, healing,
curiosity, excitement and enjoyment (4.00%; Fig 2). Then there followed by hatred, regret,
discouragement, fear, longing, sympathy, peacefulness, interest, pleasantness, joy, happiness,
courage, relief and energetic (2.67%; Fig 2). Finally, the least frequent emotions mentioned
are anger, jealousy, sadness, frustration, loneliness, disgust, inferiority, stressed, affection,
satisfied, affinity, pride, anticipation, respect, gratefulness and superiority (1.33%; Fig 2).
The percentages of the emotions are summarised in Fig 2.

6. DISCUSSIONS ABOUT THE RESEARCH FINDINGS

Asper the participants’ feedback, they had not received prior education in emotion management
or self-awareness, indicating unfamiliarity with these concepts. A few participants expressed
uncertainty about the type of emotions experienced while working on the assigned design task.
Participants pointed out that designers would work better under a calm state of mind
because they could think logically and make good decisions. Participant 5 mentioned, ‘I
think a calmer and less emotional state can improve my learning because I can receive more
knowledge when I am calm’. The feedback from the participants indicated that when feeling
calm emotions, designers put aside their own feelings and other problems and think about
the design problems objectively. This finding would enhance the knowledge of emotion’s
functions in the design process as mentioned in the literature review. Participant 5 mentioned,
‘I think I feel better when a person settles down or is still because they will concentrate. I
think a peaceful and calm environment is better because if there are too many people talking
on the side, I can’t concentrate on it, but if it’s alone, I can go and think clearly about it

—what an idea’. Designers have to consider a wide range of situations, including long-term
concerns about the relationship between designers and customers. Calm people will be
able to make good decisions because they will have peace of mind. Participants’ feedback
reflected that if’ designers keep practising calmly, they will be able to learn how to respond
to problems quickly without giving up their logical thinking.
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Participants also emphasised that both negative and positive emotions can help designers work
effectively from different aspects. People experience a wide range of feelings as mentioned in
the literature review (Desmet, 2018; Walther et al., 2017). The experience is more satisfying
since it is not dominated by any one emotion. Positive emotion helps designers communicate
with others. Participant 6 stated, ‘I think it may be more positive to be able to communicate
with other people about emotions, and it will be easier to learn if you communicate or talk
with other people more’. Participant 4 stated, ‘I feel happy and excited. Listening to my own
preferences will make me more comfortable, or I think anxiety will be effective for me because
when I'm stressed, I want to be anxious and want to get things done quickly’. Alternatively, some

Number of emotions mentioned in participants’ transcripts

1850
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participants argued that designers should be able to avoid threats by relying on knowledge and
theory rather than on fear-based information. For example, product designers can prevent risk as
long as they learn to cope with possible threats while selecting raw materials. Participants agreed
that designers can comprehend more abstract and potentially dangerous concerns. Participant
1 mentioned, ‘Twould feel the difference between me and Cherry. In my case, personal comfort
is the priority. Cherry will be able to cope with life first. It seems that I have been forced out of
some ideas, so I prefer to go there and find a point that interests me, and then I will go deeper
into this and do my homework’. Participants’ feedback confirmed that emotions’ potential
to influence danger perceptions extends to a fundamental mechanism inherent in threat
detection. Designers were instructed to make fast judgements about whether target persons
were carrying firearms or neutral items while feeling various emotions. Anger increases the
likelihood that neutral things will be mistaken for those associated with violence, but not vice versa.
Negative emotion-induced bias in design conceptions can be corrected with appropriate skill.

Fig. 2

Chart comparing emotions
mentioned in participants’
transcripts.
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Some participants emphasised that they work better when curious. Participant 1 mentioned,

‘Personally, I think it is more effective to be curious and interested and achieve my expected
learning outcomes . . . Because only when I am interested in such things, I will first have
the motivation and look forward to the results, so I will have more strength to do it first
and keep trying to design homework and collect various materials. A curiosity, if you are
interested in doing it, it will not be so hard’. Participant 3 concurred, ‘I think when I learn
something that I find interesting and when I talk about it in class, I am interested in this
and I am passionate about a certain design . . . In other words, you will push yourself to
learn; that is, you will make yourself want to learn more, and if you have homework at
the time, it will help you learn’. Participant 4 stated, ‘I think high emotions will help me
learn a lot because excitement tells me that my mental state will be better . . . This kind of
emotion will make me learn faster’. Some participants pointed out that curiosity led them
to do more practice. Participant 2 stated, ‘Actually if you’re not interested in this kind of
thing, you will be unable to achieve your expected learning outcomes’. The feedback from
participants indicated that the concept of curiosity plays a role in the design process, in
line with previous scholars’ findings (Harley et al., 2019; Montambeau, 2018). Curiosity is
one of these emotions that often results in information-seeking and motivating activities. A
design using curiosity principles can adequately arouse the interest of participating designers
in engaging with the design.

7. CONCLUSION

During the early 2000s, there was an upsurge of interest among design researchers in exploring
the interplay between emotional factors and design. A significant amount of research was
conducted during this period focusing primarily on the user's perspective. The design process
encompasses not just rational and logical considerations but also designers’ techniques, experience,
and abilities, as well as their reactions to the external environment or the stimulants in their
immediate vicinity. These ideas offer an adequate theoretical foundation, but few research
studies have examined, during the design process, how junior design students’ emotions evolve.
Junior design students may have difficulty processing information from sources that require
extensive engagement with other people. The need to bring these ideas into the design processes
of junior design students and influence the manipulation of these processes has been identified.
This study identifies and analyses the forty common emotions that junior design students
experience during the design process and also highlights the importance of emotional awareness
in effective design practice. Getting a handle on those emotions is important not just for helping
students refine their own individual design processes, but also for making design education better.
Understanding how emotions affect decision-making and cognitive functioning will enhance
educators’ abilities to prepare students for the nuances of design problems. The results highlight
the need for integrating emotional intelligence training within design programs so that students
can cultivate the skills necessary to regulate their emotional reactions. This practice positively
impacts students on a personal level and also allows them to create user-centred designs that
find a greater emotional connection with their target consumers. Then, in the longer term,
further research should consider the effect of emotional management training on design
outcomes and student satisfaction. It is also going to be crucial to investigate how different
teaching methodologies can be adapted to integrate emotional intelligence more effectively.
Furthermore, interdisciplinary research exploring the relationship between psychology and
design would likely provide useful knowledge on how emotional dynamics affect creativity and
innovation across genres of design. In summary, let us not forget we are training designers
with emotions, and (good) design must interpret and feel what emotions are happening with
the users it is designed for. In an increasingly complex world, this holistic understanding will
lead to design solutions that are more considered, more empathetic and more impactful over
time. These changes offer a wider lens through which to consider the study’s finding's impact
on design education and practice and point towards future research opportunities.
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REINTERPRETANDO TRADICOES:
O PROJETO NEVE INSULARE A
CRIATIVIDADE NO TECIDO CULTURAL DE

CABO VERDE

Remnterpreting ‘Traditions: The NEVE INSULAR Project and
Creatwity i the Cultural Fabric of Cape Verde

RESUMO

Este estudo explora o projeto NEVE INSULAR
como um caso de estudo para entender como
as praticas relacionais de arte e design podem
fomentar a criatividade social e a sustentabilidade.
O projeto desafia a dicotomia tradicional entre
inovagao e tradiglo, a qual, historicamente, tem
promovido uma visdo atomista do individuo e
contribuido para a exploragao da natureza ¢ das
culturas. O projeto NEVE INSULAR ¢ analisa-
do no contexto da narrativa historica ocidental,
onde a modernidade ¢ muitas vezes vista como
um avanco linear em detrimento das tradi¢oes.
Esta pesquisa argumenta que mudanca e inova-
¢20 nao implicam necessariamente a superagao
do tradicional pelo moderno, mas que ambos
podem coexistir e enriquecer o patrimoénio cul-
tural material e imaterial. A abordagem adotada
envolveu uma analise qualitativa detalhada do
projeto NEVE INSULAR, considerando suas
praticas, estratégias ¢ a interagdo entre os par-
ticipantes. Foram examinados também projetos
similares e literatura relevante para comparar e
contrastar as abordagens e impactos no campo
da arte e design colaborativos.

O estudo revelou que o projeto NEVE INSU-
LAR contribui significativamente para a susten-
tabilidade e criatividade social, oferecendo uma
alternativa a visao tradicional de modernidade.
Ele demonstra como a arte e o design podem ser
utilizados para criar um didlogo enriquecedor
entre o moderno e o tradicional, promovendo
a sustentabilidade cultural, social ¢ ambiental.

PALAVRAS-CHAVE

criatividade social; praticas colaborativas;

Cabo Verde; algodao; sustentabilidade.

ABSTRACT

Taking the Insular Snow project as a case study,
I'intend to show how relational art and design
practices can contribute to social creativity and sus-
tainability in the way that they run counter to the
innovation/tradition dichotomy. A productof the
Western historical narrative, the tradition/innova-
tion dichotomy equates Western modernity as the
universal telos and, concomitantly, everything that
resists its conversion - the different knowledges or
cultures - as "non-modern", "traditional".
Within this narrative, the "modern" is conceived as
the acceleration of change and the advancement
in time through it, and the "traditional" as the
static, fixed in time. In this context, the tradition/
innovation dichotomy fosters an atomistic view of
the individual context, separate from nature and
the cultural context, contributing to the naturaliza-
tion of social differences and an anthropocentric
view of the world, and thus being at the heart of
the exploitation of people and nature.

Iargue here that change and innovation do not
imply the overcoming of the traditional by the
modern but that, on the contrary, both consti-
tute a flow that feeds the tangible and intangible
cultural heritage as part of a political process
of reinterpretation and creation of historical
meaning.
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1. INTRODUCAO

No contexto da modernidade, as praticas de arte e design tém experimentado uma evolugao

significativa, onde a dicotomia tradi¢ao/inovac¢do desempenha um papel central. Desde o

virar do milénio, assistimos a um aumento expressivo de projetos sociais que incorporam

préaticas colaborativas, refletindo uma tendéncia global. Exemplar desta tendéncia é o

projeto Living Form da Creative Time, que consiste num arquivo digital de 350 projetos

sociais realizados entre 1991 ¢ 2011, abrangendo uma diversidade de 4reas e ilustrando a

interseccdo crescente entre arte e design. Projetos emblematicos como “Mobile Homestead”
de Mike Kelley, “Young New Yorkers” de Rachel G. Barnard, “DREAMER Kites” de

Miguel Luciano e “Futuros IDs” de Gregory Sale destacam esta intersecgao, oferecendo

exemplos concretos de como a arte e o design podem ser utilizados para abordar questoes

sociais complexas e promover a transformacao social.

Este artigo centra-se no projeto NEVE INSULAR, uma iniciativa da artista/investigadora

Rita Rainho e da designer de moda Vanessa Monteiro. Surgido em resposta ao desafio da

URDI - Feira do Artesanato e Design de Gabo Verde em 2018, o projeto propoe reinventar a

panaria cabo-verdiana, um elemento-chave do patriménio cultural imaterial de Cabo Verde,
através de novos suportes e abordagens interdisciplinares. O projeto visa contribuir para

uma sustentabilidade holistica, integrando preocupacoes econémicas, ecologicas, sociais e

culturais. A sustentabilidade social, um pilar frequentemente negligenciado, é essencial para

alcangar uma sustentabilidade mais abrangente. A Agenda da ONU para 2030 enfatiza a

necessidade de padrdes sustentaveis de produgao e consumo, destacando a interconexao

entre os setores econdémico, social e ambiental. Neste contexto, o projeto NEVE INSULAR
adota uma abordagem holistica, enfatizando a importancia do fortalecimento do tecido

social para enfrentar os desafios da sociedade contemporanea.

O projeto inicia-se com a figura estilizada da flor de algodao (capulho), um simbolo central

nos padroes do pani di téra. Este inicio simbolico reflete nao apenas o renascimento da panaria

cabo-verdiana, mas também a integracao de diferentes dimensoes da sustentabilidade.
Segundo Rita Rainho, o projeto transcende a criagdo autoral e o objeto de design, promovendo

uma compreensao partilhada do passado e das herangas esquecidas, e abrindo caminho

para um futuro sustentavel do algodao insular. O titulo “NEVE INSULAR?” simboliza

metaforicamente a brancura do algodao com o contexto histérico do trabalho de plantacio,
representando a descolonizagao das mentes. Rainho destaca a importancia de compreender
o papel das plantagdes de algodao para os “monocultivos da mente”, uma metafora para

a supremacia ocidental refor¢ada pela mercantilizagao de objetos e pessoas.

O projeto desafia o individualismo nascido no Renascimento e perpetuado no Romantismo,
refletindo-se numa nocao linear do tempo, conduzida pela construcao dicotémica de tradi¢ao

einovacdo. NEVE INSULAR ecoa o legado das praticas de arte participativa, exemplificado

pelo projeto ‘Culture in Action’ de Chicago, que estabeleceu um precedente para o envolvimento

comunitario e a mudanga social na arte. No ambito do design, teorias como o “Design for
the Real World” de Papanck ¢ a sustentabilidade social nas praticas de design de Manzini

fornecem alicerce tedrico para a abordagem do NEVE INSULAR. Os principios de co-design,
destacados por Sanders & Stappers, e a visao de design como acao social transformadora,
defendida por Thorpe e Simon, alinham-se com a metodologia do projeto. A analise aqui

apresentada prepara o terreno para explorar ‘A Hierarquia do Valor Global” e a “Criatividade

Social”, contextualizando o projeto NEVE INSULAR no discurso mais amplo de arte, design e

identidade cultural. Uma breve visao historica do pano cabo-verdiano sera também abordada,
iluminando a sua importancia.
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2. BREVE HISTORIA DA PANARIA CABO-VERDIANA

O arquipélago de Gabo Verde esta localizado no Atlantico Norte, a cerca de 450 km da
costa oeste africana, conforme descrito por Amarante (2012, p. 21), e ¢é caracterizado por
um clima saheliano. Com uma area territorial limitada (INE 2015) e aproximadamente
meio milhdo de habitantes, o arquipélago ja era conhecido por varios navegadores antes
de 1460, ano em que Portugal iniciou a colonizagdo. Esta colonizacdo foi marcada pela
chegada de donatarios e colonos portugueses, que estabeleceram a presenca europeia e
sustentaram a economia local por meio da mao-de-obra escrava, trazendo africanos de
diversas etnias, principalmente da Guiné (Carreira, 1968, p. 21). Ap6s séculos de colonizacao,
Cabo Verde conquistou a independéncia em 1975 e estabeleceu um regime democratico,

que se consolidou com as primeiras elei¢oes pluripartidarias em 1991.

Desde o inicio da colonizacao, a plantacao de algodao foi incentivada pelo rei Afonso V,
destacando a importancia econoémica e cultural do panit di téra. Este tecido, tecido a partir
de fios de algodao e tingido tradicionalmente em azul-escuro com anil ou indigo, tornou-se
uma mercadoria valiosa, usada até mesmo como moeda em certas épocas. Teceldes africanos,
trazidos como pessoas escravizadas, introduziram técnicas de tecelagem que se misturaram
com influéncias mouriscas e locais, resultando em um estilo tnico que reflete a diversidade
cultural de Cabo Verde. Assim, a plantacao do algoddao em Cabo-Verde comegou no final
do séc. XV, sobretudo nas ilhas de Santiago e do Fogo e nos séc. XVII e XVIII na Ilha
Brava, sendo que ha noticias de produgdo espontanea de algodao no arquipélago desde
finais do séc. XV (Carreira, 1983, p. 21). Os testemunhos mais antigos que se encontram
da produgao do pani di téra em Cabo Verde datam de 1517 (Carreira, 1983, p. 47).

O pani di téra nao era apenas um produto econoémico, mas também um veiculo para o trafico
transatlantico de escravos, ligando Cabo Verde a Costa da Guiné e além. Com o tempo,
este tecido assumiu um papel simbolico na resisténcia e formacao da identidade nacional,
especialmente ap6s a independéncia. A revitalizagao da panaria cabo-verdiana, como parte
do movimento de reafricanizacdo, simbolizou uma reivindicacao da identidade cultural e
um desafio a narrativa colonial (...). No entanto, a producao de algodao enfrentou desafios
significativos no século XIX, devido a secas e fomes, bem como a mudangas economicas
decorrentes da Revolucao Industrial e do comércio global. A introducao do pano de algodao
americano “paulino” marcou uma mudanga na producdo e no consumo de tecidos, impactando
a tradi¢do do pant di téra. Apos a independéncia de Cabo Verde em 1975, o artesanato,
incluindo a panaria cabo-verdiana, ganhou um papel central no movimento de reafricanizac¢ao
do pais, impulsionado pelo PAIGC. Esta fase marcou um esfor¢o deliberado para redefinir e
fortalecer uma identidade nacional proépria, distinta da heranga colonial. Artistas influentes,
como Luisa Queir6s (1941-2017), Bela Duarte (1940-2023), Manuel Figueira (nasc. 1938)

Fig. 1

Pano d’Obra bicho, 78x172cm,
Cabo Verde, Luis Pavio, 2018,
© DGPC.
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e outros, contribuiram significativamente para este movimento, fundando a Cooperativa
Resisténcia e, posteriormente, o GNA-Centro Nacional de Artesanato. A missao do CNA,
que mais tarde se tornou o Centro Nacional de Arte, Artesanato e Design, foi documentar
e revitalizar a tecelagem tradicional cabo-verdiana, promovendo iniciativas para preservar
e rejuvenescer esta pratica cultural.

Durante o periodo que se estendeu de 1975 até as primeiras elei¢oes pluripartidarias em
1991, o panii di téra evoluiu de um mero artefato cultural para um simbolo poderoso da
identidade e africanidade cabo-verdiana. Este tecido tornou-se um emblema da imaginagao
e resisténcia do povo cabo-verdiano contra a opressdo colonial, reafirmando a riqueza da
sua heranca cultural. Com o crescimento do turismo e da imigracao ap6s 1991, no entanto,
observou-se uma mudanca no discurso cultural em Cabo Verde. A nogao de crioulidade,
anteriormente usada para definir uma classe intermediaria durante o colonialismo, passou a
ser adotada pelas elites cabo-verdianas como uma forma de ascensao social e posicionamento
no contexto global (...). Neste periodo, o pani di téra manteve seu status como um simbolo
nacional, mas foi recontextualizado, transformando-se em uma forma de “branding” local
que reflete tanto a heranca cultural quanto a nova realidade socioeconémica de Cabo Verde.
Esta reinterpretacao do panii di térailustra como praticas tradicionais podem ser adaptadas e
redefinidas em um mundo moderno, desafiando a dicotomia entre tradi¢ao e modernidade.
A evolucao do panit di téra desde um produto de um passado colonial até um icone de criatividade
e Inovacao local ressalta seu potencial como veiculo para a sustentabilidade e a criatividade
social. A evolugao da panaria cabo-verdiana, portanto, ndo somente narra uma historia de
resisténcia e adaptacao, mas também abre caminho para novas aplicacoes e interpretacdes no
campo da arte e do design contemporaneo. Ao reconhecer e valorizar essas praticas, podemos
explorar como a tradi¢ao e a modernidade podem coexistir e enriquecer o patrimoénio cultural,
abrindo novas possibilidades para estudos futuros e aplica¢oes praticas em diferentes areas.

3. NEVE INSULAR - RELACOES DE CUIDADO

No contexto do projeto NEVE INSULAR, o panii di téra, além de representar a complexa
historia de Cabo Verde, serve como um ponto de partida para uma discussao mais ampla
sobre sustentabilidade, educagdo e inovacao cultural. Este projeto nao apenas revisita a
historia do tecido, mas também explora novas formas de pensar e aplicar praticas tradicionais
no mundo contemporaneo. Enquanto iniciativa artistica, o projeto NEVE INSULAR, nao
esta na produtividade no sentido convencional, mas sim na preservacao do patriménio
cultural, na estimulacdo da criatividade social, na sensibilizagdo para as questoes ambientais
e no fortalecimento dos lagos comunitarios e com a natureza. Este modelo, que integra arte,
sustentabilidade e educacao, pode servir como uma inspiragao para abordagens semelhantes
em outros contextos, adaptando-se as especificidades culturais e ambientais locais.

Tanto no séc. XIX, quando Marx descreveu as condigdes de pobreza e exploracao no
mundo da produgao téxtil em O Capitalismo, como atualmente — como notam as autoras do
projeto — o “algodao permanece no topo da producdo escrava massificada e estratificada.
Dai que o ciclo de algodao seja abordado também pelas promotoras deste projeto como uma
metafora da mentalidade extrativista dos recursos naturais e humanos cuja massificagao, ao
nivel planetario, teve inicio no colonialismo acoplado a revolugao tecnocientifica europeia:
a biodiversidade implica, neste contexto, também uma biodiversidade mental, um sair para
além dos trilhos caminhados.

Neste contexto, uma mudanca social para uma maior sustentabilidade implica um redesign
do sistema, quer ao nivel material como imaginario, uma compreensao da “diversidade
e o plantio do algoddao como um regresso a terra enquanto implicagdo na reimaginagao
da histéria a partir de lutas que herdamos e que nos implicam no questionamento nos
modos de pensar, educar e viver” (Rainho, 2021, p. 58 ). Assim, as autoras afastam-se “de
um produzir artesanato & design pensado no turismo, na 6tica do design da identidade
nacional através do vestuario, e dos objetos com aplicac¢oes do panit di téra”. Rita Rainho e
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Vanessa Monteiro focam-se sobretudo no processo a partir de trés pilares, “a agroecologia,
aeducagdo e o campo artistico” (...), conscientes de que para “produzir de forma ecolégica,
sustentavel e justa, é preciso criar uma rede solidaria de sentido comum [que] s6 o tempo
o pode construir” (Rainho, 2021, p. 59 ).
Apesar de a producio do algodao ter desaparecido do arquipélago, a sua utilizacao difundiu-
se. Atualmente, para a producio, o fio de algodao tem de se importar da costa africana,
do Gana, por exemplo. Ou seja, ha um desperdicio de recursos materiais ¢ humanos na
medida em que o desenvolvimento da producao de algodao poderia permitir uma fonte de
sustento e evitar a poluicao através dos combustiveis devido a compra de produtos longe
do local de consumo.
Na Ilha de Sao Vicente nao havia cultivo de algoddo, apesar de hoje existir vegetagao
espontanea. Assim, o Projeto NEVE INSULAR comegou de forma simboélica com uma
plantagao de algodao em parceria com a Associacao Agropecuaria do Calhau e Madeiral
— que cedeu o terreno — realizada em conjunto com o publico da exposicao da NEVE
INSULAR na URDI - Feira do Artesanato e do Design de Cabo Verde, sendo que os
visitantes eram levados para o local da planta¢do em autocarros organizados pelo CNAD.
No local da exposigao, estavam expostas fotografias de arquivo cedidas pela Associagdo
dos amigos da Natureza intervencionadas por Rita Rainho e Vanessa Monteiro: sobre uns
plintos, umas pequenas caixas de pedra, realizadas pelo artesao Albertino Silva, continham
sementes que as pessoas levavam para a sementeira do algodao.
Posteriormente, NEVE INSULAR ganhou autonomia e, com o apoio do CNAD, organizou em
2019 um conjunto de oficinas de agroecologia com os agricultores da Associacdo Agropecuaria
do Madeiral e Calhau, com a colaboracao de algumas escolas e varios apoios [2], oficinas que
tiveram participantes de diferentes geracoes e reuniam aos sabados (Fig, 2). Para os agricultores
fo1 titil tomarem conhecimento de outra forma de cultivo sem pesticidas, enquanto as criangas
beneficiaram do conhecimento do ciclo do algodao e da sua histéria enquanto parte do
patrimoénio material e imaterial de Cabo Verde. As oficinas eram dedicadas a transformacao
do algodio, desde tirar a semente, descarogar, cardar, até fiar. Foram também realizados
workshops de cardar e fiar com o artesdao Marcelino Santos e de tingimento natural com a
designer brasileira Flavia Aranha, tendo sido as pegas resultantes dessas oficinas expostas
na exposicao “Paises espelhados” no SESC — Servigo Social do Comércio, Sao Paulo, que
focou os intercambios culturais entre os paises africanos lus6fonos. Anualmente, fazem
varias colheitas de algodao onde participam também pessoas de varias geragoes e contextos,
pessoas que vivem nas cidades e agricultores.
Mais recentemente, em Abril de 2021, foi realizada uma formagao do ciclo do algodao, no

S

Fig. 2
Workshop realizado no @mbito
do projeto NEVE INSULAR,
2019.
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ambito das ac¢oes “Fiando o algodao das novas geragdes”, a qual contou com a participagao
do formador Marcelino dos Santos, das autoras de NEVE INSULAR e de oito formandos
[3]. A formacao teve a duracio de um més e passou por todo o ciclo do algodao desde a
plantacdo até a tecelagem, no final os participantes partilharam a sua experiéncia com o

publico no Centro Cultural de Mindelo e foi apresentada a tapecaria coletiva realizada,
“Mon na cotton” (Fig. 4). Sdo também realizadas formacoes dirigidas especificamente a
mulheres no sentido de as emancipar. Entre junho e outubro de 2022 foi realizada, uma
formacao em agroecologia dirigida as mulheres do Vale do Calhau e Madeiral, Ilha de Sao
Vicente, introduzindo os principios da biodiversidade.

Para além de um espago de formagao, este projeto contempla também a realizacao de

Fig. 3

Colheita de 2021, no ambito
da visita de Ciclo de Algodao
- curso de transformagio de
algodao. Imagem de NEVE
INSULAR.

residéncias artisticas, reunindo artesaos e artistas. Em Agosto de 2021 foi realizada a residéncia
artistica Rbera que reuniu, para além das autoras do projeto, a designer téxtil senegalense Joana
Bramble (nasc. 1976), um ceramista, Mant Soares (nasc. 1986), dois teceldes, Marcelino Santos
(nasc. 1957) e Candida Rocha e Rosilene Delgado que se dedica a transformagao agroalimentar
no Vale e que anteriormente tinha participado na formagao em tecelagem. Nesta residéncia,
apartir do mote da figura estilizada da flor de algodao (capulho) que servia, entre outros motivos,
de padrao para o pani di téra, trabalharam o desenho e, com a participacao do ceramista
Mant Soares, realizaram loigas e moldes para queijo com a forma da flor de algodao, e
food design com produtos existentes na Associacao Agropecuaria do Calhau e Madeiral.
Verificou-se a existéncia de trés teares: dois deles estiveram ligados com a mesma urdidura

Fig. 4

“Mon na Cotton”, tapegaria
coletiva, grupo Ciclo do
Algodao-projeto NEVE
INSULAR, 2021. Imagem de
NEVE INSULAR.
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Figs.5e6
Residéncia artistica Rbera, 2021.

de forma que iam aproximando-se a medida que avancavam na tecelagem (figs. 5 e 6).
Esta partilha da urdidura, geralmente individual, simbolizou o principio subjacente a esta
residéncia: o conceito de conexao entre pessoas, matérias-primas e saberes. Conexao entre
pessoas: habitantes da cidade e agricultores, sendo que, como sempre que ha um evento
do projeto, se vendem e promovem os produtos agroecoldgicos; entre matérias-primas:
experimentaram-se varias matérias na tecelagem, como o carrapato, folha de bananeira,
troncos, sisal, algodao e sementes; entre as pessoas e o territorio; e, por fim, entre saberes
técnicos de varios dominios, de diferentes matérias-primas e sobre biodiversidade.

Aideia de desviar o foco do objeto para o processo ¢ fundamentada por uma visao holistica
de economia circular como sistema de relacoes em que € necessario cultivar e cuidar das
plantas a medida que elas crescem; como simbolo do cuidado, na apresentagao final, foram
mostradas as pegas numa estrutura escultérica semelhante a um avental revestida com as
bandas da tecelagem (Fig. 7).

No contexto do projeto NEVE INSULAR, o panit di téra, além de representar a complexa

Fig. 7

“Avental”, tecelagem escultorica
coletiva, grupo da Residéncia
Artistica Rbera, 2022. Imagem
de NEVE INSULAR.

histéria de Cabo Verde, serve como um ponto de partida para uma discussao mais ampla
sobre sustentabilidade, educagdo e inovacao cultural. Este projeto ndo apenas revisita a
histéria do tecido, mas também explora novas formas de pensar e aplicar praticas tradicionais
no mundo contemporaneo.

Enquanto iniciativa artistica, o projeto NEVE INSULAR, nio est4 na produtividade no
sentido convencional, mas sim na preservacdo do patriménio cultural, na estimulacdo
da criatividade social, na sensibilizacdo para as questdes ambientais ¢ no fortalecimento
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dos lagos comunitarios e com a natureza. Este modelo, que integra arte, sustentabilidade
e educagdo, pode servir como uma inspiragao para abordagens semelhantes em outros
contextos, adaptando-se as especificidades culturais e ambientais locais.

4. A HIERARQUIA DE VALOR GLOBAL

Uma das viragens de paradigma que as autoras do projeto procuram estimular ¢ a da no¢ao
da hierarquia entre designer/artista e artesao para uma nogao de partilha de saberes. Assim,
durante o processo, tiveram a preocupacao de contrariar “a tendéncia da separagao daquele
que concebe, tradicionalmente o/a designer, e o artesdo/a, daquele que executa, segregagdes
e hierarquias herdadas desde o principio da Revolugao Industrial” (Rainho, 2021a, 92).
Esta separagao no relacionamento do designer, geralmente oriundo de contextos urbanos,
com o artesao, como nota Murray “subscrever uma hierarquia que coloca énfase na agéncia
criativa do designer” (Murray, 2015, p. 226): a criatividade, entendida como produto de um
individuo excecional, confirma a excecionalidade do designer e o facto de ser um designer
quem tem ideias confirma a exclusividade das ideias a uma certa classe. Como varios autores
analisaram (DeNicola & DeNicola, 2012; Wilkinson-Weber, 2004), a dicotomia tradi¢dao/
inovagao ¢ uma construgao que divide, de um lado, os artesaos e, do outro, a classe média/
alta europeia urbana, legitimando o que Herzfeld denominou de “hierarquia de valor
global” na qual uma “increasingly homogeneous language of culture and ethics” (Herzfeld,
2004, p. 2) se tornou parte do tbiqua. O designer, geralmente, legitima a sua posi¢ao de
poder enquanto intermedidrio entre os artesdos e as pessoas de classe média/alta a qual
pertence (Wilkinson-Weber, pp. 79-98). Esta dicotomia faz parte de uma narrativa histérica
ocidental que se representa a si mesma como moderna e, por oposi¢ao, todas os saberes
nao ocidentais sao designados como “tradicionais” ou “antiquados”. Esta ¢ uma narrativa
histérica que postulou o felos universal da “modernidade”, transformando as hierarquias
espaciais em hierarquias temporais. A oposicao deixa de ser entre o “Sul” e o “Norte”, no
sentido meramente geografico, mas entre o “Norte” que esta na ponta do tempo e o “Sul”
entendido como o que esta atrasado no tempo.

Nesta narrativa, todas as culturas nao-ocidentais sao consideradas como ainda-nao-modernas
ou subdesenvolvidas, relativamente a essa escala temporal linear. Concomitantemente,
assistimos a globalizagdo de um conceito de “moderno” que provém exclusivamente de
uma especifica regido do globo, um fenémeno que Chakrabarty criticou, referindo-se a ele
como o ato de retirar a Europa do seu contexto provincial (2000). A modernidade, neste
contexto, é uma narrativa de mudanga que, através da continua rejeicao do anteriormente
existente, se vé a sl mesma como o unico agente dinamico, isto ¢, aquilo que muda face ao
que fez desaparecer, provocando uma aceleragao vertiginosa do tempo. Assim, como nota
Anttonen, “instead of traditions necessarily disappearing, that which disappears or falls out
of use is named traditional” [4].

Neste projeto, o processo criativo decorreu através de uma colaboracdo horizontal: no
caso da utilizagao da fibra de carrapato na tecelagem, por exemplo, a ideia surgiu de uma
caminhada a nascente onde, no local onde pararam para trocar impressoes estava um pé de
carrapato como elemento escultorico. No dia seguinte, o artesao Marcelino Santos trouxe
um instrumento para o desfiar.

A experiéncia desta residéncia relatada pela designer foi de que as praticas de arte e design
resultaram no deixar fluir a matéria-prima, tendo os participantes sentido que, no final, é
a matéria-prima que se impoe e que vence o ego individualista que pretende “enformar”
a matéria (Flusser, 2010 [1993]).

Apesar da autoria do Projeto NEVE INSULAR ser das duas designers, Rita Rainho e Vanessa
Monteiro, existem momentos nas varias etapas do projeto em que, como nesta residéncia,
as pecas resultaram de um processo colaborativo horizontal em que a autoria ¢ partilhada.
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5. CRIATIVIDADE SOCIAL

Podemos considerar que a colaboragao horizontal, neste caso, estimulou a criatividade social
a qual contraria o individualismo subjacente a nogao de autoria individual. Mas, o que é a
criatividade social e em que medida se distingue da criatividade individual?
Até aos anos 80, os estudos sobre a criatividade centravam-se sobretudo no individuo e na
sua psicologia, estudando as suas disposi¢Oes, personalidade, etc. Nessa década, estudos
sobre o contexto para além do individuo — como a teoria do sistema de Csikszentmihaly
(1999) — e autores como Montuori e Purser (1993) criticaram a visao de criatividade ligada
ao mito do génio eremita, defendendo a nocao relacional da criatividade, ligada ao contexto
(Montuori e Purser, 1993). Estes estudos apelavam para uma integracao multidisciplinar e
para o estudo de areas anteriormente nao consideradas como relagoes criativas ou grupos
criativos, contextos que proporcionam a criatividade, etc. A nocao de criatividade ligada
ao contexto social comegou a surgir em livros como Criatividade Social (Montuori & Purser,
1991), que reune textos de fil6sofos, antropdlogos e tedricos de sistema, entre outros, ou no
conceito de “ criatividade distribuida” (Glaveanu, 2016), o qual foca, sobretudo, as relagdes
entre os individuos partindo do principio de que “culture is not an isolated factor that can
be easily grouped under the general label of ‘environment’ but a condition of possibility
for creativity” [5] (Glaveanu, 2016, p. 3). A raiz da clivagem entre esta abordagem da
criatividade e a atomista ¢ a sua critica a visao tradicional do individuo como entidade
separada do contexto cultural e da natureza: os dois sao inseparaveis, nao sendo possivel
distinguir onde comega e onde acaba cada um - sao um fluxo.
A nogao de criatividade entendida como fruto de um individuo muito especial e tnico
nasceu no Renascimento, simultaneamente a nogao do génio artistico. Esta visdo atomista
do individuo tornou-se ubiqua e esta na raiz do capitalismo e da mentalidade extrativista da
exploraco da natureza. £ um mito porque considera a cultura e a ambiente como “produtos”
inertes do individuo que evoluem através da sua acumulagao. Ora, varios individuos ou
configuracoes de individuos/matérias-primas sdo mais do que a soma da sua acumulacdo
individual. A criatividade nao nasce s6 de uma pessoa, flui da colaboracdo entre pessoas:
para um artista conceber uma obra de arte, por exemplo, é necessaria a existéncia do
conceito de “arte” — que levou geragdes a constituir-se - de galerias ou mecenas, e de ptblico
recetor. Por outro lado, o artista também se alimenta de outras obras de arte: tudo flui da
colaboragao entre pessoas, institui¢oes e elementos da natureza.
Este foi o caso desta residéncia artistica: tudo decorreu segundo um processo muito organico,
nada tendo sido estipulado, deixando fluir. Assim, a conexao nao era apenas entre as pessoas,
mas, também, entre diferentes materiais naturalmente acessiveis. Estas praticas podem ser
consideradas como praticas de design no sentido em que estas sao sempre, essencialmente,
como Herbert Simon definiu, “courses of action aimed at changing existing situations into
preferred ones” [6] (1969) mas focam relagoes reciprocas entre as pessoas e entre estas ¢ o
lugar, entendendo aqui este Gltimo como o entrelagamento da paisagem geografica e cultural.
Neste contexto a criatividade nao ¢ entendida como originada por um individuo — ponto
zero de uma linha temporal de eventos marcados pela rejeicio do anterior - mas nasce de
uma complexa rede de interagdes na qual a matéria-prima, a natureza e a heranga cultural
tém um papel tao ativo como as pessoas. A visao holistica do ser humano e da natureza
¢ essencial para contrariar o individualismo que opde o homem - branco, classe média,
ocidental, heterossexual - a natureza vista como matéria inerte, mero recurso amorfo, passivo
e sem agenciamento. O reconhecimento do agenciamento da natureza e dos seres vivos e
inanimados, nao como unidades atomistas mas como configuragoes interdependentes entre
st que formam um conjunto maior — a que Latour denomina Gaia (2015) — vai ao arrepio
da visdo antropocéntrica do mundo subjacente a mentalidade extrativista na natureza.
Assim, o projeto NEVE INSULAR ¢ também um projeto artistico no sentido em que o processo
— isto ¢, as interagdes entre as pessoas, instituicoes, matéria-prima e saberes tradicionais — ¢é
considerado obra de arte em si: desencadeado pelas autoras, estas abdicam parcialmente do
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controlo autocratico da produgao, proporcionando situac¢oes que favorecem a criatividade
social tendo em vista a sustentabilidade e como orientacao basica o sistema holistico, desde
a producao do algodao, até a sua utiliza¢do, troca e consumo. Nesta conce¢do holistica sao
integrados os fatores socioculturais, ecologicos e economicos. As técnicas tradicionais de
tecelagem tingimento e transformagao do algodao tornam-se numa forma de partilha de
saber e troca de respeito mutuo entre pessoas que, geralmente, ndo se relacionam. Nesta
conjuntura, estas praticas expandidas de arte e design sdo politicas na medida em que operam
uma diferente partilha do sensivel — entendido aqui, no sentido de Ranciere (2000) como o
que ¢ percecionado pelos sentidos — ndo considerando o individuo como soberano e tnico
ser dotado de agenciamento mas aceitando, também, o agenciamento dos elementos da
natureza ¢ da criatividade social através de um processo de colaboracdo horizontal.

6. CONSIDERACOES FINAIS

Na conclusiao deste estudo sobre o projeto NEVE INSULAR, destacamos a abordagem
sistémica e holistica a sustentabilidade que se centra na renovagao do patriménio cultural cabo-
verdiano, tanto material quanto imaterial. Este enfoque amplia o ambito da arte e do design
para além da mera criacao de produtos, promovendo sistemas que encorajam a mudanca
de paradigma em direcao a uma sustentabilidade integrada e reinterpretam criativamente o
legado cultural relacionado com o ciclo do algodao e o pani di téra.

A especificidade do contexto de Cabo Verde, embora ofereca ensinamentos valiosos, pode
limitar a aplicabilidade direta das estratégias do projeto em diferentes ambientes culturais,
sublinhando a necessidade de adaptabilidade e flexibilidade nas praticas de arte e design
sustentaveis. Ao transformar “competéncias técnicas em experiéncias sociais”, como articulado
por Sennett (2012, p. 63), O projeto NEVE INSULAR, promove uma rede de sustentabilidade
em multiplas dimensdes, criando produtos que mesclam tradigao e inovagao. Embora estas
praticas contribuam para a criatividade social ao questionar a divisao convencional entre
movacgao e tradi¢do, e ao procurarem reequilibrar a hierarquia de poder global, enfrentam
desafios, como questoes sobre o impacto alongo prazo ¢ a mensuragao dos resultados concretos.
O projeto NEVE INSULAR, ao enfatizar o processo e a experiéncia coletiva, pode deixar em
aberto questoes sobre o impacto a longo prazo e a mensuracao dos resultados concretos. Esta
abordagem, centrada na criatividade social e no questionamento das divisdes convencionais
entre inovagao e tradicao, bem como na procura por um reequilibrio da hierarquia de poder
global, valoriza a contribuicdo coletiva e a experiéncia vivida. No entanto, essa énfase na
experiéncia coletiva e no processo, apesar de enriquecer o projeto, pode tornar menos tangiveis
os métodos de avaliagao do seu impacto e eficacia.

A abordagem holistica e poética do NEVE INSULAR a sustentabilidade, embora nao vise
solucionar todos os desafios associados ao ciclo do pani di téra, esimula comportamentos
civicos e éticos ambientais. Esta orientagao estd alinhada com os principios de desenvolvimento
sustentavel, conforme definido por Brundtland , que busca “atender as necessidades da
geracao presente sem comprometer a capacidade das geracoes futuras de satisfazerem as
suas proprias necessidades” (1987, p. 47). Antevendo perspetivas futuras, o projeto NEVE
INSULAR apresenta um modelo que pode ser adaptado e replicado em outras comunidades
e contextos, promovendo praticas sustentaveis e criativas. A replicabilidade e expansao do
modelo, contudo, requerem uma abordagem sensivel as dinamicas culturais e sociais especificas
de cada comunidade. A possibilidade de expansado e colaboracoes futuras, tanto local quanto
internacionalmente, abre portas para aprofundar e expandir os impactos na sustentabilidade
e inovacao cultural.

Resumindo, o projeto NEVEINSULAR, com suas préticas inovadoras, oferece novas maneiras de
interagir com o mundo, enfatizando a adaptabilidade e as estratégias especificas do contexto. Ao
questionar as fronteiras convencionais entre tradigao e inovagao, o projeto infunde novos significados
politicos e simbdlicos no patriménio cultural do panit di téra cabo-verdiano, libertando a imaginagao
para configurar constelagoes de relagdes mais sustentaveis entre os seres humanos e a natureza.
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“DIFICIL E SENTA-LOS”: DESIGN PARA O
PASSAGEIRO INFANTIL E JUVENIL DA TAP
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“The hardest part is sitting them™: design for the juvenile
passengers of TAP Portugal (from 60’s to 80’)

RESUMO

A artificialidade da vida durante uma viagem
de avido é compensada através do recurso a
diversos procedimentos e objectos que, no caso
de estudo apresentamos, tentam controlar a
natural impaciéncia de uma crianga. O nosso
artigo selecionou um conjunto de exemplares
presentes a bordo dos avides da TAP Portugal
que consideramos emblematicos do esforco
para amenizar ou condicionar a sua atitude,
preservando a s convivéncia nesse espago ines-
capavel. O arco temporal compreendido entre
asdécadas de sessenta a oitenta pode considera-
do como o capitulo final de um servigo refinado
entre as companhias aéreas, que se perdeu a
partir da desregulacdo do mercado das rotas e
tarifas aéreas generalizado a partir das décadas
seguintes. Estes objectos, parecendo inécuos,
possuiram a duplicidade funcional de entreter
e simultaneamente prolongar a experiéncia e
valores da marca TAP. O nosso artigo propoem-
-se resgatar a sua memoria no discurso visual
efémero da Histéria do Design em Portugal.
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ABSTRACT

The artificiality of life during a plane journey
1s compensated using various procedures and
objects that, in the present case-study, attempt
to control a child's natural impatience. Our
article selected a set of resources on-board TAP
Portugal planes that we considered emblematic
of the effort to soften or condition their at-
titude, preserving healthy coexistence in this
mescapable space. The time span between the
sixties and eighties can be considered as the final
chapter of arefined service among airlines, lost
in the following decades due to the deregulation
of routes and airfares. These objects, appear-
ing innocuous, had the functional duplicity of
entertaining and simultaneously prolonging
the experience and values of the TAP brand.
Our article aims to rescue its memory in the
ephemeral visual discourse of the History of
Design in Portugal.
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1. INTRODUCAO

O passageiro fecha os olhos. De um lado esta sentada uma crianca agitada, do outro uma
pequena janela por onde se vém as nuvens. Os pais da crianca esforcam-se (ou nao) por
manté-la “presa” a cadeira durante as 7 horas da viagem que se avizinha. Comeca por
ser dificil sentd-los e depois manté-los sentados [1]. O enclausuramento e proximidade
forcada do interior de um avido testa os limites da resisténcia humana E da sa convivéncia: o
ambiente estd montado. Todas as companhias aéreas se esforcam por amenizar o ambiente
e proporcionar uma experiéncia e servico memoravel (no bom sentido). A TAP nao foge a
regra. Entre as décadas de sessenta a oitenta, ou seja, entre a “democratizagao” da viagem
aérea junto da classe média e a desregulacdo ou liberalizacao do mercado que levou a
drastica reducao de custos, o servigo de bordo esteve povoado por uma série de objectos
dedicados aos passageiros infantis e juvenis. Muitos deles desapareceram quer do interior
dos avides, quer da memoria colectiva. A nostalgia da sua aparéncia e grafismo, associados
as viagens realizadas em familia nessa época, marcaram geracoes de criancas, hoje adultos,
quica colecionadores.

2. ESTADO DA ARTE E METODOLOGIAS

Seguimos uma linha de investigagao na area da Historia e Critica do Design, especificamente
sobre os objectos e ambientes que povoaram o interior dos avides da companhia aérea
nacional TAP Portugal iniciada por Gentil-Homem (2014), que culminou na exposi¢ao
retrospetiva TAP Portugal - Imagem de um Povo, Identidade e Design da Companhia
Aérea Nacional realizada em 2015 no MUDE, Museu da Moda e do Design (Coutinho,
2015), e recorremos igualmente a outros contributos parcelares como os de Belo (2019).
Ou seja, procuramos resgatar e interpretar criticamente algumas solugoes implementadas
para resolver o problema a que aludimos na introdu¢ao. Nao optamos por uma seria¢ao
exaustiva pois tratar-se-ilam dezenas de objectos que redundariam nas mesmas conclusoes,
mas por uma amostragem diacrénica, selectiva (logo qualitativa) e sobretudo com maior
potencial critico. Muitos objectos efémeros foram (geralmente) desvalorizados ao longo
da Historia da Cultura Material, e por ineréncia da Historia do Design. O colecionismo
proporcionou-nos o seu resgate, permitiu-nos estuda-los e valoriza-los no quadro dos
contributos aparentemente menos tangiveis, evitando os objectos gourmet crismados por
Fallan (2010), ou seja, valorizando nao apenas os grandes momentos da Histéria, mas todos
os momentos e objectos, mesmo os mal sucedidos ou de (aparentemente) menor importancia.
A historiografia deve consubstanciar o discurso como um todo e¢ ndo como somatério de
momentos eleitos. José Mattoso alertou-nos que a Histéria ““Tem uma dinamica propria,
uma dimensao total, e ¢ essa totalidade que o historiador tenta descobrir ao procurar o
sentido das coisas” (Mattoso, 2020, p.33). No caso do nosso artigo falamos de objectos
menos estudados pela sua suposta menoridade: jogos, passatempos, livros de colorir, etc.
que nos recordam uma época da Historia da Aviacdo Comercial e da TAP em particular.
Seguimos, portanto, uma analise empirica de base qualitativa e ndo intervencionista. A
Investigagao para o nosso artigo estudou um espélio constituido pelo acervo do SDA /
MTAP [2] e pela colegao pessoal do autor: ou seja, centrou-se na observagao directa de
objectos. Nao ¢ alheia a esta metodologia a consciéncia da importancia da nostalgia que
estes objectos evocam, nomeadamente aqueles associados as boas memorias de infancia. O
mesmo ¢ dizer que estes se afiguram essenciais na construgao de uma persona nas marcas.
O potente fenémeno da nostalgia e do revivalismo das marcas (e da TAP em particular)
despoleta, como nos recorda Carvalho de Almeida (2012), uma consciéncia historica que
recupera objectos valorizados em arquivos historicos, mas também alguns efémeros e perdidos
em cole¢oes privadas. A TAP na sequéncia da exposi¢ao realizada no MUDE criou uma
estratégia de marketing que fez uso deste fenémeno introduzindo voos de reconstituigao de
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época que incluiram avides pintados com o logdtipo de 1954 a 1979, assistentes de bordo
vestindo replicas dos uniformes de 1973 e de give aways que voltaram a ser fabricados. Por
fim procurou-se fundamentar algum conhecimento interdisciplinar fora da nossa area de
especializacao, sobretudo quanto aos fenémenos das areas da Psicologia Comportamental
em criancas como os contributos de Neophytou et. al. (2019).

3. DESENVOLVIMENTO

A impermanéncia do passageiro infantil e juvenil, cujo comportamento aludimos no titulo
do presente artigo, ¢ incontornavel. Ela inclui factores endégenos e exégenos ao proprio
individuo na relacdo com o ambiente que o rodeia. Ou seja, o grau de impermanéncia
varia. Quando se torna imperativo controlar a sua actividade e subjugar a sua liberdade
fisica, todos os esforgos sao insuficientes. I, no entanto, pretende-se que “non si muova” [3].
O arco temporal que abarcamos percorre demasiadas geracoes e contextos socioculturais
para que possamos definir com exactidao o que consideramos como passageiro infantil e
juvenil. O infantil na década de sessenta seria juvenil na década de setenta e adulto na de
oitenta. Assim sem delimitar quantitativamente que idades engloba, preferimos partir do
pensamento e comportamento complexo daquilo que em linguagem coloquial (embora
pouco cientifica) se atribui a uma crianga ou juvenil. Assim foi desde a génese da aviacao
comercial em que se distribuiram jogos de cartas para ajudar a passar tempo e para desviar a
atengao da vista exterior que os poderia assustar. Também nao ¢ o nosso proposito explorar
o campo psicologico individual ou de grupo exaustivamente, mas tao so6 estabelecer uma
relacao entre as solucoes que foram adoptadas para “sossegar” ou “apaziguar” as criangas
abordo de um avido. Pretendemos, contudo, interpretar os factores que induzem estimulos
a sua maior ou menor impermaneéncia, i.e. factores exégenos simples de operacionalizar.
Certamente ha 60 anos uma crianca se comportaria de modo diverso de hoje. A nogao de
disciplina era valorizada e transmitida por via parental e/ ou social de um modo exaberbado
em relacdo actualidade, mas naturalmente o contexto era muito diferente. Actualmente,
segundo (Neophytou et. al., 2019) as criancas sdo afectadas por crescentes fenémenos de
(hiper) actividade dada a exposicao excessiva a profusao de estimulos sensoriais, sobretudo
através das novas tecnologias. O indice de hiperatividade, traduzido em comportamentos
de impermanéncia e desconcentracdo, tem vindo a aumentar 4 medida que o contacto das
criancas com jogos de computador hiper-estimulantes ocupa maior numero de horas diarias.
Actualmente os objectos de entretenimento abordo foram desmaterializados e transferidos
para as telas de in-flight entertainment (IFE) [4] instaladas em cada assento. Também neste
ambiente os contetidos sdo criteriosamente selecionados, ndo s6 para criangas como para
adultos (Maeder, 2021). Esta ponte com a actualidade desvia-nos (brevemente) do arco
temporal do artigo, visando estabelecer uma distin¢ao tipolégica entre passatempos de
“dispersao” e de “concentra¢ao”, de acordo com os seus efeitos: um jogo de computador
¢ quase sempre um entretenimento de “dispersao” e um puzzle ou livro de colorir de
“concentracdo”. Este facto pode interferir na funcdo principal do objecto, e inclusive adulterar
os resultados esperados de apaziguamento, ou acalmia.
Antes de qualquer passatempo lhe ser entregue comecemos por lembrar que algumas
criancas entram sozinhas ao avido como “UMs” [5], ou seja aos cuidados da tripulacao
de cabina (Fig. 1). Essas carecem de maior dedicagao sendo identificadas através de bolsas
em vinil contendo o nome e destino. Naturalmente necessitam de maior entretenimento
do que as que viajam junto com os pais, contudo os objectos ao seu dispor pouco diferem
dos oferecidos aos passageiros regulares.
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Fig. 1

Modelo Bolsa TAP em vinil para
identificagdo de menores nao
acompanhados (década de 80).

Colecgao do autor.

O modo para captar a atencdo das criancas e manté-las concentradas e ocupadas centrou-
se a época na distribuicao de passatempos e jogos didacticos. Os livros e lapis de cor foram
quase obrigatérios ao longo de varias décadas (IFigs. 2 e 3). Apesar da qualidade muito
duvidosa da grafite, o logétipo da companhia de aviagdo neles gravado, foi usado e exibido
orgulhosamente junto dos colegas de escola ou grupo de amigos, como objecto de status
(Baudrillard, 1995), confirmando o seu “baptismo do ar”. Embora em processo de reducao
de tarifas, devido ao aumento da lotac@o dos avides a jacto, a viagem aérea, sobretudo em
Portugal, ainda tinha pregos elevados para a classe média. Portanto, ainda poucos o faziam.
Confirmando esse status foram igualmente distribuidos “diarios de bordo” ou “diarios
de voo”, nos quais se podia registar a data, a rota e o tipo de avido, autenticados com a
assinatura do comandante (Iig. 4).

Figs.2e3

(Esq.) Livro para colorir TAP
(década de 80).

Colecgao do autor.

(Dir.) Duas caixas de lapis TAP
(década de 80).

Colecgao do autor.
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Fig. 4
Didrio de voo TAP (s/d).
Colecgao do autor.

Fig. 5

Livro para colorir TAP (meados
da década de sessenta) ilustrado
por Quito.

Colecgao do autor.

As companbhias de bandeira produziram uma miriada de “give away” [6]. Quem, em crianga
viajou na TAP, durante as décadas de sessenta e setenta, certamente recordara os livros
para colorir com ilustracoes de Quito [7] ou Kleeger [8]. Tendo a companhia recebido o
primeiro Boeing 707 em 1965 podemos datar o exemplar da (Fig. 5) como pertencendo
a segunda metade da década de sessenta. Na capa uma crianca empunha uma “pistola
espacial” de brincar. Também o capacete com viseira e as sapatilhas tipo basquetebol
compodem o “espirito do tempo”. Fica clara a associagdo da TAP a ideia de modernidade e
contemporaneidade. A sequéncia de ilustragoes no interior alude aos pioneiros da aviagao,
associando-a a uma série de marcos da histéria da aviacio: “passarola” de Bartolomeu
de Gusmao (1685 — 1724); balao dos irmaos Joseph-Michel Montgolfier (1740 - 1810) e
Jacques-Etienne Montgolfier (1745 — 1799) com os primeiros acronautas Pilatre de Rozier
(1754-1785) e 0 Marqués de Arlande (1742 - 1809); o voo dos irmaos Wilbur Wright (1867
- 1912) e Orville Wright (1871 - 1948) e por fim, numa alusao ao primeiro avido da TAP, o
sobrevoo de um Douglas Dakota.
O segundo modelo de livro para colorir (Fig. 6) exibe na capa uma composicao ilustrada
com um elemento sobejamente utilizado no marketing da companhia a partir de 1972,
auxiliando-nos igualmente a datagdo. Nela figura o desenho de um Boeing 747 Jumbo
num plano contre plongé inserido numa paisagem idealizada de um casario tipo Algarvio,
com agoteias e chaminés. No interior a sequéncia de ilustra¢oes prolonga a tematica do
exemplar anterior: Nau alusiva aos Descobrimentos; planador de Otto Lilienthal (1848-1896);
“passarola” de Bartolomeu de Gusmao (1685 - 1724); dirigivel semelhante aos de Jean-Pierre
Blanchard (1753- 1809) ou Henri Giffard (1825-1882) e ainda o Fairey de Gago Coutinho



Convergéncias: Volume XVII (34), 30 novembro, 2024

Fig. 6

Livro para colorir TAP
(inicio da década de setenta).
Colecgao do autor.

Fig. 7

Prancheta de desenho “Magic
Board” (década de oitenta).
Colecgao do autor

(1869 — 1959) e Sacadura Cabral (1881 — 1924). Esta associagao entre os grandes feitos da
historia da aviagao e os grandes “marcos” da historia da TAP permaneceu ao longo do
tempo. Num exemplar da década de oitenta permanece a inevitavel “Passarola” e o avido
de Gago Coutinho e Sacadura Cabral, muito comum nao s6 no material promocional
da empresa, mas em todos os aspectos relacionados com a exaltagdo da avia¢ao nacional”

(Gentil-Homem, 2018, p.31).
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Na década de oitenta os livros para colorir encontraram substituto sob a forma de uma pequena
prancheta de desenho reutilizavel, denominada “Magic Board” (Fig. 7). Reproduzindo o
formato das antigas ardosias escolares, permitia desenhar por meio de um estilete e apagar
por deslizamento.

Os puzzles (ou quebra-cabecas) foram outro dos passatempos recorrentes, ¢ em dois formatos
distintos: tradicionais, com pegas em cartao (Figs. 8 e 9) ou de plastico com pegas deslizantes
(Fig. 10). O reduzido nimero de pecas e o tipo de ilustracao denotam as criangas como
destinatarios. A natureza das ilustracoes reflete a tematica dos destinos a volta do mundo. A
figura 8, com ilustracdo de autoria desconhecida, apresenta uma versao antropomorfizada
(e sorridente) de um dos Boeing 747 Jumbo da TAP: em fundo os trés continentes servidos
pela companhia: América do Norte (Estatua da Liberdade, Empire State Building, Ponte
de Brooklyn e Capitélio); Europa (paisagem idealizada, do tipo Costa Mediterranica com
veleiros e casario subindo ao longo da encosta) e Africa (selva e elefante). Arriscamos apontar
a ilustracdo como tendo norte-americana pelo desequilibrio entre o detalhe dos motivos
locais e o modo estereotipado dado aos restantes continentes. O exemplar da figura 9,
também de autoria desconhecida, mostra em primeiro plano o desenho de um Lockheed
L1011 Tristar e em segundo o Fairey usado na primeira travessia a¢rea do Atlantico Sul
por Coutinho e Gabral, ambos circum-navegando o planeta Terra. A questdo historicista
¢ transmitida novamente contrapondo o moderno jacto e o fragil biplano, reforcando a
nogao de progresso tecnologico atingido pela aviacao portuguesa ao longo do Século XX.

w—aa

Os exemplares de puzzles em termoplastico com pecas deslizantes (Fig. 10) apresentam
ilustragodes alinhadas com campanhas e estratégias de produtos TAP da primeira metade
da década de setenta. No exemplar selecionado regressamos ao uso da ilustragao do Jumbo
presente no livro de colorir da figura 6 e em varias pegas provenientes da campanha publicitaria
da AC&R de 1972 [9] (Gentil-Homem, 2023). Alguns destes jogos, a semelhanga dos
exemplares cartonados, enfatizaram a aquisicao de novos modelos e funcionaram como
extensao da experiéncia de marca TAP. A chegada de novos modelos de aeronave foi sempre
potenciada pelas companhias como simbolo de desenvolvimento tecnolbgico e aumento
de conforto. Um recurso presente em quase todos os passatempos das companhias aéreas
mundiais como prolongamento da experiéncia de marca (Riskos, 2021, p.15).

N A
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Figs.8e9

(Esq.) Puzzle em cartolina
alusivo ao Boeing 747 da
(década de setenta). Museu TAP.
(Dir.) Puzzle em cartolina alusivo
ao Lockheed L1011 Tristar e
aio Fairey (década de oitenta).
Colecgao do autor.

Fig. 10

Puzzle em pléstico (inicios de
setenta).

Colecgio do autor.
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Fig. 11

Kalkitos costumizado para a
TAP (década de oitenta).
Museu TAP.

Selecionemos ainda um objecto pela sua originalidade e destaque que alcangou durante a
sua vida como giveaway. Ninguém que pertenca 4 geragao baby boomer tera esquecido os
Kalkitos. Tratava-se de cartolinas com paisagens ou recriagdes de diversos ambientes que
podiam ser personalizados através de figuras decalcadas. Muitos os terdo coleccionado e
ainda os possuirao algures guardados nos seus baus de recordacgoes. Alguns, ou a maioria,
desconhecerao que a TAP também produziu e personalizou um destes Kalkitos, nunca
comercializado, o qual apresenta o ambiente da placa do aeroporto de Lisboa com avides
da TAP Air Portugal (logo de 1979) (Iig. 11).

Exceptuando os segmentos Business ou First Class, quase todos estes objectos desapareceram
actualmente dos avides. Alogica “econocrata” do low-cost imposta no actual periodo tardio
do capitalismo de hiperconsumo, proscreveu-os como objectos intteis e substitui-os por
solugdes mais baratas de IFE.

[...] travellers are extremely price-focused and do not have the need to for ancil-
laries, apart from certain ancillaries such as luggage and meal. Instead, they rather
pay for flight only (Tarja, L. 2015, p.51)

Para a Histéria da Cultura Material nada ficara. A rapida obsolescéncia dos suportes
informatizados nao apela a colecionadores e ndo permitira resgatar objectos convocando-
o0s para contar as suas historias, tal como acabamos de o fazer.
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4. CONCLUSAO

Os objectos compulsados permitiram, através de uma breve amostragem representativa
(ndo exaustiva), ilustrar o tipo de servico das companhias aéreas durante arco temporal
abrangido. As décadas em questdo refletem a democratizagao das viagens acreas e a captacao
de uma classe média que a usufruiu nao s6 para meio de transporte, mas também como
simbolo de status. Capitalizando este fendmeno as companhias (e a TAP no nosso caso)
cumpriram através destes objectos o duplo objectivo de proporcionar entretenimento e
prolongar a experiéncia de marca junto de uma camada infanto-juvenil. Demonstramos a
importancia do colecionismo e da nostalgia na sua preservacao. O registo interpretativo e
critico de artefactos esquecidos da Cultura Popular nas sociedades contemporaneas, vive
em grande parte da sua iniciativa. Alguns dos objectos apresentados cumpriram nao sé o
dever de memoria como resgataram do esquecimento e da caducidade momentos parcelares
que completam a reconstru¢ao do ambiente de uma parte menos conhecida do design
que se praticou em Portugal. Uma das fungGes adicionais que podera resultar deste efeito
nostalgico foi recuperada e reintegrada nas estratégias de comunicac¢io das companhias
aéreas. Recuperar a experiéncia de marca em jovens a bordo dos avides podera voltar a
constituir um factor distintivo para as companhias de aviacao.

A Historia do Design em Portugal necessita que se resgatem e se preservem artefactos que
nos permitam completar o quadro analitico da sociedade que os criou e do processo de
design por tras da sua concepg¢ao. Estes ndo deverao ser os “importantes”, mas os existentes.
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NOTAS

[1] “Dificil ¢ senta-los, mas as vezes também ¢ complicado manté-los sentados” ¢ uma
expressao atribuida a Marcal Grilo, ministro da educacao do XIII Governo Constitucional,
aquando da polémica reforma do ensino bésico e secundario de 2001 que introduziu aulas
com duragao de 90 minutos.

[2] SDA / MTAP, Servigo de Documentacao e Arquivo / Museu TAP.

[3] Alusdao a maxima de Galileu “e pur st muove!”, ou “e, no entanto, move-se” que afirmou
perante a Inquisicdo em 1633, reiterando a sua convicgdo de que a terra se movia em
torno do Sol.

[4] IFE In-flight entertainment ou Entretenimento a bordo.

[5] UM — unaccompanied minors, ou menores nao acompanhados, compreende criancas
entre os J e os 12 anos de idade que viajam entregues ao cuidado da tripulagao de cabina.

[6] “Give away” expressao comummente utilizada no jargao da aviagao civil para brindes
ou ofertas a bodo.

[7] Desconhecemos mais informagdes sobre quem era, ou assinava Quito.

[8] Atribuimos neste caso apenas a autoria do desenho do Jumbo e por afinidade estilistica.
Kleeger foi responsavel por varias ilustracoes inseridas na campanha para a TAP (1972)
enquanto ilustrador na agéncia de publicidade norte-americana AC&R. Embora tenhamos
identificado e contactado por correio electrénico um autor chamado Burt Kleeger, este
afirmou nao ser o mesmo autor Kleeger desses trabalhos. O restante casario algarvio que
0 avido sobrevoa tera muito provavelmente sido adaptado em Portugal. Propomos que o
desenho original de Kleeger tera sido aquele que se pode observar na figura 10.

[9] Vide figura 6 supra.
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ESTUDIO DE CASO DEL USO DE

VIDEO 360 INMERSIVO PARA LA
REPRESENTACION Y DIVULGACION

DE LOS PROCEDIMIENTOS EN UN TALLER
DE IMPRESION TIPOGRAFICA

Case study of the use of immersive 360 video for the
representation and dissemination of procedures in a letterpress

workshop

RESUMEN

La tecnologia audiovisual e inmersiva ha evolu-
cionado de manera considerable y espectacular
en los tltimos anos. Esto ha posibilitado el de-
sarrollo de contenidos educativos y divulgativos
con una mayor capacidad de interaccion con
el espectador/usuario, asi como un mayor gra-
do de inmersion. Los avances han contribuido
a incrementar la capacidad de representacién
del espacio donde se producen los eventos y a
profundizar en diferentes grados de realismo. El
potencial expresivo de estos nuevos medios, como
la tecnologia de realidad virtual o el video 360, han
aumentado las posibilidades a nivel de creacién
de contenidos, especialmente para la formacién
y la ensefianza.

En este articulo, se presenta un estudio de caso
de uso del video 360 en los procesos de produc-
cién de composicion e impresion tipografica en
el taller de la Familia Plomez, ubicado en Madrid.
El estudio de caso sirve para establecer una serie
de directrices y parametros en lo referente a la
enseflanza de disciplinas que tienen un elevado
componente de produccion artesanal y en el que
las tecnologias de realidad virtual y el video 360
posibilitan visualizar el conjunto del espacio y
como se trabaja en €l. El proceso de composicién
e impresion con tipos moviles ha sido filmado en
video 360, grabando todos los pasos fundamen-
tales con el objetivo de conseguir abrir nuevas
vias de divulgacion de estas técnicas artesanales.
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Impresion tipografica; video 360; tecnologias
mmersivas; tipografia; ensenianza/aprendizaje.

ABSTRACT

Audiovisual and immersive technology has evolved

considerably and spectacularly in recent years.
This has made it possible to develop educational

and informative content with a greater capacity

for interaction with the viewer/user, as well as

a greater degree of immersion. Advances have

contributed to increase the capacity of representa-
tion of the space where events take place and to

deepen different degrees of realism. The expres-
sive potential of these new media, such as virtual

reality technology or 360 video, has increased

the possibilities for content creation, especially
for training and education.

This article presents a case study of the use of

360 video in the production processes of typeset-
ting and letterpress printing in the Plomez Fam-
ily workshop, located in Madrid. The case study

serves to establish a series of guidelines and pa-
rameters with regard to the teaching of disciplines

that have a high component of artisan produc-
tion and in which virtual reality technologies and

360 video make it possible to visualise the whole

space and how work is done in it. The process

of composition and printing with movable type

has been filmed in 360 video, recording all the

fundamental steps with the aim of opening up

new ways of disseminating these craft techniques.
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Letterpress; 360 video; immersive technolo-
gies; typography; teaching/learning.
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1. INTRODUCCION

La rapida evolucion de las tecnologias de la informacion y la comunicacién en las Gltimas
décadas ha posibilitado la aparicién de una serie de medios que han propiciado un mayor
grado de inmersion en el contenido y una mayor interaccién con el usuario, superando asi
las acciones de un mero espectador pasivo. El video 360 y la realidad virtual constituyen dos
sistemas que se encuentran intrinsecamente relacionados y que en algunos casos se solapan
manteniendo sus propias particularidades en aspectos narrativos o en cuestiones relacionadas
con los diferentes grados de interacciéon con el entorno (Rubio-Tamayo et al. 2022). La
realidad virtual cinematica, tal y como han descrito autores en la tltima década (Rothe et
al., 2017, Dooley, 2021), ha tenido numerosas aplicaciones. En el contexto actual, constituye
un proto-medio de caracter experimental en el que se presenta una enorme oportunidad
para el disefio de contenidos y experiencias en numerosos ambitos, fundamentalmente el
divulgativo y el educativo. La investigacién actual parte del disenio de materiales de caracter
didactico para su difusién en formato video 360 o realidad virtual cinematica para el
conocimiento de los procedimientos de trabajo de composicién e impresioén con tipos moviles
de madera mediante técnicas artesanales, lo que posibilita conocer como eran esa clase de
practicas antafio. Este caso permite también el desarrollo de estandares y procedimientos
para la creaciéon de contenidos en estos novedosos formatos para la divulgacion de otros
conocimientos y disciplinas.

2. PROBLEMA

El caso que se plantea en este articulo parte de la cuestién relacionada con el empleo y
las aplicaciones de la denominada realidad virtual cinematica (CVR) y el video 360 para
la divulgaciéon de contenidos. Estos sistemas producen imagenes equirrectangulares, que
son la representacion plana de una vista esférica o de 360 grados. Si bien el medio ha
tenido una presencia considerable desde mediados de la década pasada, el uso de imagenes
equirrectangulares a modo de fotografia y video lleva produciéndose desde hace mucho
tiempo en ambitos como la cartografia, que representa el globo terraqueo de forma plana.
La llegada de dispositivos de realidad virtual, como los head-mounted displays (HMDs) en
forma de cascos o gafas, ha propiciado un aumento de la calidad del medio favoreciendo
sus propias caracteristicas técnicas y narrativas. En los tltimos afios también han surgido
dispositivos para la filmacién de video en 360 que han permitido el desarrollo de la realidad
virtual cinematica (Mateer, 2017, Dooley, 2021) como una subcategoria de la realidad virtual
El desarrollo de contenidos en la CVR presenta sus propias caracteristicas en los procesos
de preproduccion y postproduccién y difieren de manera significativa de la realidad virtual
interactiva y de los formatos de video mas tradicionales. También en la construccién narrativa
delosrelatos y el analisis del propio entorno que va a ser filmado. Ademas, se deben de tener en
cuenta los componentes de la propia escena para el disenio de la narrativa (Taborda etal., 2022).
Otro factor a valorar es el grado de libertad que en la CGVR es de 3 grados (denominados
técnicamente Dok’ — Degree of Freedom). Este factor indica fundamentalmente que el
espectador/usuario va a visualizar el entorno virtual desde un punto fijo. A menos que haya
un cambio de plano secuencia que se puede producir mediante técnicas de preproduccion.
Ademas, el espectador/usuario no puede desplazarse ni interactuar con el entorno, aunque
si puede mover la cabeza o girarse para adaptar el campo de vision dentro del entorno
360 filmado.

Este tipo de particularidades hacen que las producciones para video 360 realizadas en el
ambito educativo sean mas reducidas y se empleen para explicar y divulgar una cuestiéon
o procedimiento concreto. No obstante, hay producciones creativas de gran interés en el
ambito del video 360, como videos musicales o cortometrajes, asi como experimentos de
cardcter artistico y contenidos publicitarios, entre otros muchos formatos.
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Por tanto, se hace necesario desarrollar estandares y protocolos parala creacion de contenidos
educativos y divulgativos en video 360 y GVR aprovechando sus caracteristicas particulares
para transmitir la informacién de la manera mas eficiente en base ala tecnologia disponible.

3. ESTADO DEL ARTE Y REVISION DE LA LITERATURA

Laproduccion de video 360 es un fendbmeno relativamente reciente, asociado a la proliferacion
en el mercado de modelos de dispositivos que posibilitan esa modalidad de filmado (Dooley,
2021). Normalmente se trata de camaras compuestas de dos o mas lentes que filman el
entorno componiendo una imagen equirrectangular a modo de proyeccién del espacio desde
un punto de visiéon tnico. Gracias a su popularizacion, las cAmaras omnidireccionales se han
hecho cada vez mas asequibles y han posibilitado nuevas formas de narratividad. De este
modo los usuarios pueden sentirse inmersos en las escenas y elegir libremente la direccién
de su visualizacién con dispositivos HMDs que son también cada vez mas accesibles al
publico (Rothe, Buschek, y HuBBmann, 2019).

El estado del arte del contexto del video 360 y la CVR parte de la base de que muchos
de los estudios realizados en torno a ese medio aparecen a partir de la segunda mitad de
la década de los 2010s. De forma simultanea los dispositivos han ido evolucionando y sus
prestaciones se han ido haciendo mas sofisticadas. Esto se suma ala capacidad de los equipos
en la medida en que la postproduccion es un factor determinante en el producto final y se
pueden realizar productos de caracter hibrido enlos que se integre tanto video filmado como
producciones en motion graphics u objetos 3D (Rubio-Tamayo et al., 2022). Elvideo 360 filmado
se convierte en un formato en el que se pueden incluir, con sus particularidades, componentes
especificos del propio lenguaje audiovisual. Por ejemplo, los graficos computacionales
bidimensionales o tridimensionales que facilitan la diversificaciéon de las posibilidades
narrativas y de representacion de este tipo de contenidos.

A continuacion, vamos a ver diferentes tipos de aproximaciones relacionadas con los estudios
del video 360 yla CVR y como se detallan los factores asociados a la produccion de contenidos
con diferentes finalidades en este tipo de medios.

3.1.Elvideo 360 o larealidad virtual cinematica (CVR) como categoria de medio

El desarrollo de contenidos en video 360 y realidad virtual cinematica (CVR) presenta una
serie de rasgos y caracteristicas especificos en el proceso de preproduccién, produccion y
postproduccion. Autores como Rothe et al. (2019) realizan una clasificacién de la realidad
virtual cinematica en base a sus caracteristicas y rasgos, en la medida en que intervienen
factores cognitivos relevantes. De este modo, los autores analizan dimensiones como la
sensorial (a través de la vista, el oido y, en ocasiones, el haptico), asi como las dimensiones
diegéticas y extradiegéticas, ademas del dentro y fuera de plano. Los componentes diegéticos
ya son tratados por autores como Rothe et al. (2017) en investigaciones anteriores y son
determinantes en la construccién narrativa de contenidos audiovisuales, especificamente
en el tipo de contenidos que se tratan en la presente publicacion.

Autores como Mateer (2017) también tratan la cuestion de la producciéon en el medio de
la realidad virtual cinematica, abordando conceptos tales como “suspension of disbelief™
o suspension de incredulidad que se define como la cualidad de las obras por la que los
artistas, realizadores y desarrolladores tienen la licencia de crear mundos con medios
separados de la realidad. Este hecho facilita la suspension de los parametros de lalégica del
funcionamiento del mundo real y la aceptacion del usuario/espectador de estos elementos
como parte de la diégesis. Otra idea importante seria la de “presence” o presencia que
podemos explicar como la capacidad de un entorno inmersivo de hacer que el usuario/
espectador sienta de manera inconsciente y naturalizada que se encuentra en ese espacio
virtual. Cuanto mas real le parezca la sensacion de estar en ese entorno mayor sera el grado
de presencia en ese espacio.
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Ambos conceptos se ponen en relacion a través de “transportation theory” o teoria de la
transportacion que consiste en estar inmerso en una historia y se desconecta del mundo fisico.
Ross & Munt (2018), por su parte, hacen hincapié en la importancia del guion para este
nuevo medio y destacan su aproximacion a las artes visuales, tales como la fotografia o la
pintura, en las que tienen igualmente un impacto significativo en la evolucién de dicho medio.
Otros estudios (Rothe & Hussmann, 2019) sugieren que la CVR inmersiva presenta también
un potencial grado de interaccion a través del direccionamiento a objetos o lugares especificos
del espacio virtual en la produccién audiovisual e inmersiva a través de lo que los autores
denominarian “spaceline”. Este concepto determina la linealidad de la historia en funcién
de los grados de libertad (Do) del usuario/espectador.

Por su parte, autores como Duran-Fonseca et al. (2021) describen dentro del desarrollo de
su modelo, los rasgos que diferencian una experiencia inmersiva en 6 grados de libertad
(6doF) o en 3 grados de libertad (3doF) para posteriormente realizar una categorizaciéon
taxonomica de las experiencias narrativas en el medio de la realidad virtual. Los niveles
descritos por Duran-Fonseca et al. (2021) serian el nivel espacial, el nivel narrativo y el
nivel interactivo, presentando la CVR un grado que tiene ciertas limitaciones (aunque se
encuentre presente) dentro de cada uno de las tres categorias previamente descritas.

En lo referente al video 360 como parte fundamental de la estructura del medio de la
CVR, en los Gltimos afnos también se han ido desarrollando métricas de calidad de los
videos en 360 (Iran et al., 2018), lo que ha contribuido al desarrollo de estandares y al
perfeccionamiento del medio en lo referente a los aspectos técnicos y a los propios aspectos
narrativos, asi como en la retransmision en directo via streaming. Esto supone que es un
medio en constante desarrollo.

3.2. Aplicaciones del video 360 enla creacién de contenidos divulgativos y educativos

La CVR y el video 360 han sido en los ultimos anos objeto de aplicacién en numerosos
contextos, tanto aquellos referidos al ambito del entretenimiento como al ambito educativo
y divulgativo. Si bien el entretenimiento ha contribuido a sentar gran parte de las bases de
los formatos que a dia de hoy se siguen investigando en el ambito del video 360, la parte
en la que nos vamos a focalizar en el actual proyecto tiene que ver con las aplicaciones en
la divulgacion de contenidos y en el contexto educativo, debido a la praxis que luego se
muestra en el caso en el propio proyecto.

Autores como Snelson y Hsu (2020) ponen precisamente el foco en la forma en que la
investigacion relacionada con la aplicacion educativa del medio del video 360 y la GVR
presenta una serie de rasgos especificos, categorizando también las areas en las que se
aplican y teniendo como finalidad el desarrollo de un contenido cuya importancia radica
en el caracter inmersivo de este. Estos autores identifican también la relevancia del factor
de que el aprendizaje inmersivo es ameno, aunque existen diversos resultados relacionados
con la efectividad del aprendizaje que indican que sigue siendo interesante continuar la
investigacion en este ambito.

Otros autores como Wuebben et al. (2023) también ponen el foco en el potencial divulgativo
del video 360 en contraposiciéon con otros formatos como el denominado video convencional.
Trata de establecer una serie de parametros y directrices para el desarrollo de contenidos en
este tipo de formatos audiovisuales e implicitamente relacionados con el caracter inmersivo
del medio. Entre estas directrices se encuentran aspectos como la limitaciéon de tiempo,
debido precisamente al caracter inmersivo del video 360 o la posicion en la que se coloca
el dispositivo de grabacién para la composiciéon de la escena. También se tienen en cuenta
los elementos que podrian considerarse diegéticos, como son la escena y los personajes que
aparecen (y que son o parte de la narrativa o de la propia ambientacion) o extradiegéticos,
como la musica externa, la narraciéon de la voz en off' y los motion graphics.

Las aplicaciones del video 360 en el &mbito educativo también son abordadas por autores
como Roche et al. (2021) que ponen el foco en el desarrollo de contenidos en video 360
y en los procedimientos de produccién en la medida en que es un formato cada vez mas
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extendido y que la comunidad docente lleva afos propiciando el empleo del video para
el contexto educativo, especialmente la formacion de los propios docentes. A partir de
un analisis SWOT, se destaca como una de sus fortalezas el cardcter inmersivo del medio
y la naturaleza a priori disruptiva que poco a poco se va consolidando y definiendo su
lenguaje narrativo y sus normas. Otros autores como Kavanagh et al. (2016) también
exploran previamente la aplicacién de video 360 en el ambito educativo determinando
las caracteristicas que adopta y las particularidades de una clase filmada y posteriormente
reproducida en dicho formato.

Rupp et al. (2016), por su parte, también miden los efectos de immersiveness o inmersividad
en el contexto de la realidad virtual cinematica educativa en formato video 360. Los autores
barajan la hipotesis de que las caracteristicas del dispositivo van a determinar el grado de
inmersion, asi como diversos factores debidos a la aceptacion de los usuarios o el grado
de novedad de la tecnologia aplicada al formato. Y Yusof et al. (2019) describen también
la tendencia existente en el ambito educativo de implementacién de realidad virtual y, por
ende, CVR y video 360, destacando las aplicaciones que presentan en diferentes &mbitos y
los formatos en los que se estructura el medio para el desarrollo de contenidos educativos y
relacionados, también, con la divulgacion y la simulacién en un entorno inmersivo.

Mas recientemente, Shadiev et al. (2022) indican precisamente que el video 360 yla CVR,
si bien son medios interesantes, existe relativamente escasa literatura académica relacionada
con lainvestigacion en este medio y sus aplicaciones, incluidas las educativas y las divulgativas
que se planean en este articulo. El estudio que realizan los autores se basa en cuatro pilares
diferentes, que son las herramientas, las teorias previas, las metodologias empleadas y los
hallazgos, estructurando una serie de directrices generales y orientaciones a los educadores e
investigadores en dicha area, pero también a los desarrolladores de contenido en dicho contexto.
Otros autores como Rosendahl & Wagner (2023) sintetizan esta idea a partir de revision de
literatura con técnicas de SLR (Revision Sistematica de la Literatura), identificando tres
ramas principales de aplicaciéon, que serian: 1) la presentacion y observacion del contenido
educativo, 2)la mediacién inmersiva e interactiva entre la teoria y la practica y 3)la reflexion
tanto externa como interna. También identifican una serie de categorias de valor anadido
en este medio, como son el incremento de la motivacion y el interés en el aprendizaje y las
experiencias de inmersion interactivas, entre otros factores que también han sido descritos
y que coinciden con estudios previos que se tienen en cuenta en el contexto del desarrollo
del contenido detallado a continuacién.

4. DESARROLLO Y RESULTADO: GRABACION EN VIDEO 360 EN
EL TALLER DE FAMILIA PLOMEZ

El actual proyecto tiene como parte de desarrollo practico una serie de videos en formato
video 360 o CVR de caricter educativo y divulgativo sobre los procesos de composicién
e impresion tipografica en el taller de produccién artesanal de la Familia Plomez, situado
en el barrio de La Latina en Madrid. Dentro de los objetivos de esta asociacion cultural
esta la ensenanza y divulgacion de técnicas de los procesos de producciéon artesanales con
tipos moviles. Los videos se han realizado en colaboracion con Aula FCCOM (la unidad
de produccién audiovisual de la Facultad de Comunicaciéon de la Universidad Rey Juan
Carlos) para los que se ha empleado una cdmara 360 modelo Ricoh Theta V, consistente
en dos lentes y con filmado estercoscépico. Posteriormente se han editado los videos en
formato monoscopico de proyeccion equirrectangular. Las dimensiones del video para la
postproduccion es de 3840 x 1920 pixeles en una relacion de aspecto 2:1. Estas dimensiones
postbilitan generalmente una postproduccién bastante sencilla en la que se pueden integrar
varios componentes, como cabeceras o titulos de crédito, con un estilo similar que retrotrae
a los procesos de produccién con tipos méviles en madera.

El proceso de produccion escogido para su documentacion ha sido la composicion e impresion
con los tipos moviles de madera frente a los de plomo por ser de mayor tamafio y de mayor



Convergéncias: Volume XVII (34), 30 novembro, 2024

capacidad expresiva en formatos grandes como los carteles. En el video se explican las
caracteristicas de los procesos de produccién y los diferentes tipos de maquinas existentes,
asi como la preparacion del material para la impresion en papel y el entintado.

El video ha sido titulado “Taller de Técnicas de Impresiéon con Tipos Méviles en Formato
Video 360 y ha sido dividido en 4 secciones fundamentales relacionadas con las diferentes
partes del proceso de impresion con tipos moviles en madera mas una introduccién. Cada
uno de los videos se cierra con unos titulos de crédito creados con los tipos empleados en
el desarrollo del cartel presentado en el taller.

Las partes en las que se ha dividido el video son las siguientes:

1. Intro: En esta seccion se muestran las diferentes partes del taller en diversos
cambios de posicion de la camara y con musica post-rock vintage de fondo,
de forma que se puede ver el proceso de forma resumida. Los 2 minutos y 18
segundos que dura el video permite contextualizar y ver de forma global todas
las estancias del taller, chibaletes y maquinas de imprimir que se utilizan.

Taller de Técnicas de Impresién con Tipos Maviles en Formato Video 360. 1. Intro Taller

Fig. 1 -

Fotograma del Video taller de
Técnicas de Impresion con
Tipos Moéviles en Formato
Video 360. En él se muestra en
un fotograma equirrectangular
encima de una maquina de
impresion Fag, la composicion
de tipos en madera con la frase
Type, Print & Rock.

(Fuente: Gamonal

& Rubio-"Tamayo, 2023).

2. Presentacion Taller: en dos minutos se realiza una breve presentacion de la
asociacion y de las actividades divulgativas y educativas que se llevan a cabo
en el local y la historia de los tipos moviles y su funcionamiento antes de la
digitalizacién de los procesos. El objetivo general planteado es la composicion
¢ impresion de un cartel.

= Taller de Técnicas de Impresion con Tipos Moviles en Formato Video 360. 1. Intro Taller

Fig. 2

Fotograma del Video taller de
Técnicas de Impresion con
Tipos Moéviles en Formato
Video 360. En ésta aparece un
plano general del taller con el
presentador realizando tareas
relacionadas con la preparacion
de los contenidos.

(Fuente: Gamonal

& Rubio-"Tamayo, 2023).
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3. Composicion: Se explica como se componen los tipos moviles de madera,
incluyendo terminologia asociada y sus caracteristicas. Esta es la parte del pro-
ceso mas extensa y su video dura 12 minutos y medio. Para el mensaje “Type,
Print & Rock” se ha seleccionado una tipografia de palo seco condensada de
un tamano de 16 ciceros. La composicion con tipos de madera se hace al revés,
es decir, se crea el texto de derecha a izquierda. Después se tiene que ajustar la
forma tipografica completando los espacios en blanco con material de imposicion
y regletas de tal forma que queda un bloque compacto y cerrado. A su vez, esta
forma tipografica tiene que alojarse en la maquina de imprimir y quedar fija
para que no se mueva. De nuevo se cubren los huecos con imposiciones y se
clerran con cuias para que la composicién quede inmovilizada.

= Taller de Técnicas de Impresion con Tipos Maviles en Formato Video 360. 3. - Compaosicion

Fig. 3

Fotograma del Video taller de
Técnicas de Impresién con
Tipos Moviles en Formato Video
360. Seccion en la que se explica
el proceso de composicion en
tipos de madera.

(Fuente: Gamonal

& Rubio-"Tamayo, 2023).

4. Entintado - Impresion: En este caso se explica en 8 minutos y 50 segundos como
se aplica la tinta para la impresién y como se prepara la maquina de imprimir
(en este caso un modelo FAG) para la impresion en papel. En primer lugar, se
prepara la tinta sobre una superficie plana para que pueda ser tomada con un
rodillo de caucho. Posteriormente con el rodillo entintamos las letras de forma
manual cubriéndolas completamente. Una vez entintada la forma tipografica,
se coloca un pliego de papel en la maquina de imprimiry se realiza una prueba
paraver si fuera necesario realizar algin ajuste. Sitodo esta correcto, se procede
ainiciarla tirada de impresion teniendo en cuenta que se debe entintar cada vez
que se imprime un ¢jemplar. Una vez terminado se limpia y se recoge el material.

= Taller de Técnicas de Impresién con Tipos Méviles en Formato Video 360. 4. - Entintado - Impresién

Fig. 4

Fotograma del Video taller de
Técnicas de Impresion con Tipos
Moviles en Formato Video 360.
Seccion en la que se explica el
proceso de impresion con tipos de
madera en una maquina FAG.
(Fuente: Gamonal

& Rubio-Tamayo, 2023).
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Las caracteristicas que se han tenido en cuenta para el filmado son las
siguientes:

- Los cortes de plano-secuencia tienen que ser reducidos y no pueden ser bruscos,
de manera que no produzcan un discomfort en el usuario/ espectador. Por unlado,
se han optimizado el nimero de planos que se emplean para el proceso y, por
otro, el cambio de plano se realiza con un fundido a negro paulatino, evitando
cambios bruscos. Esto tltimo se realiza en la postproduccion.

- La duracion de los videos no puede ser demasiado larga y tiene que tener en
cuenta su visualizacién con un dispositivo HMD o gafas de realidad virtual. Es,
por tanto, relevante, optimizar la explicacién del proceso de una forma similar
a como se realiza en el video convencional.

- La posicion de la camara en cada plano se ha escogido en base a tres factores
fundamentales: que se pudiese visualizar el conjunto del espacio, que se pudiese
visualizarla actividad que se realiza y que la posicion del presentador se encuentre
a una altura que no difiriese mucho de la altura de la camara, para no crear
desfases. De este modo, no se ha posicionado la camara para rodar en el suelo
o a mucha altura. Se ha optado por posicionar la camara en espacios donde se
pudiesen ver los procesos fundamentales: composicion, entintado e impresion.

- En ocasiones se usa el plano lejano a modo de un plano recurso donde se pud-
lese ver desde una posicion privilegiada el conjunto del espacio del taller de la
Familia Plomez, ya que existen elementos, como los chibaletes o la decoracion,
que forman parte de la ambientacion y diégesis del espacio.

- Se ha tratado de que la luz de cada seccién sea homogénea, teniendo en cuenta
que el espacio cuenta con iluminacién natural y artificial.

Fig. 5

Fotograma del Video taller de
Técnicas de Impresion con Tipos
Moviles en Formato Video 360.
Seccion en la que se presenta el
taller a partir de un plano general
en el que se puede visualizar el
conjunto del espacio.

(Fuente: Gamonal

& Rubio-Tamayo, 2025).
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= Taller de Técnicas de Impresion con Tipos Méviles en Formato Video 360. 2. - Presentacion Taller

5. DISCUSION Y CONCLUSIONES

La categoria del video 360 o CVR como un nuevo medio es un area de investigacion que,
en el ambito de la comunicacion, la divulgacion de contenidos y la educacion, tiene todavia
el potencial de producir una considerable literatura académica de referencia. Del mismo
modo, s1 hablamos del video convencional en 2D podemos afirmar que es un medio que se
encuentra en proceso constante de innovacioén con un lenguaje y una aproximacioén narrativa
ya consolidadas desde sus inicios hace mas de un siglo, pero que no ha parado de producir
contenidos de caracter experimental y en el que se sigue produciendo una evolucion del
lenguaje y su dimensién narrativa. El video 360, que presenta rasgos propios de la realidad
virtual surgida de manera relativamente reciente, ha incorporado alguno de los parametros
de este medio que se encuentra todavia también en proceso de consolidacion narrativa y
de los niveles de interaccion del usuario con el medio. Se estan investigando la integracion
de mas sentidos, ademas de la vista y el oido, a través de tecnologia haptica que posibilita
la dimensioén tactil en la realidad virtual.

Elhecho de que el video 360 presente, por norma general, tres grados de libertad (3dok), facilita
que este medio tome sus propias reglas especificas en lo que a produccion de contenidos se refiere.
Esto hace que se pueda constituir una nueva via para la experimentacién en formatos narrativos
con fines divulgativos, educativos o enmarcados en el ambito del ocio y el entretenimiento. Y, en
este contexto, el punto en comun que presentan tanto el video convencional comola CVR esla
yamencionada spaceline, con divergencias en la complejidad narrativa. Y es que ambos medios
presentan el minimo comun denominador de una secuencia de imagenes que reflejan una serie
de acontecimientos en el tiempo, integrando, ademas, y de forma ineludible, el recurso del sonido.
Desde el punto de vista didéctico, el video 360 ofrece una experiencia inmersiva que puede
enriquecer significativamente la ensefianza de disciplinas tradicionales como la impresion
tipografica. Estas son algunas de las ventajas que puede aportar a la ensenianza de la composicién
y la imprenta artesanal:

1. Accesibilidad mejorada: Los estudiantes pueden acceder a entornos de impre-
sion tipografica desde cualquier ubicacion, eliminando las limitaciones geograficas
y permitiendo una participacién mas amplia. Los videos 360 o experiencias de
CVR pueden ofrecer recorridos virtuales por talleres de imprenta tradicional,
permitiendo ver como se organizan desde diversas ubicaciones.

2. Experiencia practica simulada: Posibilita la creacion de experiencias simu-
ladas interactivas. Los estudiantes pueden participar en simulaciones practicas,
manipulando virtualmente herramientas y equipos, lo que proporciona una

Fig. 6

Fotograma del Video taller de
Técnicas de Impresién con

Tipos Méviles en Formato Video
360. Titulos de crédito en 360,
siguiendo el estilo de tipos méviles
de madera y adaptado al formato
de visualizacién en CVR.

(Fuente: Gamonal

& Rubio-Tamayo, 2023).
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experiencia cercana a la realidad sin los riesgos asociados.

3. Enfoque en detalles sutiles: Capturar detalles sutiles, como texturas y detalles
finos de la tipografia, contribuye a una apreciaciéon mas profunda de los aspectos
estéticos y técnicos de la composicion e impresion tipografica. Permiten a los
estudiantes observar detalles y procesos de impresion tipografica desde todos los
angulos. Pueden acercarse virtualmente a las maquinas, explorar herramientas
y examinar de cerca los productos impresos.

4. Simulaciones interactivas e inmersivas: Los estudiantes pueden participar
en simulaciones interactivas, manipulando objetos y experimentando con her-
ramientas, lo que facilita un aprendizaje practico y activo. Ofrece un nivel de

inmersién mas profundo que los métodos de ensefianza tradicionales. Pueden

sentirse como si estuvieran realmente presentes en un taller de imprenta arte-
sanal, lo que mejora la comprensién y la conexiéon emocional con el entorno

de aprendizaje.

5. Seguridad y entrenamiento: Los videos 360 pueden utilizarse para propor-
clonar entrenamiento en seguridad, destacando practicas seguras y proced-
imientos correctos para el uso de maquinaria especializada.

6. Coontextualizacion historica: La capacidad de explorar talleres historicos a
través de videos 360 ayuda a los estudiantes a comprender la evolucion de la
impresion tipografica a lo largo del tiempo.

7. Colaboraciéon remota: Facilita la colaboracion entre alumnos/as y profesores/
as, incluso en entornos de aprendizaje en linea, promoviendo la interacciéon y el
mtercambio de conocimientos. Esto es especialmente beneficioso enla educacion
adistancia. Permite la adaptacion a diferentes niveles de habilidad y necesidades
de los estudiantes. Pueden personalizar su experiencia de aprendizaje segiin
su ritmo y profundidad de interaccion, lo que promueve un aprendizaje mas
individualizado.

Integrar el video 360 o CVR en la ensenanza del actual letterpress puede enriquecer la
experiencia educativa, brindando a los estudiantes una forma mas inmersiva, interactiva
y personalizada de aprender sobre esta disciplina tradicional. Proporciona un acceso mas
amplio, una comprensiéon mas profunda y un aprendizaje y practico solamente superado
por la realidad.
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CO-DESIGNING FASHION WITH Al IN THE

PHYGITAL SCENARIO

Co-design de moda com 1A no cendrio phygital

ABSTRACT

For several years, the fashion industry has been
grappling with an exponential technological
and digital transformation, revolutionising
the way ideas are conceived, designed, pro-
duced, communicated and sold. Artificial in-
telligence, integrated in fashion design, gives
rise to new scenarios and acts of cultural and
social construction in which human creativity
and technology merge into new co-creative
and collaborative approaches. Through the
analysis of two significant case studies, Robbie
Barrat and Anna Yang, this contribution aims
to investigate the methodologies and practices
through which this emerging phenomenon
modifies the fashion design process and the
skills of the professionals involved. The analysis
provides insight into the ways in which archi-
ves can be transformed into datasets and the
process of human-technology collaboration
in fashion design.
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RESUMO

A indastria da moda tem lidado com uma
transformacao tecnologica e digital exponen-
cial ha varios anos, revolucionando a forma
como as ideias sdo concebidas, projectadas,
produzidas, comunicadas e vendidas. A in-
teligéncia artificial, integrada no design de
moda, d4 origem a novos cendrios ¢ actos de
construcao cultural e social em que a criativi-
dade humana e a tecnologia se fundem em
novas abordagens co-criativas e colaborativas.
Através da analise de dois estudos de caso sig-
nificativos, Robbie Barrat e Anna Yang, este
contributo pretende investigar as metodologias
e praticas através das quais este fendmeno
emergente modifica o processo de design de
moda e as competéncias dos profissionais en-
volvidos. A andlise fornece uma visao sobre
as formas como os arquivos podem ser trans-
formados em conjuntos de dados ¢ sobre o
processo de colabora¢ao humano-tecnoldgica
no design de moda.
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1. INTRODUCTION

In 2022 CGalvin Wong, professor in fashion at the Hong Kong Polytechnic University, presented
AiDA, a device that enables fashion design through Al allowing users to upload mood boards,
color palettes, sketches, or complete patterns and generate new products. The process leads
to a close integration of technology and humans, between algorithmic design and human
knowledge. On one hand, fashion designers have the opportunity to accelerate the creative
process and quickly obtain a large quantity of ideas and images from which to select the most
convincing ones. On the other hand, the idea takes shape that even those who are not fashion
designers can develop a fashion project and generate clothing and accessories by providing
simple textual or visual inputs.

Fashion and technology have always been deeply intertwined, with a succession of technical,
formal, and material innovations that allow us to view the history of fashion as a history of
technology (Quinn, 2002, p. 3). In investigations of past and present technological changes,
the focus is not solely on the diffusion and use of technical artifacts, but also on the acts of
social and cultural construction that are intrinsically linked to the context and environment
in which these artifacts manifest themselves. Throughout history, humanity has experienced
technological change, but only rarely has technology radically transformed the social and
political structure of society (Kissinger, Schmidt & Huttenlocher, 2021). As emphasized by
Aant Elzinga, professor of Theory of Science, “technological change goes hand in hand with
social reordering and cultural reinforcement or dissolution” (Elzinga, 1998).

Technological development in fashion design produces both material and immaterial impacts
that range from the micro to the macro scale, from the human body to the territory. These
inovations have multiple implications, including the reconfiguration of design and production
processes, the redesign of manufacturing spaces, the relationship with territories and production
districts, gender issues (Schroeder, 2016), and the redefinition of fashion timelines (Evans &
Vaccari, 2020). However, more than other fields, fashion has turned technological innovations
into elements of fracture that have generated opposition and different ideas of style, society,
and the world: for example, the increasingly evident clashes that have emerged since the end
of the 20th century between craftsmanship and industrial production; between handmade and
machine-made; between unique pieces and mass production; between fast and slow fashion;
between local and global; between analog and digital. These concepts are often considered in
opposition and not integrated into a more nuanced panorama. These fractures appear even
more pronounced today, in a moment of transition towards the so-called Industry 5.0, in which
the relationships between humans, technology; artificial intelligence (Al), cloud, and generative
design appear complex and difficult to decipher. Alis entering, more or less consciously, many
aspects of daily life, usheringin a silent revolution that involves everyone. In fashion, significant
changes are shaping the ways we think, design, produce, sell, and communicate.

One aspect that remains relatively unexplored is the application of artificial intelligence in
the fashion design process and its impacts on the role and skills of the fashion designer. This
contribution aims to begin to bridge this gap. In particular, through the theoretical perspective
of the posthuman, it will highlight the possibility that AI becomes a co-designer, an entity to
collaborate with, to exchange ideas and visual references, to share texts and archive images,
and to generate shapes, volumes, and textures.

From a methodological point of view, the contribution defines a theoretical framework by
analysing the existing literature that relates the concepts of posthuman, co-design and archives
as data for fashion. The research was conducted by entering the following keywords on Google
Scholar: artificial intelligence, co-design, fashion archives, and phygital, showing how this
aspect of fashion is still little explored and consequently necessitating a critical analysis on
the topic of the contribution. Subsequently, two representative case studies of two different
ways of integrating Al in fashion design were selected: Robbie Barrat, investigated as an
example of fashion archives as dataset, and Anna Yang, as examples of co-design between
human and Al The analysis conducted also highlighted how many dynamics are transversal
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and how there are areas of overlap between the case studies examined. This demonstrates
the inherent complexity of the various design acts and further conceptualises the significant
role of Al in fashion design.

2. STATE OF THE ART

The fashion sector has undergone numerous transformations over the centuries, shaped by
various industrial revolutions, culminating in the most recent one in which the use of new
technologies has led to a gradual convergence between physical and digital spaces (Bertola &
Teunissen, 2018). The emerging cyber-physical system of fashion involves the use of digital
tools, experimentation with algorithms, and neural networks. These changes expand and
complicate the role of the fashion designer, who must develop a shared language with other
disciplinary knowledge, enhance technical skills, and interact with new software and algorithms.
Additionally, the idea that technology allows non-designers and even machines to enter the field
of fashion design opens up the possibility of deprofessionalizing the role of the fashion designer.
In the current framework, where digital technology is radically transforming the systems of
consumption and production of goods, services, and content, this speculation gains greater
relevance. This is because, on one hand, the use of digital tools and strategies enables new
modes of fashion production and expression; on the other hand, technology, by intervening in
design dynamics, offers the possibility to optimize and transfer operations traditionally carried
out in an analog manner into the digital realm. The topic of digital transformation has been
a part of the debate surrounding the social aspects of fashion for several years, highlighting
the need to investigate and analyze emerging forms of change. Literature suggests that fashion
transformation is intrinsically linked to the evolution of both individual preferences and social
contexts (Pezzini & Terracciano, 2021). Fashion is a “continuous change of styles” (Wilson,
2003, p. 3), butitis also “a structural disposition to accept innovation”, as Kénig emphasized
(1988, p. 13, in Segre Reinach, 2010). The future, with its different implications, is shaping
the ongoing debate about contemporary fashion (Smith et al., 2017), increasingly aware of
being in a transitional moment (Irwin, 2015). The dichotomy between physical and digital,
subject to continuous technological innovations that break down the dividing walls of the
two meanings, thus lands in new territories of experimentation where everything merges
into a single concept: phygital. The word phygital is a combination of ‘physical’ and ‘digital’,
describing the complex interaction between physical spaces and digital technologies and the
synergistic experience that combines the potential of both worlds. We find ourselves living in
new, augmented spaces that represent a clear extension of our senses and allow individuals
to inhabit new realities in unprecedented, fully immersive experiences that revolutionize the
fashion universe (Vaccari, Franzo & Tonucct, 2020).

Asfarback as the 1960s, Marshall McLuhan had predicted that, thanks to technology, humanity
would extend its central nervous system, surpassing the limitations of space and time, leading
individuals to a new phase of their evolution in which consciousness is technologically simulated
and knowledge is collectively shared (McLuhan, 1964). Itis evident that today technology extends
and expands most human actions into new digital scenarios and environments, allowing for
significant changes in the values of many individual activities, including design, organization,
and management. With the advent of digital media, our sensory systems have also expanded
into space, and at the same time, the nature of space has transformed into a global dimension.
This perspective, which considers media as extensions of our human senses — including the
possibilities of technological simulation of consciousness—offers new perspectives in the field of
fashion, especially as it becomes increasingly smart and interactive (Barile & Sugiyama, 2020).
This suggests that, when a technological and cultural process rapidly expands and reaches
a peak of intensification, it then transforms into something opposite to what it initially was,
contaminating and blending into new phygital scenarios where the physical becomes digital,
and the digital becomes physical. Fashion, in its continuous tension between the cultural and
industrial system (Kawamura, 2018), constitutes an ideal testing ground for analyzing the
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integration of Artificial Intelligence in this phygital and immersive space. Currently, literature
addresses the topic of Al in fashion almost exclusively from the perspective of marketing, the
sales experience, and user experience (Goti et al., 2023; Silvestri, 2020). There is an increasing
number of examples of Al applications on e-commerce websites, which suggest products or
services to users based on their preferences and buying habits.

While some of the literature explores the use of Al in the fashion system as a tool serving
humans— consumers —and their needs (Iannilli & Spagnoli, 2021), other perspectives highlight
the limitations of this anthropocentric view. In particular, reflections on the concepts of the
posthuman (Braidotti, 2019) and cyborg (Haraway, 2016), introduced in fashion design by
Anneke Smelik (2018), Natalia Sarmékari, and Annamari Vanska (2022), together question
the need to abandon an anthropocentric perspective and look beyond the human to seek
new alliances with other living and non-living beings, including technology. This perspective
allows for overcoming the dichotomies between the human and the non-human, avoiding
placing the fashion designer and artificial intelligence in a state of conflict and opening up
the possibility of collaboration.

An important aspect of the ongoing phenomenon — still underexplored by current literature
and the subject of this contribution — is the role of Al in the fashion design and ideation
phases, interpretable as an entity that co-creates and collaborates with the fashion designer.
We are witnessing a radical transformation of languages in which it becomes necessary to
understand how they can be managed and interconnected. The growing use of Al and
digital automation tools in fashion design, which is becoming increasingly algorithmic and
generative, exponentially alters this discipline, co-evolving in parallel with technological, social,
and cultural changes. The generative design process is therefore examined as an iterative and
collaborative process where, starting from an initial goal, the fashion designer defines variables
and constraints. These are formalized through inputs capable of guiding the process of a
given algorithm, which processes input data a very large number of times, yielding various
types of outputs for the fashion designer (Nachtigall, 2021). Consequently, it is the designer,
from a collaborative perspective, who analyzes and experiments with the calculation results,
modifying the starting inputs if they do not conform to the designated goal. The iterative and
cyclical nature of operations defines the process, which can be regenerated infinitely until a
product that meets the desired requirements is achieved. Artificial intelligence is based on the
analysis and interpretation of significantly complex data to generate predictions and create
text and images based on the same data. According to Gloria Maria Cappelletti, creative
director of RED-EYE, the first magazine dedicated to the links between fashion, artificial
intelligence, and the metaverse, harnessing the potential of Al to design products based solely
on consumer-related data, their searches, and purchasing experiences represents a potential
drawback in this new scenario. There is a risk of producing collections that reflect the taste
of a global market, preventing young fashion designers or independent brands that lack the
resources to adopt new technologies from progressing (Vaccari & Franzo, 2022, p. 62). In
parallel, according to her analysis, creativity should be promoted and supported, freeing itself
from consumer demands, as in fashion, the most significant moments have occurred when
designers have radically challenged the system, breaking the rules dictated by the demands
of the moment.

3. CASE STUDIES

Starting from this framework, we will analyze two case studies in which Al has been integrated into
the fashion design process, with the aim of conceptualizing two phenomena: the transformation
of a fashion brand’s archive into a dataset that Al can reprocess to generate new outputs in
line with the previous aesthetic, and the development of co-design processes in which fashion
designers, non-designers, and artificial intelligence collaborate to generate new ideas and products.
The first approach is investigated through the work of Robbie Barrat, through the concepts
imagined for Balenciaga and the collection developed by the artist in collaboration with Acne
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Studio; the second through the work of Anna Yang, fashion designer of the Annakiki brand.
Robbie Barrat is an artist and graphic designer who uses artificial intelligence as both a tool and
amedium. In 2018, as a personal project, Barrat used Al to generate images of a hypothetical
collection for Balenciaga. He incorporated and utilized images extracted from extensive online
documentation of the brand, including lookbooks, catalogs, and marketing campaigns, to
train the pix2pix neural network. Using a GAN (Generative Adversarial Network), Barrat was
able to closely examine the machine learning process, identifying the selected images within
the latent space of the GAN, which can be informally thought of as an abstract space where
synthetic images are generated before being transformed into visually perceivable images on
the display. By analyzing the GAN's learning process and accessing the latent space, Barrat
selected synthetic images with specific characteristics or visual styles, using them for further
analysis as well as for artistic and design purposes. The final result of the procedure was a
series of images that contained representations of models with physical anomalies or unusual
clothing and color combinations that deviated from the brand's style. From the analysis of
the images, it is evident that the network lacks any contextual awareness of the functional
aspects of clothing. This is reflected in high shoulders and necks, pants with bulky bags
attached to the leg, jeans and sweaters grouped into a single piece; accessories, such as bracelets,
often appear as fragments of fabric held in the model's hand; belts and bags merge into the
models’ legs (Fig. 01).

Fig. 1

Robbie Barrat, A look from

a hypothetical Balenciaga
collection created with Al, 2018.
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Figs.2 &3

(Left) Acne Studio, Fall/

Winter 2020 men’s collection,
collaboration with Robbie Barrat
and Al, 2020. The physical
garment reproduces the glitches
and the errors of the digital
garment obtained with Al
(Right) Acne Studio, Fall/
Winter 2020 men’s collection,
collaboration with Robbie Barrat
and Al, 2020. The physical
garment reproduces the glitches
and the errors of the digital
garment obtained with Al

Even more significant for the investigation is a second project developed by Barrat: the
collaboration with the fashion brand Acne Studios, culminating in the Fall/ Winter 2020 men’s
collection. Unlike the previously analyzed case, here the exploration of artificial intelligence's
potential did not limit itself to the concept and 2D visualization phase of ideas but continued
with the physical production of garments generated by Al. Within a neural network — trained
by Barrat not to learn according to the classical fashion standards — thousands of looks from the
brand's archives were input. The outputs returned by the neural network were unconventional
fashion images where it 1s possible to identify defects caused by algorithm misinterpretations.
Faithfully utilizing the renderings obtained through artificial intelligence, creative director
Jonny Johansson then physically reproduced the selected outfits, retaining the same errors
caused by the neural network in the garments produced (Fig. 02).

Examples include a perforated shirt resulting from glitches generated by the low-quality
rendering engine, a buttonless polo, distorted and warped snake-skin prints, unique curved

openings in the front and bottom of the presented coats, a direct consequence of the algorithm’s
malfunction in processing clothing edges, and wrinkled or frayed fabrics (Fig. 03).

The second case study analysed in this contribution, focused more specifically on the dynamics
of co-design that are activated, is the work of Chinese fashion designer Anna Yang, founder
and creative director of the Annakiki brand. In 2019 she co-designed a fashion collection with
Al using a smartphone and a mobile app. A particular process was adopted that leverages
the dual neural processing unit (NPU) found in smartphones from the Asian brand Huawe.
Artificial intelligence was trained by providing a dataset of 30,000 images representing the
most relevant fashion shows of the last hundred years and a specific set of photographs
of Annakiki's latest collections. Subsequently, the Fashion Flair app was used to involve
the brand’s customers in the design process, further expanding the co-design process. An
image gallery was generated by Al and indexed to respond to the application of four user-
set filters: colors, shape, length, texture; each user could choose the desired parameters and
select images proposed by the app’s gallery, one for each filter; Al generated outputs in line
with the user's preferences (Fig. 04).
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Fig. 4
Annakiki, Co-designing with
Fashion Flair Al app, 2019.

The fashion designer entered the design process only at the end of this phase, selecting the
images obtained from the collaboration between Al and customers and further adapting
them to the brand's style. The result of this process manifested itself in May 2019 with the
Annakiki collection for Huawei, consisting of twenty outfits presented in a fashion show
and sold in stores.

4. FINDINGS

The analysis of the case studies described in the previous section shows how the integration
of artificial intelligence in fashion design is significantly redefining the methods and processes
of the fashion system. In particular, by analysing the projectin which Robbie Barrat realizes
hypothetical concepts for Balenciaga, we are able to more clearly conceptualize the design
changes taking place. In the traditional ideation phase, fashion designers use sketches,
drawings, and prototypes as tools to construct external representations of their design
concepts. Barrat’s work demonstrates how the integration of artificial intelligence into
this initial phase of the design process revolutionizes and accelerates the process, allowing
for immediate comparison between the idea and its representation, and expanding the
designer's creativity. This acceleration of ideation processes gives rise to the concept of
‘ultra-fast fashion’. The aforementioned definition is not related to the issue of excessive
and rapid material production of clothing and fashion accessories, but rather to the speed
of immaterial production that artificial intelligence models have in generating an infinite
quantity of images in very short timeframes.

From the collaboration between the artist and the Acne Studio brand, it emerges in more
detail how in this phygital territory the methodologies of fashion design evolve and hybridise,
manifesting new forms of reverse design (Vaccari, 2012, p. 89). The creative process, in fact,
arrives almost instantaneously at a photographic visualisation of how the final product should
appear and, through work on materials, modeling, fit, and details, reconstructs the garment
in every detail. Furthermore, the analysis of Robbie Barrat's work on fashion archives as
sources of data for the project allows us to theorise how fashion is created and worn using
data as materials. The act of making specifically does not translate, in the analyzed case, only
as a performative act, but also as a creative act involving the construction and transformation
of meaning (Sanders & Stappers, 2014), the result of mixing and hybridising with various
knowledge, disciplines and artefacts. Starting from data, which can thus be considered as
the metaphorical DNA of the products designed by the artist, another reflection brings out
their close connection with fashion design in terms of ephemerality. Fashion is ephemeral
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as data itself is ephemeral, showing on the one hand how fashion designers have quickly
learnt to manipulate the transitory nature of fashion by orchestrating its trends, and on
the other hand how data and fashion influence each other. This is because it 1s evident
how data science is able to tell us something about fashion and how fashion history is able
to tell us something about data science. This case study demonstrates how, through the
use of artificial intelligence, it is possible to combine the physical and digital environments,
reactivating archival materials, reinterpreting the brand’s heritage, expressing a new form
of creativity, and materializing it through technical and manual skills. Fashion 1s configured
both in its physical and digital dimension in a continuous wave motion capable of generating
new futures.

From the analysis of the second case study, Anna Yang with her Annakiki collection in
collaboration with Huawei, the alteration of design processes with the integration of Al
and the close interdependence between technology and humans becomes more evident. In
particular, in this case, the project arises from a close relationship between fashion designers,
artificial intelligence, the brand's archive, the history of fashion, and customers. Through
the app, users and their preferences actively participate in the ideation process, providing
moodboard and concept indications to the design team and, notably, to Al. The fashion
designer therefore finds himself interacting not only with bodies, but also with the mind,
the senses, and thought, living in a world of non-things (Han, 2023). At the same time, new
collaborative relationships emerge, established not only through the use of new technologies,
but also through the acquisition of new knowledge and synergies in a transdisciplinary and
co-design perspective in which the fashion designer is transformed into an increasingly
hybrid figure, hybridised by the metamorphoses of time. The designer is transformed from
Human to ‘Human+’ (Ranzo & Scarpitti, 2023), not to be understood as an empowered
figure, but as a figure capable of going beyond any existing anthropological type. Generative
systems offer, as analyzed in Anna Yang’s work, a real paradigm shift (Kuhn, 1996) in design
practice, in the design process and in the material expression of the process. This shift
affects the interpretation that designers can give to artefacts and the actions that manipulate
them (McCormak et al., 2004), effectively shifting the focus from individual objects and
components to a holistic and collaborative view that interprets artefacts as systems and
processes composed of interacting parts.

5. CONCLUSIONS

The development of new technologies and Artificial Intelligence is profoundly altering
the fashion system as a whole. The awareness of being in a transitional phase leads to a
reconsideration of previous logic and the professions involved. But, above all, it requires the
formulation of new questions, and not simply new answers to the same questions of past
decades. The question arises to what extent artificial intelligence and the data processed by
it influence the meaning and perception of a garment, whether methods such as co-design
or participatory design empower and alter the role of the fashion designer, and how Al
transforms fashion design.

As highlighted in this contribution, the design process is inevitably redefined due to the
unprecedented relationships between humans and technology. The proliferation of Al
systems, as explored, impacts both design theory and practice. The relationship between
the design process and technology now transcends the purely functional level to enter the
realm of the existential. Through the analyzed case studies, it has become apparent how the
creative processes are changing, what role archives and history can play, and how designers,
non-designers, customers, technology, and the material and immaterial dimensions can
collaborate. Al integrated into fashion design, in fact, transforms the fashion project into
an iterative flow based on reactive feedback where processes are influenced not only by the
use of data as new design tools but also by the artefacts themselves which, once selected and
prototyped, could feed the artificial intelligence algorithms in order to obtain new variants
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of the same, in a perpetual cycle that is difficult to stop. It becomes, therefore, essential to
bring back to the centre of the debate the role of the fashion designer who becomes essential
in the project to manage the generative flow.

It is evident that the acceleration of processes and idea visualization through Al allows
for resource optimization and a reduction in experimentation and material consumption,
facilitating more sustainable approaches. One of the main implications of this evolving
landscape is the possibility for new professionals, both human and non-human, to be involved
in fashion design. Just like human fashion designers, computers can be legitimized and
authorized for fashion design. However, this occurs through input provided by humans,
allowing them to guide the workflow. At the same time, machine designers may take on new
roles as designers, employing innovative approaches to meet the needs and desires of people.
However, although artificial intelligence can produce many formal, aesthetic and content
implications, the generative approach applied to fashion design has constructed an induced
aesthetic that could homogenize artifacts both from a formal and design point of view. There
1s a chaotic proliferation among various entities that refer without any logical, conceptual
and functional connection to fashion products of difficult interpretative key complicating
the role of the fashion designer. The designer, in fact, finds himself in an additional effort
of physically reworking the random outputs generated through automatisms by a software
thatiterates a series of operations without any understanding or knowledge of the discipline
of fashion design. This is strongly manifested in both case studies investigated in which, on
the one hand, significant flaws in the construction and structure of the models explicitly
emerge and, on the other hand, the need to intervene in the outcome of the generations
by redesigning their silhouettes.
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ABSTRACT

The search for effective innovative approaches to

teaching and developing students’ creative poten-
tial, as well as training qualified professionals who

willmeet the needs of a rapidly changing society; is

atopical and prominentissue today. The purpose

of this study was to thoroughly investigate and

analyse the role of visual design technologies in

the context of design education in Ukraine. The

study used methods of analysis, synthesis, and a

typological approach. As a result of this study,
an in-depth analysis of the role of visual design

technologies in the context of design education

was performed. The study found that the use of

modern visual design technologies creates new

opportunities for students, including the ability to

experiment with unique design ideas and concepts,
interact with virtual objects and receive instant

feedback. This approach promotes active learning,
stimulates creativity, and the development of cri-
tical thinking in students. It was found that design

education and multimedia technologies support

the development of creative thinking, promote

mnovation, and interdisciplinary communication.
This study confirms the importance of applying

visual design technologies in design education and

reveals the prospects for the development of this

industry in the modern world. The findings of this

study can be used to develop updated approaches

to teaching in continuing design education.

RESUMO

A procura de abordagens inovadoras e eficazes
para ensinar e desenvolver o potencial criativo
dos estudantes, bem como para formar profis-
sionais qualificados que satisfagam as necessidades
de uma sociedade em rapida mutagao, ¢ uma
questdo atual e proeminente. O objetivo deste
estudo fol investigar ¢ analisar minuciosamente
o papel das tecnologias de design visual no con-
texto da educac¢@o em design na Ucrania. O es-
tudo utilizou métodos de andlise, sintese ¢ uma
abordagem tipologica. Foi estabelecido que as
modernas tecnologias de design visual tém um
potencial significativo para melhorar a qualidade
e a eficiéncia do processo educativo no dominio
do design. O estudo concluiu que a utilizagdo de
tecnologias modernas de design visual cria novas
oportunidades para os estudantes, incluindo a
capacidade de experimentar ideias e conceitos
de design tnicos, interagir com objectos virtuais e
receber feedback instantaneo. Esta abordagem pro-
move aaprendizagem ativa, estimula a criatividade
¢ o desenvolvimento do pensamento critico dos
alunos. Verificou-se que o ensino do design e as tec-
nologias multimédia apoiam o desenvolvimento do
pensamento criativo, promovem a inovacao e a co-
municagao interdisciplinar. Este estudo confirmaa
importancia da aplicagao de tecnologias de design
visual no ensino do design e revela as perspectivas
de desenvolvimento desta industria no mundo
moderno. As conclusdes deste estudo podem ser
utilizadas para desenvolver abordagens actualiza-
das do ensino na formagao continua em design.
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1. INTRODUCTION

Visual design, supported by multimedia technologies, helps engage students in active and
hands-on learning, stimulates their creativity and promotes critical thinking. The visual
design creates visually appealing compositions. It uses visual elements, principles, and
techniques to communicate, evoke emotions, or solve design problems. Visual design is used
in graphics, web, UL branding, advertising, and other fields. The use of such technologies
in lifelong design education opens wide opportunities for students to learn and develop
design skills, prepare for the challenges of modern design, and build a successful career in
this field, and therefore it is necessary to investigate the aspects of their use in more depth.
The problem of this study was to identify, analyse, and solve complex issues related to the
use of multimedia design technologies in modern continuous design education. The study
covers the challenges and obstacles faced by teachers and students when using visual design
technologies in design education of a continuous nature.

Multimedia encompasses the amalgamation of a wide range of media types—text, images,
audio, video, and interactive components - to impart knowledge, provide entertainment, or
transmit messages in an engaging and varied fashion. This technology facilitates the smooth
integration of diverse media formats to generate interactive and immersive experiences,
including but not limited to lectures, presentations, websites, and video games. As a result,
it improves the capacity to communicate concepts, disseminate knowledge, and engross
audiences across a multitude of digital platforms and devices.

Averianova & Gook (2021) note that in modern society, design has become more diverse,
covering many different areas. New terms such as:

1. Design Thinking addresses complex problems and creates innovative solutions
using a human-centred, iterative approach and mindset. It emphasises empathy
for users or stakeholders, creativity in ideation, and a structured prototyping
and testing process. Design Thinking is popular in product, service, business
strategy, education, and healthcare.

2. Social Design addresses complex social and societal issues throughmultidisci-
plinary design. It uses design, social sciences, and community engagement to create

mnovative solutions that improve people’s lives. Social Design prioritises social im-
pact, inclusivity; sustainability, and empowerment of marginalised and underserved

populations over traditional design goals.

3. Social Design Strategy Social Design Strategy is a deliberate and systematic
use of design thinking and principles to solve complex social and societal issues.
It involves using design methods to create innovative and effective solutions to
social issues, improve community well-being, and promote positive social change.

Today, design is undergoing a gradual transformation, which is associated with a change
in the views and beliefs of young designers regarding the understanding of the essence of
contemporary design, its place in the service market and their professional activities.

Meyer & Norman (2020) in their study of design education in the 21st-century point to the
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need for changes in continuous design education. Scientists note that the modern design
education system does not always provide students with the necessary skills to perform
the complex tasks that designers face. In their study, they emphasise the importance of
developing creative solutions to complex problems that require an innovative approach.
The scholars point to the importance of using visual design technologies and multimedia
to improve the design process and develop students’ creative skills. The researchers also
note that designers can learn from the experience of other professions, such as medicine,
law and business, which have successfully integrated technology and learning practices into
their educational curriculum. Scientists note that to achieve these goals, conscious efforts
are needed to develop the design profession as a community of practitioners and teachers
(Meyer & Norman, 2020). It is necessary to investigate this aspect of design education
more carefully.

Diachenko (2020) 1dentifies the shortcomings of Ukrainian design education, which include
a limited number of specialities and their excessive versatility, lack of connection between
education and reality, distortion of the gender component in design education, lack of
classrooms and equipment for specialised training, inconsistency with modern professions
in the Ukrainian and international markets, as well as the use of outdated methods and
mechanisms in the learning process. These shortcomings, according to the scholar, make
it impossible to fully adapt Ukrainian design education to the modern requirements and
challenges faced by professionals in this field. The scientist emphasises the need for radical
and comprehensive changes in the form and system of design education, which would
consider innovative approaches to student selection, training, and project evaluation. In
the researcher’s opinion, it is especially important to make a clear distinction between the
design of the object sphere, the design of intangible objects, the design with an artistic bias,
and the design with a technological orientation. According to the researcher, changes in
the number of hours, mergers and division into departments are ineffective, and therefore
it is necessary to rethink approaches to education to ensure the design of education that is
more effective and adapted to modern challenges. It is worth exploring the possibilities of
reorganising design education based on the use of modern design technologies.
Researchers Chiang et al. (2021) point out the importance of using multimedia design in
design education as a way to adapt to modern requirements and develop key skills in students.
Scientists note that there is a need to develop an adaptive approach to design education,
namely, to adapt programmes and teaching methods to the current needs of students and
modern design. According to the researchers, it is also important to use digital tools, software,
and technologies to create and execute design projects. Scientists are convinced that the use
of multimedia will allow students to expand their creative capabilities, and express theirideas
and concepts through various media formats such as graphics, video, and audio. Notably,
multimedia design does indeed contribute to the development of important skills in young
professionals, such as visual thinking, communication, critical thinking and collaboration,
which are key to success in the modern design industry, but it is worth exploring additional
aspects of the use of visual design in modern lifelong design education (Chiang et al., 2021).
According to a study by Tymenko & Brovchenko (2022), creative intelligence is manifested
in the ability to innovative forming, which includes the development of innovative design
concepts, creation of variable design solutions, production of prototypes and exclusive
product samples. Scientists point out that the system of national design is still in formation in
Ukrainian society. The researchers assert that Ukrainian ethnic designers lack a comprehensive
educational system for Ukrainian design, which hinders the growth and advancement of their
ethnic design talent. However, the professional practice of designers shows that they have a
natural ability to anticipate the energy potential of future forms of the built environment.
Scientists note that Ukrainian specialists can embody the experience of former civilisations
that had mechanisms of ecological and spiritual self-regulation, specifically, designers are
characterised by the Trypillian (culture, which existed in Ukraine during the Neolithic
period) worldview “matrix” —a complex system of symbolic forms, ornaments, pictograms
that serve as a kind of artistic and figurative “writing” containing information about the
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structure of the universe, the principles of its functioning and the place of a person of
Ukrainian origin in it. It is worth studying this aspect of Ukrainian design education in
greater detail (Tymenko & Brovchenko, 2022).

This comprehensive study of modern technologies, particularly visual design technologies
and multimedia, in design education, shows their potential to improve student learning
These technologies encourage active and hands-on learning, creativity, critical thinking,
and “Design Thinking” and “Social Design Strategy.” Researchers have identified several
challenges in continuous design education, including the need for a more adaptive approach,
addressing education system flaws, and rethinking design education’s structure and focus.
Technology and multimedia in design education show promise, but more research and
innovation are needed to connect education to real-world needs. The unique cultural and
artistic expression potential of Ukrainian design education must also be developed. This
study emphasises the need for continuous improvement and innovation in design education
to prepare students for the 21st-century’s dynamic design industry.

The research aims to investigate the potential of contemporary visual design technologies
in offering students novel opportunities, such as the ability to explore original ideas and
design concepts, engage with virtual objects, and receive instant feedback. The study seeks
to examine the effects of utilising visual design technologies on promoting active learning,
fostering creativity, and cultivating critical thinking skills in students. Furthermore, the
study aims to reveal the prospects for expansion in the realm of visual design technology
In contemporary society.

2. MATERIALS AND METHODS

This paper used the analytical method of scientific research, synthesis, and typological approach.
Using the method of analysis, this study examined the role of visual design technologies in
design education. The application of the analysis method helped consider various aspects of
the use of visual design in education in detail, including the effectiveness of technology, its
impact on the quality of learning and student development, and current trends and innovative
approaches related to the use of visual design technologies in the educational process. The
analysis helped to identify the benefits of using modern visual design technologies and its
potential to improve design education, to provide students with practical skills in using
various design tools and software, as well as effective communication and collaboration with
peers and teachers. Using the analytical method, it was possible to identify the experimental
possibilities of visual design technologies with new ideas and concepts in modern education
and its role in stimulating students’ creativity. Furthermore, the analysis method allowed
investigation of the modern views on design education, including more interactive and
dynamic approaches to learning, developing critical thinking, and students’ creativity, and
supporting them in solving real design problems.

This study will examine how visual design technologies affect design education using analysis.
The evaluation criteria will include technology efficacy, its impact on learning quality and
student development, and current trends and innovative methods for integrating visual design
technologies into education. In addition to reviewing scholarly works, the analysis phase will
collect empirical data from student and educator surveys or interviews. A comprehensive
evaluation of the subject will be achieved through quantitative and qualitative data analysis.
Using the method of synthesis, the study combined visual design technologies with modern
lifelong education. This method of scientific research allowed the creation of innovative
solutions and investigated the relationship between technological capabilities and the educational
goals of design education. The synthesis method helped establish the benefits of using visual
design technologies in continuing design education, specifically, improving the perception
and assimilation of information, and it was found that the use of multimedia elements such
as video, images, and animation makes the learning process more dynamic and interesting.
The synthesis method will combine visual design technologies and modern lifelong education



Convergéncias: Volume XVII (34), 30 novembro, 2024

in this study. The assessment will focus on how technological capacities relate to design
education pedagogy. This research seeks to determine how multimedia—video, images,
and animation—enhances education by adding vibrancy and engagement. The synthesis
will combine analysis results with educational theories and models. This may inspire new
visual design education methods for lifelong design education.

This study used a typological approach to explore the basic terminology. This approach
helped systematise and classify various aspects of the research area, which provided a better
insight into their nature and interrelationships. Using a typological approach, the main
concepts that contributed to the coverage of the subject under study. Based on this approach,
the study identified the main aspects of design, including visual perception, functionality,
ergonomics, and interactivity. In addition, using a typological approach in this study, it was
possible to identify the scope of design education, including the study of design principles,
methods and skills, as well as the development of student’s creative and analytical abilities,
which contributes to the formation of creative thinking, the ability to work with change
and solve complex problems, which are important elements of the educational process.
Based on the typological approach, the concepts of lifelong design education, namely the
idea of continuous learning and development in the field of design throughout life, were
studied in this paper. Using this approach, the study identified the main aspects of the
concept of lifelong learning, including learning in various formats and contexts, such as
formal education, self-education, professional courses, and master classes, which strengthen
professional skills and update the knowledge of specialists.

A typological approach will be needed to classify and organise design education aspects
in this study. This methodology organises fundamental principles, design aspects, and
design instruction. Design education fundamentals will be categorised using this typological
method. This taxonomy helps explain design education’s complex aspects, including creative
and analytical skills, ergonomics, interactivity, visual perception, and functionality. The
typological approach will also examine lifelong design education, taking into account formal
education, self-directed study, master’s programmes, and professional courses that help
design professionals improve their skills.

This study endeavours to comprehensively examine the function of visual design technologies
in design education, contemplate their pragmatic ramifications, and investigate their theoretical
underpinnings in the wider framework of lifelong learning through the application of these
distinct methodologies.

3. RESULTS AND DISCUSSION

3.1. Modernity and prospects of design education: Development of creative
potential and innovative thinking

In the modern world, it is important to have competent and creative professionals who can
work with visual design technologies. These professionals need continuous design education
to generate innovative ideas and quickly adapt to the changing needs of society (Ivanenko
& Nesen, 2023). They must have imaginative thinking, modelling, and design skills, and
apply a creative approach to solving complex professional problems. Design is defined as
the process of creating, planning, executing, and evaluating a product or solution that meets
a specific need or solves a specific problem. Design 1s also considered as a combination of
aesthetic, functional, technical, and contextual aspects that influence the result (Derevyanko
& Zalevska, 2023). It is a creative process that requires imagination, innovative thinking,
analytical, and problem-solving skills, focused on creating a favourable user experience and
solving particular tasks or problems related to communication, interaction, functionality,
and aesthetics of a product or solution. Design also involves the use of various methods,
techniques, and tools, such as research, analysis, conceptualisation, prototyping, and iteration,
to develop ideas and turn them into real products or solutions (Fleischmann, 2019).



Convergéncias: Volume XVII (34), 30 novembro, 2024

Modern design education is a unique process that combines professional and scientific
knowledge to solve problems related to human life and interaction with the environment.
It is an artistic and design activity aimed at performing a communicative function, where
creative methods and tools are used to implement ideas and communicate with the world
around us. Design education is focused on developing students’ creative and critical thinking
skills, as well as understanding and applying design principles and methods in different
contexts. This may include studying design as a separate subject, developing design projects,
collaborating with other designers and specialists, and using tools and technologies used
in design (Ejsing-Duun & Skovbjerg, 2019). The development of aesthetic taste, creative
potential and the ability to think innovatively is one of the outcomes of design education.
It supports students in developing skills in working with design ideas, prototypes, project
implementation, and evaluating their effectiveness. The main goals of design education are
to prepare students for the challenges of the modern world, and to develop their creativity
and ability to make positive changes through design.

Design education has a considerable impact on the modern world and is a vital component of
the modern educational system. It offers students a unique opportunity to develop creativity,
critical thinking, problem-solving, and communication skills. Design education teaches students
to analyse, conceptualise, and solve problems using the ability to integrate knowledge from
different disciplines. It promotes creativity, innovation, and aesthetic perception. Designers
are trained to work with materials, colours, shapes, and space, enabling them to create
functional and attractive solutions. Furthermore, design education develops communication
and collaboration skills, as many designers work in teams (Diahyleva et al., 2023). It teaches
students how to communicate effectively, work on joint projects, and consider different
opinions. In today’s digital world, design education also includes the use of technology and
software to create design (Dzhusubaliyeva et al., 2021; Koshoeva et al., 2023). It teaches
students how to use digital tools and understand how they can improve the design process
and outcomes. In general, design education is important because it provides students with a
set of skills and knowledge needed to develop creativity, solve problems, and create innovative
solutions. It also prepares young people for the challenges of the modern world and opens wide
opportunities for career growth and personal development (Derevyanko & Zalevska, 2023).

Design education’s importance today cannot be overstated. It develops skilled and creative
visual design professionals who can quickly adapt to society’s changing needs. Design is a
dynamic process that requires creative thinking, problem-solving, and a complex blend of
aesthetic, functional, technical, and contextual factors. Modern design education combines
professional and scientific knowledge to develop students’ creative and critical thinking skills,
enabling them to solve complex problems in diverse contexts. It develops aesthetic sensibilities,
creative thinking, and practical skills needed to complete design projects. Design education
also develops communication and collaboration skills, essential in a world of interdisciplinary
teamwork. Technology and software skills are integrated to prepare students for the digital
age. Design education prepares students to positively impact a rapidly changing world and
provides many opportunities for personal and professional growth by teaching them to be
creative problem solvers, effective communicators, and innovative problem solvers.

3.2. Lifelong education in the art of design: concept and practice

Lifelong education means the ability to ensure the continuity of the educational process and the
preservation of educational standards, despite changes in the format and environment of learning;
This type of learning activity requires the adaptation of educational practices to new conditions
and learning tools. In such circumstances, students tend to find themselves in need of support,
communication, and resources to ensure the continuity of theirlearning. Furthermore, lifelong
education involves active interaction between participants in the educational process and support
for studentsin their learning (Manca & Delfino, 2021). Therefore, adapting educational practices
to new challenges, providing support for students and maintaining high standards of education
even 1in situations of crisis or emergency is an important element of the educational process.
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The concept of lifelong learning using technology, focusing on the approach to learning, is
also known as heutagogy. This concept envisages the active role of independent learning
and self-regulation of students in the learning process. Heutagogy is designed to encourage
students to self-organise, self-improve, and self-develop, providing them with the skills necessary
for lifelong learning. Technology can play a vital role in supporting lifelong learning. It
provides students with access to a variety of resources, interactive platforms, collaborative
work, and other opportunities for independent learning. Technology also contributes to
the flexibility and accessibility of learning, allowing people to study at any time and place
convenient for them (Lock et al, 2021; Moore, 2020; Samoylenko et al., 2021). The use of
technology is important to support lifelong learning and contributes to the development of
a heutagogical approach that promotes active and independent lifelong learning:

The concept of lifelong design education involves the integration of design into all stages
of the educational process, from the primary level to higher education and professional
development. The main idea of this concept is to create a learning environment in which
design is not only a separate subject of study, but an integrated element in various disciplines
and areas of knowledge. The concept of lifelong learning can be applied and used in design
education in several ways:

1. Integration of design at all levels of education: The concept of lifelong learn-
ing allows for the inclusion of design as an integral part of curricula at various

levels of education, from primary to higher education. This can include teaching

design as a separate subject, as well as integrating design elements into other
disciplines and areas of knowledge.

2. Development of creative and innovative skills: The notion of lifelong learn-
ing in the field of design fosters the growth of innovative problem-solving skills,
creative reasoning, and the capacity to handle intricate challenges. It fosters the
growth of design thinking, which is the capacity to conceive of novel concepts
and seek out unconventional resolutions.

3. Use of modern technologies: The concept of lifelong learning in design
includes the use of modern technologies that help expand the possibilities of
design and create new forms of learning, This may include the use of virtual
reality, computer-mediated communication, mobile devices, and other tools to
help create innovative learning environments.

4. Professional development and self-fulfilment: The notion of lifelong learning
in design facilitates the ongoing development and enhancement of the skills and
competencies of both students and practising designers. It fosters an environ-
ment conducive to ongoing professional development, independent learning,
and personal satisfaction within the domain of design.

5. Communication and collaboration: The concept of lifelong learning in de-
sign supports collaboration and communication between students, practising
designers, teachers, and other professionals. It stimulates teamwork, exchange
of experience and mutual learning, which contributes to the development of a
professional community and the exchange of ideas.

In conclusion, lifelong learning, especially in design education, emphasises the need for
flexibility, support, and rigorous academic standards in a rapidly changing world. Heutagogy,
which promotes self-management, self-improvement, and personal growth, allows people to
take charge of their educational paths. Technology helps continuous education by providing
access to resources and flexible learning opportunities. Lifelong design education promotes
collaboration, innovation, creativity, and the use of modern technologies at all levels of
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education. Education that meets the changing needs of the design industry develops practical
skills that can be used to solve design problems and inspires creativity. In essence, ongoing
design education ensures that students and professionals have the skills to succeed in the
ever-changing field of design, advancing the field.

3.3. The importance and benefits of using visual and multimedia design in the
educational process

The use of visual and multimedia design technologies in continuing design education can
provide students with a more active and interactive form of learning (Koshoeva et al., 2023).
For instance, multimedia presentations, videos, and graphics can help students better grasp
complex concepts and notions and engage them in the learning process through visuals
and interest. The use of visual design can also help increase student motivation and reduce
study fatigue. Aesthetically pleasing and well-organised materials can stimulate interest in the
learning process and contribute to a positive emotional response from students. In addition,
the use of visual design technologies can contribute to more effective information transfer
and improved communication between the teacher and students. Structured presentations,
graphs, diagrams, and other visual elements can help students better understand and
remember information, and help the teacher convey complex concepts in a clear and
accessible way (Kalashnyk et al., 2020). These technologies in continuing design education
can make learning more interesting, effective, and favourable for students, helping them to
better understand, remember and apply the information they receive.

The use of visuals, animation, graphics, and other multimedia can help students better
understand and perceive design processes and concepts. Positive emotions, such as excitement,
enjoyment, and interest, are key factors that encourage students to positively engage with
video-based learning material. Furthermore, the interaction with the video (e.g., the ability
to comment or share) and the perception of the content also influence student preferences.
The quality of teaching, clarity and well-structured presentation also plays an important
role in the effectiveness of the learning process (Shoufan, 2019). It is worth emphasising the
importance of ensuring quality teaching and structured presentation of content in video
format. Design education should pay attention not only to the content itself, but to the way it
1s presented, the use of visual and audio elements, graphics, animation, and other multimedia
that can improve students’ perception and motivation. Thus, the use of multimedia design
in design education can be an effective means of engaging and motivating students.

The use of visual and multimedia design technologies in lifelong design education is not
limited to consumer strategies or product value propositions. Design in this context embodies
a holistic sphere that becomes the object and subject of educational activity, design ethos
and design aesthetics. This interaction of ethos, aesthetics, and activity shows that the
designer plays the role of a director, philosopher, and art critic who creates the integrity
of culture through the material mediation of cultural creation. This whole never loses its
mythogenic and metaphorogenic features, but instead manifests itself as artistic features that
allow regarding design as art. Bringing design into the sphere of artistic culture, we face the
task of defining its place and considering the art of 20th-century culture itself as a certain
project. Material mediation stratifies and enlarges the dimensions of immanent design
when an individual, the world, and the planet become material but with the philosophical
connotation of acommodity, coexistence, the market of being, and being for oneself and others.
This enables the consideration of design as meta-design and allows observing its reflexive
systems as holistic reflexive practices that exist in the field of design (Antonovych, 2011).
It is worth paying attention to the main aspects of using multimedia and visual design in
design education (Tab. 1). These aspects define the main characteristics and role of each
type of design in student learning and development.
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Tab. 1
Aspects of multimedia and
No. Aspects Multimedia design Visual design visual design application in the

educational field of design.
(Source: compiled by the authors).

Websites, interactive
applications, videos,
1 Design objects presentations, games,
cartoons

Logos, posters, packaging, web
design, illustrations

Text, images, sound,

Forms of Do . Graphics, colours, composition,
2 . animation, video
expression typography
Creating interactive and .
Thg e - Development of aesthetically
. multidimensional digital . . .
3 Objectives pleasing and functional visual
products .
solutions
Development of
multimedia applications, | Proficiency in graphic software,
4 Skills use of software tools, knowledge of colour theory,
animation, video editing composition, typography
Interactive web design . ..
. 80, Branding, advertising, product
Areas of advertising, media, . . .
5 . . . packaging, print graphics, web
application entertainment industry .
design
Interactivity, effective
. communication, user Aesthetics, perception
6 | Key principles . . ctics, pereeption,
interaction functionality, balance

Development of web
applications, graphic
editors, animation
programs, editing
programs

Graphic editors, design systems,
7 |'Technologies colour palettes, typographic

tools

The use of visual and multimedia design technologies in lifelong design education is important
because it promotes innovative approaches to learning, providing students with access to
mnovative tools and technologies that help them develop design skills. Using modern tools,
students have the opportunity to learn and experiment with a variety of software tools,
computer programs, graphic editors, video and audio tools and other technologies that are
essential in modern design. Such an approach empowers students in the creative process,
allowing them to freely express their ideas and concepts through digital media.

In conclusion, visual and multimedia design technologies in continuing and lifelong design
education offer many ways to improve studentlearning. These technologies simplify complex
concepts and motivate students by creating interactive learning environments. Multimedia
design improves information transfer and comprehension and enhances educational materials’
aesthetic appeal, eliciting a positive emotional response. Therefore, design education benefits
from using visuals, animations, graphics, and multimedia to explain design processes and
concepts. It expands design into a cultural and artistic realm where design ethos and aesthetics
meet education. Multimedia and visual design technologies allow students to experiment
with new tools, preparing them for the ever-changing design world.
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3.4. Design education in a global context: Current challenges and prospects for
transformation

In modern Germany, some challenges related to design education have become clear. Despite
the long and successful history of German design education, prominent scholars note the
need to revise it. Researcher D.A. Norman expresses the opinion that traditional design
education in Germany has performed its role well and should not be rejected, but it does
not meet all modern needs (Norman, 2016). The scholar emphasises that modern design,
like other fields, encompasses a variety of disciplines, some of which are new, and require
technological, analytical, and cognitive skills that are not covered by traditional curricula.
In her study of German lifelong design education, Held (2018) points out that in Germany,
design is between two poles in the context of perception by the outside world, as well as
in its self-esteem as a profession. On the one hand, as the researcher notes, design is used
to develop new products and services, mostly for improvement, although sometimes only
on a superficial level or as variations aimed at increasing consumption. On the other hand,
design has become a serious discipline, ready to contribute to the formation and, ideally,
solution of the urgent problems of the modern world, including the transition to a sustainable
society. The scholar notes the diverse roles that design has played throughout its relatively
short history, as well as how they are reflected in contemporary design education. Some of
these roles include (Held, 2018):

1. The role of the innovator: Design acts as a source of innovation, contributing to the
creation of innovative products, services, and solutions. It helps to find new ways to solve
problems and meet the needs of society.

2. The role of aesthetics: Design focuses on creating aesthetically pleasing and functional
products and environments. It develops the shape, colours, textures, and other elements
that contribute to user engagement and satisfaction.

3. The role of the community: Design can serve as a tool to bring people together, create
communities, and support social interaction. It promotes the creation of spaces, products,
and services that facilitate communication, collaboration, and solidarity.

4. The role of sustainable development: Design can play a key role in developing a sustainable
society. It aims to create environmentally friendly and energy-efficient products, promote
recycling and reuse of materials, and develop innovative approaches to environmental issues.
5. The role of user interaction: Design puts the needs and expectations of users at the
forefront. It focuses on the study of human behaviour and interaction with products and
environments to create convenient, intuitive, and enjoyable experiences.

These roles of design are reflected in modern design education and reflect the wide range
of tasks and opportunities that it can perform in society. Kawarada et al. (2020) investigated
the inception of design education in Japanese elementary schools. Researchers point out
that lifelong design education pays special attention to the development of students’ creative
and innovative skills using design principles and multimedia. In their study, the researchers
support the integration of STEAM education, where design is a critical component, into
school curricula for primary and secondary school students. STEAM education is an all-
encompassing curriculum that integrates the fields of science, technology, engineering, the
arts, and mathematics. The objective of STEAM education is to impart a comprehensive and
balanced educational experience to students, placing significant emphasis on the practical
implementation of knowledge, critical analysis, innovation, and problem-solving. They see
the use of multimedia, including programming, as an effective way to promote creativity,
problem-solving, and communication skills. This research emphasises the significance of
integrating design education into the early stages of education in Japan. Doing so would
enable students to cultivate qualities such as innovation, creativity, and teamwork, while
also acquiring proficiency in utilising contemporary multimedia technologies (Kawarada

etal., 2020).
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3.5. Development and transformation of design education in Ukraine: Modern
approaches and challenges

Design education in Ukraine emerged in the 1920s and was deeply connected with the
development of art education. The Kharkiv School of Art and Industry and other art
and industrial schools played a key role in this process. During this period, contemporary
educational complexes such as academies, colleges, and institutes proliferated in Ukraine,
with the Lviv National Academy of Arts being particularly notable. This has led to a positive
trend in their development. Also, in the 20th-century, the speciality “Design” and its various
specialisations began to form in various educational institutions, such as The National Academy
of Fine Arts and Architecture, Ukrainian National Forestry University, Mykhailo Boichuk
Kyiv State Institute of Decorative-Applied Arts and Design. These events contributed to
the development of design education in Ukraine and shaped its current state. Between the
1940s and 1960s, higher education institutions were founded in Ukraine to provide education
for industrial design professionals. These universities trained the personnel needed for the
development of industry. Later, in the 1990s, design departments began to be established based
on these higher education institutions. These departments trained and graduated graduate
designers in various specialisations at four educational qualification levels (Prusak, 2017).
The establishment of design departments during this period was a major step in the development
of design education, as they provided proper training for specialists, considering the needs of
the labour market and the requirements of the design industry. This development allowed
students to choose a specialisation according to their interests and develop in their chosen
field of design. Thus, the development of design education in Ukraine has contributed to
the development of the country’s creative potential and to meet the demand for highly
qualified designers in the labour market. Today, design education in Ukraine is recognised
as an important and independent component of artistic education that influences the
culture of society. The importance of design as a tool of visual communication and its role
in shaping the environment for people is also growing.

Brovchenko (2022) notes that for the development of design education in Ukraine, it is
necessary to introduce simple functional subsystems. These subsystems include design-
technological (aimed at introducing design into primary, pre-profile, profile, professional
(vocational) and higher education), design-art (intended for the introduction of design into
primary, pre-profile, profile, professional (vocational) and higher education), cultural and
artistic ethno-design (aimed at institutions of higher cultural, artistic, and pedagogical
education) and industrial and technological ergonomic design (aimed at institutions of
higher technological, technical, and economic education). Each of them has its scope
of application in educational institutions of various levels. The implementation of these
subsystems will help to create a holistic system of design education in Ukraine and ensure
the development of design at various levels of education.

In recent years, there has been a growing interest in modern Internet technologies, their
rapid development and effective use in information visualisation. This leads to an increase
in the number of professional designers specialising in graphic design for websites. The
accumulated practices and access to web design resources allow the creation of websites
that reflect distinctive styles of graphic design and interact harmoniously with other graphic
objects. Questions arise about the adaptation and interaction of the Internet with other
information sources, as well as the definition of a web design style, which is the responsibility
of practising designers and art historians (Kachala & Chekh, 2023). Rapid technological
advances have changed design education by incorporating educational technologies and
transforming it into online education. The transition to online education is necessary
and requires pedagogical involvement to ensure a successful transition, both temporarily
and permanently. Traditional design education has a “resistant” stance towards online
education, and this slows down the understanding and use of connecting possibilities in its
discourses. The study reveals the pedagogical concept of meta-connectivity, which gives
insight into why and how connectivity is becoming a new challenge for online education.
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The paper provides a schematic description of meta-connected design education and
highlights the new roles and responsibilities of teachers in this context (Dreamson, 2020).
Rapid technological advances and the proliferation of digital devices in education have had
a substantial impact on lifelong design education (Kulyk, 2023). Specifically, between 1997
and 2016, there was an increase in the use of online technologies, such as virtual learning
environments and virtual reality technologies, in the educational process. Digital devices,
such as mobile devices and head-mounted display kits (HMDs), provide students with the
opportunity to actively engage in learning, enriching their experience of interacting with
the design environment. New immersive technologies allow participants to create a sense of
presence in the non-physical world, which helps them learn design concepts more effectively
and develop their skills (Radianti et al., 2020). Thus, digital technologies, including virtual
reality, are contributing to a change in approaches to continuous design education. They
enable students to work with the latest tools and materials, communicate with teachers
and like-minded people from around the world, and carry out practical exercises in virtual
environments. This contributes to their self-development, professional self-improvement,
and the possibility of retraining in new areas of design (Kalashnyk et al., 2020). Digital
technologies are being introduced into lifelong design education to provide students with
ample opportunities to learn, develop creative skills, and adapt to changes in the design
industry. They create new pedagogical approaches, allowing students to actively interact
with the design environment and fulfil their potential in this area.

Gamification involves adding game-like elements like interactive features, competition,
challenges, and rewards to non-game contexts to engage and motivate people. Using game
design principles and mechanics improves task enjoyment, engagement, and interactivity.
Gamification has been used in customer engagement, education, marketing, employee
development, and healthcare. Notably, modern teachers have positive views on the use
of gamification in the educational process, as they perceive gamification as an effective
tool for engaging students, improving motivation, and increasing interest in learning.
Teachers also believe that gamification can contribute to the development of collaboration,
communication, and problem-solving skills in modern design education (Hasanov, 2016;
Pektas & Kepceoglu, 2019). However, it is also worth paying attention to the need for proper
design and implementation of gamified elements to achieve maximum pedagogical effect.
In continuing design education today, immense importance is attached to the use of visual
design or multimedia design technologies. This becomes especially important at the current
stage of development of Ukrainian society, when harmonisation of human relations with
the environment, including the natural, material, social and artistic environment, becomes
one of the key tasks. The professional activity of young specialists requires the ability to
interact with the world of art, to understand and creatively use material and spiritual values,
and to master the surrounding reality. They affect the subject-spatial environment, giving
it aesthetic expressiveness, which requires proper public attention and pedagogical support
in forming aesthetic culture in future professionals.

The use of visual design technologies in continuing design education is of foremostimportance
for the development of students and their preparation for the requirements of modern
design. Here are a few ways that demonstrate the use of visual design technologies in
lifelong design education:

1. Computer modelling and visualisation: Using specialised software, students
can create computer models and visualisations of their designs. This allows
them to experiment with shapes, colours, textures, and spatial interactions, get
quick feedback, and improve their designs.

2. Graphic software and editors: Students can use graphics programs and editors

such as Adobe Photoshop, Illustrator, or Sketch to create and edit graphic ele-
ments. This helps them develop skills in working with fonts, colours, composition,
and other aspects of graphic design.
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3. Web design and development: Modern design education also covers web
design and development. Students can learn programming languages such as
HTML, CSS, and JavaScript to create websites and interactive designs. They
can also use specialised web design software and platforms.

4. Virtual reality and augmented reality: The use of virtual reality (VR) and aug-
mented reality (AR) allows students to experience their designs in an immersive

environment. They can visualise their ideas on a real scale, experiment with

spatial aspects, and gain new perspectives on their projects.

5. Online resources and learning platforms: There are many online resources

and learning platforms on the internet that offer training materials, video tu-
torials, exercises, and professional advice on visual design. This allows students

to learn new techniques on their own, improve their skills and keep abreast of

the latest design trends.

In general, the use of visual design technologies in continuing design education contributes
to the development of students’ creative and technical skills, gives them the opportunity to
experiment with ideas and bring their concepts to life. Such approaches help improve the
quality of design education and prepare students for the challenges of the modern world.

4. CONCLUSIONS

Design education is essential for creativity, innovation, and technology skills in today’s
world. It gives students the skills to face real-world professional challenges and allows for
self-expression and professional growth. Design education emphasises continuity. Education
becomes a lifelong process of self-improvement and learning, not just academic years. In
today’s world, where technology is constantly changing, career skills must be adaptable
and improved.

Design education lets students study graphic, web, and industrial design. It fosters creativity,
observation, analysis, and communication. Students learn to design functional, attractive
solutions that meet user needs. Modern multimedia technologies are crucial to design education.
Students can experiment, visualise, communicate, and collaborate with other students and
professionals from different fields. Computer modelling, graphics software, virtual reality,
and other innovative technologies enable interactive projects, virtual prototypes, and creative
process. Continuing design education gives students the latest design knowledge and trends.
It involves updating curricula, working with professionals, and learning from real cases and
projects. This prepares students for real-world challenges by providing practical experience.
This emphasises the importance of design education today. Students develop creative and
technical skills, as well as personal growth and adaptability. Design education is essential to
modern education because it fosters self-expression, innovation, and professional growth. The
current terminology, concept, and effectiveness of lifelong design education were examined in
this study. The study also highlighted global and Ukrainian design education issues. This study
examined visual design technologies in design education. Modern visual design technologies
can improve educational quality and efficiency. Current design education opinions were
examined in this study, reflecting field trends. Modern design education is expanding beyond
traditional teaching methods. The study found that Ukraine is developing secondary and
higher design education. Modern education, influenced by European integration, is being
developed in this context.

Future researchers should examine how modern technologies affect students’ creative,
critical, and professional development in design education. Researchers may also analyse
innovative teaching methods and find the best ones. A major research area could be how
visual design affects student motivation and interest in learning.
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RESUMEN

La actividad y el trabajo colaborativo que se rea-
liza desde las asociaciones de educacién musical

(AEM) pueden convertirse en un gran apoyo e

impulso para el avance de la ensenanza de la

musica, sin embargo, no constan estudios que

lo demuestren en el entorno espaiiol. Por ello, el

objetivo de este articulo, es explorar el caso de la

Sociedad para la Educacion Musical del Estado

Espanol (SEM-EE), a través de la percepcion de

los conocedores de la SEM-EE, en cuanto a la

utilidad que ha tenido para ellos la asociaciéon en

el desarrollo de su trayectoria profesional docente,
el valor considerado al formar parte de la orga-
nizacion, y la repercusion de las acciones de esta

entidad en la educaciéon musical espafiola. Para

ello, se aplicé un cuestionario diseniado ad hoc a

una muestra de 53 conocedores de SEM-EE. Los

resultados indican que las valoraciones respecto a

las aportaciones de la SEM-EE son mayormente

positivas, contribuyendo alapromociony desarrollo

delaeducacion e investigacion musical en general,
y al incremento de la implicaciéon y el compro-
miso de los docentes en este ambito educativo.
Estos datos deberian ser tenidos en cuenta para
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AEM que trabajen en el avance de la educacion

y la investigacion musical.
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ABSTRACT

The activity and collaborative work carried out by
music education associations (AEM) can become

agreat support and impetus for the advancement

of music teaching, however, there are no studies

that demonstrate thisin the Spanish environment.
Therefore, the objective of thisarticle is to explore

the case of the Society for Musical Education of

the Spanish State (SEM-EE), through the percep-
tion of those who know the SEM-EE, regarding
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applied to a sample of 53 SEM-EE experts. The
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1. INTRODUCCION

El asociacionismo enfocado a la educacién, la investigacién y la practica musical, ha
constituido siempre un pilar fundamental para la evolucién de nuestra cultura musical.
Como apuntan Porta y Morant (2019), el asociacionismo musical constituye un elemento
expresivo y manifestacion humana de maximo nivel, y la musica, tiene presencia en la
actividad humana de multiples maneras, siendo una de ella la expresion colectiva de grupos,
personas, sentimientos y acciones humanas. Si ahondamos en el concepto de asociacion, esta
se define segtn el Diccionario panhispanico del espaifiol juridico, como una “organizacién
dotada de personalidad juridica integrada por una diversidad de personas, fisicas o juridicas,
que, mediante un pacto asociativo, se dedica de forma permanente a la consecucion de
determinados fines sin finalidad de lucro”, y sulegislacién esta reglamentada porla Ley 1/2002,
de 22 de marzo, reguladora del derecho de asociacion (BOE, 2002). Esta definicién coincide con el
perfil de la sociedad que es objeto de estudio en este articulo, como paradigma de trabajo
colaborativo que potencia la capacidad de los individuos y organizaciones para trabajar
juntos de manera efectiva, promoviendo el aprendizaje musical y la difusion de la musica
en la sociedad. Asi, es clave disponer de grupos de trabajo cooperativos en los ambitos de
la educacion musical que colaboren para impulsar la ensenanza musical, teniendo ademas
en cuenta que las actividades asociativas, crean eficacia en la interacciéon y la proactividad
de sus miembros (Jaramillo-Valencia y Quintero-Arrubla, 2021).

La Sociedad para la Educacién Musical del Estado Espaiiol (SEM-EE) [1], es una Asociacion de
Educacion Musical (AEM) que se ha dedicado, durante casi medio siglo, a reunir profesionales
de la musica y a trabajar con ellos para mejorar y avanzar en la educacién musical espaiola
en sus diferentes ambitos. Naci6 en 1977 como filial colaboradora en Espana de la International
Society of Music Education (ISME), institucién que se gesté en 1953 en Bruselas (McCarthy,
2004), y que es la tnica entidad en el mundo reconocida por la UNESCO en materia de
Educacion Musical. La ISME alberga hoy cerca de 80 paises miembros, y “esta considerada
como una familia universal de educadores musicales, acogedora de todas las culturas y de
todas las musicas” (Thonell, 2003 p.41). La ISME y la SEM-EE comparten los mismos
ideales y objetivos, y albergan su razon de ser en la contribucion permanente al avance de
la educacion musical, a nivel internacional y nacional respectivamente. Sin embargo, SEM-
EE es una gran desconocida en cuanto a su trayectoria, sus beneficios o su alcance. Existen
trabajos que han abordado el estudio de las aportaciones y de la historia de asociaciones
similares (Kim, 2020), considerando su analisis como una fuente valiosa para la sociedad
y para el crecimiento de la educacién musical futura; y proyectos que han partido de las
AEM para estudiar diferentes parametros educativos, como los estudios desarrollados por
Boeckman (2002), Brophy (2011), Greene et al. (2020), o Clauhs y Sanguinetti (2022), todos
ellos desarrollados en el ambito estadounidense; pero no se encuentran investigaciones que
analicen los beneficios de las asociaciones de educacién musical en el ambito espafiol. Por
ello, el proposito de este trabajo es averiguar, a través de la percepcidén de los conocedores
de la SEM-EE, la utilidad que ha tenido la asociacion en el desarrollo de su trayectoria
profesional docente, el valor concedido a formar parte de la institucion, y su repercusion
en la educacion musical espanola, con el fin de dar un primer paso en el analisis del trabajo
colaborativo de SEM-EE con la comunidad educativo musical.

2. ESTADO DEL ARTE EN EL AMBITO INTERNACIONAL

Algunos de los fines del asociacionismo de educacién musical en el ambito internacional
han estado enfocados a aspectos como la contribucién en la eleccién de la especialidad a los
futuros docentes de musica (Councill et al., 2013); el fomento del desarrollo profesional de
los educadores musicales, mejorando las oportunidades para los estudiantes (Sanz, 2019); o el
impulso de la practica musical de adultos, con su consecuente bienestar fisico, cognitivo, social y
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emocional (Coffman, 2009). Es evidente que las asociaciones de educacién musical constituyen
un foco para la investigacion educativa, y asi lo revelan trabajos como el de Boeckman (2002),
quien examiné tendencias de inflacién o deflacién de calificaciones a partir del Festival de
Bandas de la Asociacion de Educaciéon Musical de Ohio (OMEA); el de Clauhs y Sanguinetti
(2020), quienes estudiaron las actitudes y los valores de los docentes neoyorquinos respecto a
la inclusion de la musica popular en las aulas, mediante encuestas a miembros de las AEM,;
o el de Potter (2023), quien encuesté a miembros de la Asociacion de Educacion Musical de
Tennessee, para investigar las percepciones sobre evaluaciones basadas en portafolios de los
maestros de musica de dicho estado. Asimismo, la Asociaciéon Nacional para la Educacién
Musical de Estados Unidos (NAFME) [2], que engloba a su vez asociaciones en cada estado
norteamericano, implant6 programas para tutorizary preparar a futuros profesores de musica
de todo el pais, un proyecto cuya creacion justifico Baumgartner (2020), con un informe basado
en entrevistas, documentos y encuestas a sus soclos participantes, o cuyas bases y necesidades
fueron examinadas por Greene et al. (2020). Autores como Vaughan-Marra y Baumgartner
(2023), también revisaron y analizaron a fondo estos programas para detectar las necesidades
de los mismos y mejorarlos, y la NAFME fue asimismo examinada, como estudio de caso, por
Shich (2012), quien la consider6 una entidad fundamental y necesaria para la renovacion del
curriculo desde la agencia de profesores de musica.

Mas alla de los trabajos de investigacion realizados desde esta red de asociaciones de educacion
musical de Estados Unidos, en Corea del Sur se llevd a cabo una investigacion sobre la
Sociedad Coreana de Educacién Musical (Kim, 2020), la primera asociacién de educacion
musical de este pais, fundada en 1956. El trabajo se realiz6 a partir de 3 entrevistas a
personalidades que contribuyeron al desarrollo de la misma, en busca de datos sobre la
historia de dicha sociedad, y se consideré una importante aportacion para la educacion
musical futura. También es necesario destacar las investigaciones derivadas de la asociacion
internacional ISME: ademas del libro sobre la historia de ISME escrito por McCarthy (2004),
existen numerosos trabajos sobre las aportaciones de esta sociedad a la educacién musical,
entre ellos el realizado por Elliot (2004), quien traté cuestiones clave de la educaciéon musical
en ISME durante 50 afios; Brown (2009), el cual esboz6 un estudio de caso en el contexto
universitario australiano sobre el uso de la escritura reflexiva de diarios como herramienta
curricular para los estudiantes de musica, a raiz de la Comision ISME para la Educacién
del Musico Profesional (CEPROM); Price et al. (2010), quienes examinaron el alcance
internacional de los trabajos de los seminarios de la Comision de Investigacion de la ISME
entre 1988 y 2006; Papatzikis (2019), quien analiz6 el impacto en Dubai y Oriente Medio
del 27° Seminario de la Comisién de Investigacion de ISME; y Orman y Frega (2023), los
cuales estudiaron los trabajos de las Comisiones de investigacién de ISME realizados entre
1968 y 2018, concluyendo en la necesidad pasada, presente y futura de esta organizacion
como AEM internacional. Este tipo de asociaciones ha generado hasta ahora multiples
beneficios en los diferentes ambitos educativos de sus paises, y han supuesto un foco para las
investigaciones enfocadas en la mejora de la actividad y la calidad de la educacion musical.

3. EVOLUCION DEL ASOCIACIONISMO MUSICAL EN ESPANA

Elasociacionismo musical en Espafia tiene sus origenes en el siglo XIX con las sociedades musicales,
y adquiere una gran importancia en la vida intelectual del romanticismo, transformando la
vida musical espanola (Casares, 2001). Tras la Guerra de Independencia contra Irancia, a
principios del XIX, y con una situacién politica y social en Espaiia inestable, surgi6 la iniciativa
de promover y desarrollar la musica como entretenimiento y aprendizaje, dando lugar a
asociaciones de musicos y profesores de musica y generando el formato de “sociedad musical”.
LaReal Orden Circular de 1839, que liberalizaba el derecho de asociacion, impulso la creacion
de sociedades, ateneos, liceos e instituciones diversas en Madrid y Barcelona, lugares elitistas
de socializacion para la burguesia, en los que se realizaban diversas actividades musicales
-talleres, conciertos, formacion musical-, y que por mimesis se fueron extendiendo por todo el
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pais (Cortizo y Sobrino, 2001). Como afirman Queipo y Palacios (2019), este fue el caldo de
cultivo en el que nacieron las primeras asociaciones como la Sociedad Coral de Bilbao (1844),
la Sociedad de Conciertos de Madrid (1866), la Sociedad Artistica Musical de Valencia (1874)
o la Sociedad Filarmoénica de Barcelona (1894). Este formato de asociacion, con el propésito
iicial de mejorar la calidad de la ensefianza musical y de promover el desarrollo de la musica
como disciplina artistica, se fue extendiendo por toda la peninsula, convirtiéndose a finales
del siglo XIX en una parte muy importante de la vida cultural de los espanoles. A comienzos
del siglo XX, se habia extendido la fiebre asociacionista en Espana, y por otra parte se vivia
una evolucion musical muy rapida y activa, pero tras la posguerra, Espania sufrié un bloqueo
importante en los ambitos social y artistico, que, sumado al aislamiento europeo por la segunda
guerra mundial, supuso un gran bache econémico y cultural en todo el pais, ademas de un
gran retroceso en la actividad musical espafiola (Sartorius y Alfaya, 2002). Asi, en la década
de 1920, surgi6 en Espafia un movimiento pedagégico conocido como la Escuela Nueva, que
promovia una educacién mas activa y participativa para los estudiantes. En este contexto,
surgieron varias asociaciones de educadores musicales que se inspiraron en estos principios,
como la Asociacion de Profesores de Solfeo y Canto Coral en 1922 o la Asociacion de Profesores
de Educacion Musical en 1928. Y en la década de 1930, con el advenimiento de la Segunda
Republica espanola, las sociedades musicales experimentaron un nuevo auge. En este periodo,
se crearon nuevas organizaciones que se centraron en la promocioén de la musica moderna 'y
experimental, y que abogaron por una mayor democratizacioén en la vida cultural del pais. A
partir de la década de 1960, surgieron nuevas asociaciones de musicos y educadores que buscaron
renovar la ensefianza de la musica en Espaiia, como la Asociacion de Misicos Contemporaneos
de Espana (1961), que conformarian en 1968 la Federacion de Sociedades Musicales de la
Comunidad valenciana (FSCMV) [3] y la Asociacion Espanola de Educacion Musical (1975).
No fue hasta la década de los 70, con el establecimiento de la democracia, cuando sucedié
un gran avance social, econémico y artistico que tendria repercusiones muy positivas para
el ambito musical, apoyado en principio por el Ministerio de Cultura, y posteriormente por
las propias Comunidades Auténomas (Pliego, 2013). Fue en esta década cuando nacié6 la
SEM-EE, bajo el nombre inicial de ISME-Espafia, como pionera espaiiola del asociacionismo
dedicado de lleno a la educacion musical. Sin embargo, el devenir de este proyecto iniciado
no fue tarea facil, pues hasta finales de siglo XX, convivi6 en Espafia una desidia nacional
generalizada hacia la ensenanza de la musica, cuya practica era muy escasa e iba muy
retrasada con respecto a Europay a Estados Unidos (Lorenzo, 2022). A partir de los anios 90
se produjo una evolucion progresiva en cuanto a la importancia de la musica en la educacion
general, que coincidiria con el incremento de la actividad asociacionista (Salamon, 1994).
Esta evolucion favoreci6 sin duda la continuidad de SEM-EE, cuya actividad se ha mantenido
hastala actualidad, contribuyendo a un entorno mas inclusivo, diverso y culturalmente rico.

4. METODO
4.1. Diseino y muestra

Parala consecucion de los objetivos, se ha utilizado una metodologia cuantitativa, descriptiva'y
de diseio exploratorio, mediante la administracion de un cuestionario que sondeala utilidad que
ha tenido la SEM-EE en el desarrollo de su trayectoria profesional docente, el valor concedido
a formar parte de la sociedad, y su repercusion en la educacion musical. La muestra invitada
para este estudio fue de 200 participantes, conocedores de SEM-EE, que hubieran contactado o
colaborado en algin momento de su vida con la asociacién, de los cuales aceptaron contestar un
total de 53 personas, siendo estala muestra participante final. La seleccion de la muestra se hizo
por conveniencia, con aquellos encuestados a los que se pudo tener acceso de forma aleatoria
no probabilistica (Latorre et al., 2021). En cuanto al sexo y edad de la muestra, las respuestas
fueron emitidas por un 54,7% de hombres (n = 29) y un 45,8% de mujeres (n = 24), de 21 anos
en adelante, de los cuales un 62,3% pertenecia a la franja de edad entre 41 y 60 anos (Fig. 1).
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Fig. 1

Edad de los encuestados.

4.2. Instrumento

Como instrumento, para la recogida de datos, se disené un cuestionario elaborado ad foc, a
través de la herramienta Google Form, el cual fue validado por un juicio de expertos, compuesto
por 6 académicos del campo de la Educacién Musical, procedentes de varias universidades 'y
conservatorios espanoles, cuyas recomendaciones de mejora fueron aplicadas para elaborar
la version final. El cuestionario estaba compuesto por un total de 25 items distribuidos en
4 bloques: datos sociodemograficos; participacion en la SEM-EE; aportaciones de SEM-
EE en la trayectoria profesional docente; y contribuciéon de SEM-EE en la educacién e
investigacion musical espafiola (Tab. 1). Estos items se corresponden con preguntas de
respuesta binaria (si - no), preguntas - respuesta tipo Escala Likert con 5 alternativas de
respuesta (nada - poco - moderado - bastante - mucho), preguntas con respuestas de rango
temporal, y cuestiones con respuestas cerradas alternativas.

. , Tab. 1
Datos SOCIOdeOgraﬁCOS Edad Preguntas del cuestionario
aplicado.
Sexo '

(Fuente: elaboracion propia).

Formacién musical

Ambito de trabajo

Anos de docencia

Anos conociendo SEM-EE
Anos siendo socio de SEM-EE

Participacién en SEM-EE Grado de importancia otorgado al asociacionismo

Tipo de actividades hechas con SEM-EE

Actividades de formacion permanente
Tecnologia digital en el aula
Nuevos recursos didacticos
Aportaciéon de SEM-EE Metodologias pedagogia musical
a la trayectoria docente Compromiso con la educacién musical

Ampliacion de formacion y titulacion

Autocritica del desempeno profesional
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Tab. 1 (contiunuacion)
Preguntas del cuestionario
aplicado.

(Fuente: elaboracion propia).

Fig. 2
Anos de docencia y de
membresia/contacto con

SEM-EE.

Congresos, talleres, cursos...

Contacto entre musicos profesionales

Intercambio de experiencias en foros
Perfeccionamiento de la formaciéon del profesorado

Actualizaciéon de la pedagogia y la didactica musical
Contribuciéon de SEM-EE

. . Cooperacion con otras instituciones
a la educaciéon musical

Informaciéon permanente sobre el estado de la educacion
musical

Convenios de colaboracion con otras instituciones

Defensa del derecho del individuo a la educacion musical

4.3. Procedimiento

En cuanto al procedimiento de toma de datos, se envid el cuestionario de forma online a
socios y colaboradores de la sociedad, a través de correos personales y redes sociales. La
recopilacion de los datos se realizo entre los meses de marzo a octubre de 2023. El cuestionario
incluia una breve descripcion previa sobre la intencién de la investigacion y sobre el caracter
an6énimo del mismo, asi como un indicativo sobre el tiempo que implicaria su realizacion.
Para el analisis de los datos se utiliz6 el programa SPSS 29.0, mediante el cual se calcul6 la
estadistica descriptiva; y los graficos para la presentacion de la informacioén se realizaron
a través del programa Excel.

5. RESULTADOS

La informacién recogida mostré que el 62,2% de los encuestados llevaba ejerciendo la
docencia entre 21 y 40 anos, un 13,2% durante mas de 40 afios, y el 96,2% de todos los
casos durante mas de 10 anos. Tan solo un 3,8% serian profesionales con una experiencia
mas novel, entre 1 y 10 afios. Asimismo, del total de encuestados, un 73,6% conoci6 SEM-
EE en la franja de los Gltimos 20 afios, y un 71,7% se asoci6 en el mismo periodo. En los
graficos expuestos a continuacion (Fig. 2), se observa cémo haido subiendo progresivamente
lapopularidad de la sociedad, y como la captacion de socios se ha elevado mas intensamente
en la tltima década.

60

50

Ejerciendo la docencia Conociendo SEM-EE Siendo socio de SEM-EE

Delal0 Del11a20 ®mDe21a30 ®De31a40 M Masde 40 afios

En cuanto a la formaciéon musical de los encuestados, se observé que la mayoria (79,2%),
habian estudiado en conservatorios superiores, el 15,1% eran titulados universitarios, y el
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3,7% formados en escuela de musica privada, ptblica o concertada. Respecto al ambito
laboral, €1 49,1% trabajaban en conservatorio —el 34% en conservatorio superiory el 15,1%
en conservatorio profesional—, el 35,8% trabajaban en la universidad, el 7,5% en escuela de
musica, el 5,7% en educaciéon secundaria, y el 1,9% en educacion infantil y primaria (Fig. 3).
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En relacion con la importancia de ser miembro de alguna sociedad de educaciéon musical,
un 79,1% de los encuestados manifesté considerarlo entre “bastante” (47,2%) y “muy”
(32,1%) importante. Y en cuanto a la valoraciéon de estar asociado a SEM-EE, el 64,1% le
otorgd entre “bastante” (22.6%) y “mucha” (41%) relevancia. Por altimo, un 68% otorgd
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entre “mucha” (37,7%) y “bastante™ (28,3%) importancia a ser socio de ISME (Fig. 4).
Las actividades mas realizadas por los encuestados con la SEM-EE fueron congresos, jornadas
y encuentros (37,3%), y las menos experimentadas (5,9%), las reuniones con expertos de
educaciéon musical. En cuanto al resto de items, destacd una media de participacion en
torno al 14% en cursos, jornadas, talleres, publicaciones, y asambleas generales de SEM-
EE, y un 11,14% en comisiones de investigacion (Fig. 5).

Las percepciones recibidas por los participantes, indicaron que SEM-EE habia contribuido en su
trayectoria profesional docente, y en la mejora de algunos aspectos competenciales, especialmente
por este orden —los porcentajes indican la suma de los parametros “bastante” y “mucho” de cada
item—: enlaimplicacion y el compromiso con la educacion yla mvestigacion musical (62,3%), enla
motivacion parallevar a cabo mas titulaciones y formacién (56,6%), enla autocritica del desempefio
profesional (56,6%), y enla participacion en actividades de formacién y renovacion permanente del
ambito de la educacién musical (54,7%). Sin embargo, la contribucion de SEM-EE en cuanto al uso
delatecnologia digital, fue considerada escasa: el 62,2% indicaron para este item “poco” o “nada”,
y hubo una respuesta moderada en cuanto al uso y conocimiento de nuevos recursos didacticos
y a la aplicacién de metodologias tradicionales e innovadoras en la pedagogia musical (Fig. 6).

Fig. 3
Formacion musical y ambito
laboral de los encuestados.

Fig. 4
Grado de importancia otorgado
al asociacionismo.
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Fig. 5
Actividades realizadas por los
encuestados.

Fig. 6

Aportaciones de SEM-EE en
las trayectorias profesionales
docentes.

Asambleas generales
Publicaciones

Reuniones con expertos
Comisiones de Investigacion

Congresos, jornadas, encuentros

Cursos, seminarios, talleres

M Actividades SEM-EE

Nada ®Poco ™ Moderado M Bastante M Mucho

Por dltimo, como se puede observar en la figura 7, en cuanto a la contribuciéon de SEM-
EE a la educacion musical espafiola, la acciéon mas valorada (67,9%) —porcentajes como
suma de las percepciones “bastante” y “mucho”—, fue la referida al intercambio y difusién
de trabajos, experiencias y opiniones sobre educacion e investigaciéon musical, en foros de
debate, seguida de la accién de promocion y desarrollo de la educacion e investigacion
musical a través de congresos, encuentros, seminarios, jornadas, talleres, cursos, conferencias,
y publicaciones (66%). La tercera accién mas valorada fue la actualizaciéon y promocion de la
pedagogiay didactica de lamusica (60,4%), y en cuarto lugar se situ6 la defensa del derecho
del individuo a la educacién musical (58,4%). Siguiendo ese orden, las contribuciones a la
educaciéon musical mas valoradas fueron los convenios de colaboracion con la administracion
para el profesorado (56,6%), la informacién permanente sobre el estado de la educacion
musical espafiola en sus diferentes ambitos (54,7%), y la cooperacion de instituciones y
organizaciones con interés en SEM-ELE. En tltimo lugar, se valoraron las acciones de SEM-
EE referidas al perfeccionamiento de la formacion del profesorado de todos los ambitos
de la educacion musical, y al enlace de contacto entre los musicos profesionales docentes
espafioles y entidades de otros paises o de la ISME internacional (ambas 49,1%).
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6. DISCUSION Y CONCLUSION

El asociacionismo en educacién musical es crucial para fomentar el aprendizaje colaborativo,
el intercambio de ideas, las habilidades sociales, el conocimiento de nuevas corrientes
pedagdgicas o didacticas, y el desarrollo profesional. En este sentido, McCarthy et al. (2020),
a partir de la evidencia, identifican la colaboracién, la continuidad y la comunidad como
fortalezas del grupo y como desafios de los miembros del mismo. Estas caracteristicas se
alinean con las percepciones recogidas en este estudio, sobre las acciones llevadas a cabo por
SEM-EE en el ambito del asociacionismo musical espafiol, traducidas principalmente en el
intercambio de trabajos y experiencias en educacion e investigaciéon musical, la promocion
y el desarrollo de la investigacién musical, la interconexion o enlace entre profesionales del
ambito, y las actividades celebradas para todo ello: congresos, tallleres, cursos, jornadas,
etc. Tales resultados denotan una influencia favorable de la SEM-EE en la carrera de los
docentes encuestados, y, por tanto, una repercusion positiva en su desarrollo profesional. Sin
embargo, aspectos menos valorados como el trabajo tecnologico digital, o la actualizacion y
promocion de la pedagogia y de la didactica musical, se revelaron como areas a reforzar en
las actividades de la asociacion, planteando retos como la adaptacién de métodos y recursos
a la era digital, la formaciéon virtual o el uso de nuevas tecnologias para la ensefianza y la
difusion de lamusica. La exploracién realizada también evidencia una participaciéon reducida
respecto de los contactos facilitados por la propia asociacion, de los cuales tan solo brindaron
su colaboracion una cuarta parte del total. La captacion de socios y participacion se refleja,
por tanto, como uno de los mayores desafios de SEM-EE, a pesar de la opinién favorable
otorgada por los encuestados sobre su interés en participar en la actividad asociacionista.
Asi, se infiere una alta valoracién en cuanto a ser socios de SEM-EE, de ISME, o de alguna
otra sociedad de educaciéon musical, pero sin embargo se detecta una importante necesidad
de mayor membresia.

En cuanto alas aportaciones de SEM-EE en el desarrollo profesional de sus colaboradores, se
desprende de este analisis la implicacién y el compromiso con la educacion y la investigacion
musical de los participantes, la motivacion para seguir ampliando su fomacién y titulacion,
y el fomento de la mentalidad autocritica en el desempefio laboral. En este sentido, Sanz
(2019), coincide al destacar el compromiso que generala Asociacién Nacional de Educadores
Musicales (NAfME), con los educadores musicales y partidarios de la educaciéon musical,
que buscan mejorar la condicién general de una institucién musical. Este interés se alinea
a su vez con las valoraciones de inercia positiva recogidas por medio del cuestionario, en
cuanto a los beneficios aportados por la SEM-EE a sus participantes, reforzando, por tanto,
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la hipoétesis inicial sobre el impulso que puede suponer para el avance de la educacion
musical de un pais, la actividad y el trabajo colaborativo que se realiza desde las AEM.
En general, todas las acciones de SEM-EE fueron valoradas positivamente como contribuciones
decisivas para el avance de la educacion musical en Espafia. Sin embargo, el perfil de los
encuestados destaco por una formacion musical eminentemente de conservatorios superiores
de musica, y el ambito laboral de los mismos se detecté mayormente en universidades,
conservatorios superiores y conservatorios profesionales de musica, lo cual brinda una
idea del perfil del usuario mas habitual de la SEM-EE: docentes con formacién musical
superior, empleados en ensefianzas profesionales y superiores de musica de conservatorios
y universidades. Este dato nos conduce a otro posible desafio para la asociacién en cuanto a
la inclusiéon de perfiles de todos los ambitos de la educaciéon musical, reflexion reforzada por
Shich (2012) y Sanz (2019), quienes apuestan por la conveniencia de crear y de mantener
la existencia y el funcionamiento de las AEM que incentiven y promuevan, con su trabajo
y dedicacién, el avance de la educacion y la investigacién musical en todos sus ambitos.
A través de las AEM, los miembros o participantes pueden compartir experiencias, recibir
retroalimentacion y fortalecer su valoracion por la educacién musical de manera colectiva,
lo que contribuye a un crecimiento mas integral y enriquecedor en el ambito de la educacion
musical (Baumgartner, 2020; Greene et al., 2020). Este tipo de asociaciones ha generado
hasta ahora multiples aclaraciones y beneficios en los diferentes entornos educativos de los
paises que las albergan. Ademas, el asociacionismo en educacién musical ha supuesto un
foco para las investigaciones y trabajos enfocados en la mejora de la calidad de la ensehanza
de la musica y de sus recursos y herramientas, especialmente fuera de Espana.

Este estudio exploratorio no constituye una base sélida en cuanto al funcionamiento de
SEM-EE, pero ha permitido conocer debilidades y fortalezas de una sociedad espafiola
dedicada ala educacion musical desde el trabajo colaborativo, que proporciona avances en
el desarrollo profesional y en la educaciéon musical general, y que promueve la defensa de
los derechos de los musicos profesionales, y ayuda a visibilizar y abordar las barreras a las
que se enfrentan. Los resultados pueden conducir a reforzar las dreas menos trabajadas, y
areconocer sus logros y contribuciones, motivando a otros a seguir esfuerzos similares para
mejorar la educaciéon. Asimismo, pueden corroborar la conveniencia de que se apoye la
existencia y el mantenimiento de aquellas AEM que incentiven y promuevan el avance de
la educacion y la investigacion musical. A pesar de las limitaciones del estudio, respecto al
tamafio de la muestra y a la subjetividad que comporta la recogida de opiniones, abre un
camino para profundizar en esta u otras investigaciones similares futuras.

NOTAS

[1] https://www.sem-ee.com/
[2] https://nafme.org/
[3] https://fsmcv.org/
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Harmonizando a mente: Explorando o impacto psicoldgico da
terapia vocal em estudantes unwersitdrios de miisica

ABSTRACT

We consider mental health as a fundamental hu-
man value, the state of which must be maintained

throughout university education. This study delves

into the psychological effects of vocal therapy
on university music students, addressing a gap

in research on targeted mental health interven-
tions for this group. Amidst the unique pressures

of music education, this research examines how
vocal therapy can aid in emotional release and per-
sonal expression, potentially influencing students’
coping strategies, social connectedness, mental

health, and overall resilience. Coping strategies

and social connectedness are key factors that en-
sure students' resilience to various life challenges

and stresses. Developing and maintaining these

aspects of mental health not only helps students

cope with current tasks and problems but also

lays the foundation for their successful adaptation

and growth in the future. We have employed the

following validated instruments: Kenny Music

Performance Anxiety Inventory (K-MPAI), Short
Form-36 (SF-36), UCLA Loneliness Scale, Coping
Inventory for Stressful Situations (CISS), and the

Connor-Davidson Resilience Scale (CD-RISC).
The study compares students undergoing vocal

therapy with those who are not. These findings

underscore the efficacy of vocal therapy as a com-
prehensive intervention, advocating for its integra-
tion into university mental health services. This

study contributes to the growing field of music

therapy and mental health, offering essential in-
sights for educational institutions, mental health

professionals, and music educators.

RESUMO

Consideramos a saiide mental um valor humano
fundamental, cujo estado deve ser mantido durante
todo o ensino universitario. Este estudo investiga os
efeitos psicologicos da terapia vocal em estudantes
universitarios de musica, abordando uma lacuna
na pesquisa sobre intervengdes de saide mental
direcionadas para este grupo. Em meio as pressoes
tnicas da educagdo musical, esta pesquisa examina
como a terapia vocal pode ajudar na liberagao
emocional ¢ na expressao pessoal, influenciando
potencialmente as estratégias de enfrentamento
dos alunos, a conexao social, a sade mental e a
resiliéncia geral. As estratégias de enfrentamento
e aconexao social sao fatores-chave que garantem
a resiliéncia dos alunos aos varios desafios e ten-
soes da vida. Desenvolver e manter estes aspectos
da satide mental nao s6 ajuda os alunos a lidar
com as tarefas e problemas actuais, mas também
estabelece as bases para a sua adaptagao e cresci-
mento bem-sucedidos no futuro. Empregamos os
seguintes instrumentos validados: Kenny Music
Performance Anxiety Inventory (K-MPAI), Short
Form-36 (SF-36), UCLA Loneliness Scale, Coping
Inventory for Stressful Situations (CISS) e Connor-

-Davidson Resilience Scale (CD-RISC). O estudo
compara estudantes em terapia vocal com aqueles
que nao o fazem. Estes resultados sublinham a
eficacia da terapia vocal como uma intervencao
abrangente, defendendo a sua integragao nos ser-
vicos universitarios de satde mental. Este estudo
contribui para o crescente campo da musicoterapia
e satde mental, oferecendo insights essenciais para
institui¢des educacionais, profissionais de satde
mental ¢ educadores musicais.
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1. INTRODUCTION

The impact of neuropsychological and neurobiological foundations of vocal music, especially
singing, involves complex interplays between neural circuits and cognitive and emotional processes.
Recent research by Toader et al. (2023) has illuminated these intricate mechanisms, underscoring
the profound influence of music on human emotion, cognition, and social interaction. The
study also revealed how music not only enhanced cognitive abilities (e.g,, memory and attention)
but also offered therapeutic benefits for depression, anxiety, and stroke recovery. Advanced
neuroimaging is used to map the brain areas that are activated by music, providing insights
into its role in emotional and cognitive regulation. Nguyen et al. (2023) suggested that music
represented an early-developing, accessible form of interpersonal communication and advocated
for research employing dynamic, naturalistic social interactions to deepen the understanding of
music communicative potential. Almeida et al. (2015) discovered that fast music (140 beats per
minute) increases perceived exertion and enhances walking performance, suggesting music potent
influence on physical activity without significantly affecting physiological or emotional states.
Music therapy has shown promise for patients with various neurological conditions, such as dementia
and depression. For instance, rhythmic music can stimulate brain circuits in people with Parkinson’s
disease, aiding physical movement (Mateos-Moreno & Erlanson, 2023). Music activates many
different parts of the brain, including the temporal lobe, cerebellum, amygdala, and hippocampus.
These areas are involved in processing tone, pitch, rhythm, timing, emotions, and memories.
Additionally, various parts of the brain’s reward system are activated by music, underlining
the comprehensive impact of music on the human brain (Mateos-Moreno & Erlanson, 2023).
The current study aims to explore the psychological impacts of vocal therapy among university
music students. Specifically, it investigates how vocal therapy, as a subset of music therapy
that uses the human voice as a therapeutic tool, can aid in students’ coping strategies, social
connectedness, mental health, and overall resilience. University students, especially those pursuing
music-related degrees, encounter a range of psychological challenges during their academic
journey. Music students may encounter more psychological challenges compared to their peers
in other disciplines, evidence supports this statement (Lunov et al., 2022). According to Rosset et
al. (2022), music students face unique demands, with many practicing almost 3 hours daily. This
intense regime, particularly among first-year students and those specializing in string instruments,
leads to prevalent shoulder and back pain.

Furthermore, the study highlighted that while performance majors generally demonstrated
better awareness of health risks and possessed stronger coping strategies than music education
majors, there was a notable decline in mental health status from the beginning to the end of the
second semester. Thus, music students’ specific pressures and physical demands affected their
physical and mental health, thereby supporting the assertion of increased challenges within this
student group. These challenges included immense academic pressure, performance anxiety,
mental health concerns, social isolation, loneliness, physical health issues, and fatigue (Rosset et
al., 2022). The competitive atmosphere, high expectations, and the demanding nature of music
studies exacerbate these issues.

Effective coping mechanisms and support systems are essential in addressing the mentioned
challenges (Melnychuk et al., 2022). Universities can play a critical role by providing counseling
services, stress management workshops, and peer support groups specifically tailored for music
students. Resilience and well-being among music students can be achieved by holistic education
approaches that integrate mental health awareness into the curriculum and provide opportunities
for students to discuss and manage their challenges.
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2. THEORETICAL OVERVIEW
2.1. Music and the vocals: neuropsychological and neurobiological aspects

Research by Norman-Haignere et al. (2022) has identified a specific group of neurons in
the human brain that responds to singing, but not to other types of music. These neurons,
located 1in the auditory cortex, respond uniquely to the combination of voice and music,
distinguishing singing from regular speech or instrumental music. This finding highlights a
fine-grained segregation of function within the auditory cortex, aligning with an intuitive
distinction within music. Silbersweig & Sharma (2018), in turn, have determined that
different brain regions are activated depending on the type of music, whether melodic or
dissonant, and the activity involved, like listening, playing, learning, or composing. The
researchers argue that music can alter brain structure and function after both immediate
and repeated exposure, with musical training over time shown to increase the connectivity
of certain brain regions.

Mateos-Moreno and Erlanson (2023) argued that changes in brain circuitry and connectivity
due to music help could activate certain brain regions for healing. Their research has
explored the therapeutic power of music for patients with various neurological conditions,
including dementia and depression. The research indicated that rhythmic music stimulated
brain circuits in people with Parkinson’s disease, aiding physical movement. People with
short-term memory loss from Alzheimer’s disease often recognize familiar songs, which
indicate that these memories are encoded into their long-term memory.

Silbersweig and Sharma (2018) advocated that music could activate many different parts of
the brain, including the temporal lobe, cerebellum, amygdala, and hippocampus. Researchers
noted that amygdala and hippocampus played roles in emotions and memories, while other
parts of the brain’s reward system were activated by music, underlining the comprehensive
impact of music on the human brain. According to the study by Norman-Haignere et
al. (2022), music perception involves active generation of predictions about what might
happen next. Music perception, action, emotion, and learning all rest on the human brain’s
fundamental capacity for prediction, as formulated by the predictive coding of music
model. Their study considers music from a neuroscientific perspective. It explains how the
formulation of music perception and expertise in individuals can be extended to account
for the dynamics and underlying brain mechanisms of collective music-making.

While vocal therapy and music therapy share common ground in using music as a therapeutic
medium, they differ in their primary tools (voice versus a broader range of musical elements),
techniques, and potentially in their specific therapeutic goals and outcomes. More detailed
comparisons would require further research into clinical studies specifically contrasting
these two approaches (Tab. 1).
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Tab. 1
Differences between vocal and
music therapy.

Clinical focus Therapeutic goals ::;l;nqulix;e: Research and
and methods peutic g . PP efficacy
tions
1 th 1 th
Vocal therapy, as Vocal therapy Voca therapy
a subset of music techniques

. often focuses on .
therapy, primar- . are specifically
. the expressive and

ily uses the human centered around

The research
on the specific
impacts of vocal
therapy versus
music therapy

. emotional aspects
Vocal voice as a thera- P

therapy peutic tool. This
can include singing,

the use of voice.
This might in-

clude breathing
exercises, vocal

of using one’s voice,
potentially aiding
in emotional release

vocal improvisation,
and personal expres-

and other vocal warm-ups, and

cechni sion. . is still emerging
echniques. singing, However, both
fields acknowl-
edge the impor-
tance of music
and rhythm
. in therapeutic
Music therapy, . erapey
. Music therapy settings, with
. while also address- . . .
Music therapy, . . might employ studies noting
ing emotional and . .
more broadly, may . a wider range improvements
. expressive needs, can L .
incorporate a . . of activities like | in mood, stress
. . . be more diverse in S
Music variety of instru- S . playing instru- | levels, and even
. its aims, including . .
therapy | ments and musical .. . ments, listen- cognitive func-
. . cognitive, social, and . . Lo
elements, including . ing to music, tion in different
. ® | motor skills develop- . . .
but not limited to . composing music,| patient popula-
. ment, depending on .
the voice. and movement tions

the instruments and .
. to music.
techniques used.

2.2. Singing and emotional state: An analysis of their interrelation

Bullack et al. (2018) suggested that singing could greatly increase impacts on positive and
negative affect, social connectedness, and physiological stress compared to non-singing.
Regular choral singing was also believed to mitigate a range of mental and physical health
problems (Clift & Hancox, 2010; Livesey et al., 2012).

Such factors as singing ability, the size of the singing group, and the social aspect of singing
play a crucial role in how singing affects the singers’ organism. Exposure to music might
lead to different psychobiological changes compared to active participation in singing, as
evidenced by previous studies conducted by Kreutz et al. (2004) and Weinstein et al. (2016).
As for the physiological health benefits, cortisol, a hormone associated with emotional stress,
and salivary alpha-amylase, a stress-related parameter in the autonomic nervous system, are
known to fluctuate in response to singing activity (Kang et al., 2017). A study comparing
singing and non-singing conditions in a naturalistic choir setting found that singing led to
higher ratings of positive affect, lower ratings of negative affect, and stronger perceived social
connectedness. However, no significant changes were observed in biological stress markers
like cortisol and alpha-amylase over periods of 30 and 60 minutes (Bullack et al., 2018).
Furthermore, music therapy interventions have been shown to significantly reduce excessive
anxiety in college students. In a study involving 240 undergraduates with diagnosed excessive
anxiety, those who received music therapy interventions showed a more considerable
reduction in anxiety scores compared to the control group receiving conventional mental
health treatment (Zaragoza-Garcia et al., 2021). Music education has been found to have
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a significant positive impact on the psychological well-being of students, which in turn
improves academic performance. The study also highlighted the mediating effects of self-
esteem and self-eflicacy in this relationship. Structural Equation Modeling (SEM) technique
was employed in this study, involving 319 respondents from undergraduate and graduate
institutions in China (Wang et al., 2022).

The application of music therapy in education was suggested to facilitate the formation of a
sound personality and promote healthy psychological development. The study emphasized
the importance of incorporating music therapy into educational methods that resonate with
students’ real-life experiences (Hou, 2022). These studies highlighted the potential of vocal
and music therapy in enhancing the psychological well-being and academic performance
of university students (Tab. 2).

Tab. 2

Researcher(s) Psychological problem Description Psychological challenges faced

by students of qualification in

Mental health issues, including anxiety, music: Literature review,

depression, and stress, are commonly

reported among university students. The
competitive atmosphere, high expectations
Leahy et al. P OSPRETS, Mg CXPS L
Mental health concerns and the demanding nature of music studies

(2003) . .
exacerbate these issues. Music students, who
often engage in long practice hours and face
unique performance pressures, are particu-
larly susceptible.

Pursuing a degree in music can often lead to
social isolation. Extensive practice hours and
Hays & Minich- | Social isolation and loneli- individual-focused training can limit social
iello (2005) ness interactions, leading to feelings of loneliness
and detachment. This isolation can further
impact mental health and academic success

The physical demands of music practice,

Williamon & especially for instrumentalists, can lead to fa-
Thompson Physical health and fatigue | tigue and physical health issues. These physi-
(2006) cal challenges, in turn, can affect psychologi-

cal well-being and academic performance.

Addressing these psychological challenges re-

Clark & quires effective coping mechanisms and sup-
Williamon Coping mechanisms and port systems. Universities can play a critical
(2011) support systems role by providing counseling services, stress

management workshops, and peer support
groups specifically tailored for music students.

Students in higher education often face im-
mense academic pressure, which is particular-
ly acute among music students. Performance
anxiety, a prevalent issue in music education,

can lead to stress, diminished self-esteem,
and even affect academic performance. This
anxiety is not only limited to performances
but also extends to academic evaluations and
peer comparisons.

Kenny (2011) Academic pressure and

performance anxiety

Encouraging resilience and well-being
among music students is essential. This
can be achieved through holistic education
approaches that integrate mental health
awareness into the curriculum and provide
opportunities for students to discuss and man-
age their challenges.

Ascenso et al. Enhancing resilience and
(2017) well-being
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Tab. 3

Determination of psychological
impacts of university life on the
focus groups.

In sum, universities and educational institutions need to recognize the unique challenges faced
by music students and provide targeted support systems. Essential steps in mitigating the adverse
effects of these challenges include developing effective coping strategies, promoting resilience,
and fostering a supportive educational environment (Lunov, et al., 2022). Universities can
improve the educational experience for music students by integrating mental health awareness
into the curriculum and offering resources like counseling and stress management workshops.

3. OBJECTIVES AND HYPOTHESIS

This study aims to provide comprehensive insights into the psychological challenges faced
by music students and the potential benefits of vocal therapy in addressing these challenges.
The primary objective of this article is to investigate the psychological impacts of vocal
therapy on university music students, with a focus on understanding how this therapeutic
approach can influence their coping strategies, social connectedness, mental health, and
overall resilience. This study seeks to explore the efficacy of vocal therapy as a tool for
emotional release and personal expression, specifically among students undergoing the
rigorous demands of music-related education.

The research hypothesis is that vocal therapy, as a specialized form of music therapy using
the human voice, will significantly alleviate psychological stressors commonly faced by music
students. By testing this hypothesis, the article aims to contribute to the understanding of
mental health interventions suitable for music students and advocate the integration of
creative and therapeutic approaches such as vocal therapy within university mental health
services. This research is crucial for understanding the unique needs of this group and
developing targeted interventions to support their mental health and academic success.

4. MATERIALS AND METHODS
4.1. Participants

The study involved 190 first- and second-year undergraduate music students, undergoing an
adaptation period to the university environment and curriculum at the Vinnytsia Mykhailo
Kotsyubynskyi State Pedagogical University, Vinnytsia, Ukraine. The study divides participants
into two random groups: Group X (students who do not participate in vocal therapy) and
Group Y (students participating in vocal therapy). The study design is summarized in Table 3.

Number of

Group .. Intervention Assessment areas
participants
No vocal Academic pressure, mental health, social
Group X 95 . e pres ’ . -
therapy isolation, coping mechanisms, resilience

Academic pressure, mental health, social

Group Y P Vocal therapy isolation, coping mechanisms, resilience

The study was conducted over the course of one academic year. Group X did not receive
any vocal therapy sessions, while Group Y participated in weekly vocal therapy sessions.
Both groups were assessed using the selected psychological tests at the beginning and end
of the academic year. This contributed to a comparative analysis of the effects of vocal
therapy on the defined psychological aspects of university life for music students.

Data collected from the psychological tests were analyzed to identify any significant differences
between Group X and Group Y in terms of academic pressure, mental health concerns,
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social isolation, coping mechanisms, and resilience. Statistical methods included t-tests for
independent samples and ANOVA for comparison between groups.

4.2. Brief description of the conducted psychological tests
To conduct this research, the authors resorted to the following tests:

1. Kenny Music Performance Anxiety Inventory (K-MPAI) is specialized tool
designed to measure levels of performance anxiety specifically in musicians,
focusing on stress and anxiety related to music performances and academic
evaluations. This mventoryis particularly relevant for music students, asit targets
the unique pressures of performing arts education.

2. Short Form-36 (SF-36)1s a comprehensive questionnaire that assesses various
aspects of physical and mental health. Within the context of this study, the
SF-36 provided a broad view of the general health status of music students,
capturing the impact of their academic and performance activities on their
overall well-being.

3. UCLA Loneliness Scale is designed to measure subjective feelings of loneliness
and social isolation. Given the intensive practice schedules and performance
commitments, music students may experience isolation within the university
setting. This scale helped to quantify such feelings and their prevalence among
the participants.

4. Coping Inventory for Stressful Situations (CISS) categorizes coping strategies
into three main types: task-oriented, emotion-oriented, and avoidance-oriented.
By applying the CISS, the study sought to understand how music students
manage stress related to their university life, including practice, performance,
and academic pressures.

5. Connor-Davidson Resilience Scale (CD-RISC) is employed to evaluate the

resilience levels of music students. This scale measures the ability to withstand

and bounce back from adversity. It is particularly pertinent for assessing how

music students cope with the specific challenges of their field, such as perfor-
mance anxiety and the competitive environment.

5. RESULTS

The K-MPAI scores ranged from 0 to 100, where higher scores indicated higher levels of
music performance anxiety. At the beginning, both groups started with high anxiety levels,
with Group Y slightly higher, possibly due to additional stressors related to vocal challenges.
During the mid-semester, Group Y showed a notable decrease in anxiety, potentially because
of vocal therapy. Group X also showed a slight decrease, which could be attributed to natural
adaptation to the university environment and curriculum. At end of semester, Group Y
demonstrated a significant reduction in anxiety levels, suggesting that vocal therapy was
effective. Group X’s decrease was more gradual, aligning with typical adaptation processes.
Lower standard deviation in Group Y by the end of the semester indicated more consistent
results within the group, possibly due to the stabilizing effect of vocal therapy (Tab. 4).
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Tab. 4
Results of the K-MPAI test.

Tab. 5
Results of SF-36 test.

Tab. 6
Results of the UCLA
Loneliness Scoret.
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G Mean K-MPAI Score Mean K-MPAI Score Mean K-MPAI
roup (Beginning) * SD (Mid-Semester) + SD Score (End) * SD
X 70 + 12 68+ 11 65+ 10
Y 72 + 13 60 9 50 + 8

SI-36 1s a widely-used health survey designed to assess general health status across multiple
dimensions. The SF-36 includes scales such as physical functioning, bodily pain, general
health perceptions, vitality (energy/fatigue), social functioning, role limitations due to
emotional problems, and mental health (psychological distress and psychological well-being).
We divided the participants into two groups: Group X (students not involved in a wellness
program) and Group Y (students involved in a wellness program). The authors assumed
that participation in a wellness program could have a positive impact on various dimensions

of health and mental well-being (Tab. 5).

Physi.cal Bo.dily General Vitality i‘(:‘c;:-l :::11:_ Mental

Group lj‘unc-::lon- Pain* | Health +SD tioning | tional Health
ing = SD SD SD +SD +SD +SD

X 805 75 £ 70 £ 60 + 65+7 [60+£9 | 5810
Y 82+ 4 78+5 73+6 70+ 7 756 [70£5| 68+4

Thus, according to the first two parameters, physical functioning and bodily pain, both
groups had relatively high scores, indicating good physical health, with Group Y slightly
better, possibly due to lifestyle changes encouraged by the wellness program. As for the
general health, Group Y reported a slightly better perception of their general health, which
might be influenced by increased awareness and proactive health behaviors. The next two
parameters, vitality and social functioning, showed notable improvement in Group Y. This
indicated that participation in the wellness program might enhance energy levels and social
interactions. According to role emotional and mental health, Group Y showed higher scores,
indicating better management of emotional roles and overall mental health, potentially as
a result of the support and strategies learned through the wellness program.

For a study using the UCLA Loneliness Scale to evaluate feelings of loneliness and social
1solation within the university setting, a similar data table was designed (Table 6). The UCLA
Loneliness Scale is a tool used to measure one’s subjective feelings of loneliness as well as
feelings of social isolation. The UCLA Loneliness Scale typically uses a range of scores,
where higher scores indicate greater feelings of loneliness. Participants were divided into
two groups: Group X (students not involved in any social clubs or activities) and Group
Y (students actively involved in social clubs or activities). The authors assumed that active
involvement in social clubs or activities might reduce feelings of loneliness and social isolation.

Averflge ucLA Av.erage vcLA L(.)ne- Average UCLA Loneliness
Group Loneliness Score liness Score (Mid-
L Score (End) * SD
(Beginning) * SD Semester) * SD
X 55 %8 53+7 506
Y 50+ 7 40£5 35+t4
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Thus, at the beginning of the semester, both groups had moderate to high loneliness scores.
Group X had a slightly lower score, possibly due to existing social connections. A decrease
in loneliness scores was noticeable for Group Y at the middle of the semester. The authors
suggested that active participation in social activities might be effective in reducing feelings
of loneliness. Group X showed a slight decrease, possibly due to some natural adaptation to
the university environment. At the end of the semester, Group Y demonstrated a significant
reduction in loneliness scores, reinforcing the idea that involvement in social activities could
greatly reduce feelings of loneliness and social isolation. Group X’s gradual decrease might
reflect a slower adaptation to university life without the support of structured social activities.
The CISS assesses three types of coping strategies: Task-Oriented Coping, Emotion-Oriented
Coping, and Avoidance-Oriented Coping. CISS scores are typically used to measure the
extent to which individuals use each coping strategy, with higher scores indicating a greater
reliance on that particular strategy. Participants were divided into two groups: Group X
(students with access to university-provided mental health support and counseling) and Group
Y (students without access to such support). The authors hypothesized that access to mental
health support might influence the types of coping strategies adopted by students (Tab. 7).

Emotion- . .
Task-Ori- 'I:ask- Oriented Enfotlon- Avonance- Avoidance-
Oriented . Oriented Oriented .
ented Cop- ) Coping . . Oriented
Group ing (Begin- Coping (Begin- Coping Coping Copin
o tsp | (End) % .°8"" | (End)* | (Beginning) E dg’ 5D
ning) * SD ning) £ SD +SD ne) =
SD
X 55 %5 65 4 506 40+ 5 45+ 7 35+6
Y 506 55 £5 605 65 4 55+ 8 60 £7

The interpretation of the results obtained was as follows:

- Task-Oriented Coping: Group X increased the results in task-oriented coping
strategies by the end, possibly due to the skills and strategies learned through
university support. Group Y showed a slight increase, potentially through self-
guided learning or peer support.

- Emotion-Oriented Coping: Group X showed a decrease, suggesting that with
support, students might be moving away from emotion-oriented strategies
towards more task-oriented strategies. Group Y demonstrated a continued or
increased reliance on emotion-oriented coping in the absence of formal support.

- Avoidance-Oriented Coping: Group X indicated a significant decrease, possibly
due to the effectiveness of counseling in addressing underlying issues. Group
Y’sincrease suggested a possible escalation in avoidance behaviors, possibly due
to a lack of adequate coping mechanisms.

The last but not least test applied in this study was the CD-RISC, designed to measure
resilience, or the ability to bounce back from negative emotional experiences and adapt
to stressful situations or crises. The CD-RISC scores typically range, with higher scores
indicating greater resilience. Participants were divided into two groups: Group X (students
who have participated in a resilience-building workshop) and Group Y (students who have not
participated in such a workshop). The authors hypothesize that participation in a resilience-
building workshop might positively influence the resilience levels of students (Tab. 8).

Tab. 7

Coping Inventory for Stressful

Situations Results.
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Tab. 8

Determination of resilience
among focus groups according to
CD-RISC Score.

Average Cl.)-R.ISC Average F.D-RISC Average CD-RISC Score
Group Score (Beginning) | Score (Mid-Semes- End of S ter) + SD
+SD ter) = SD (End of Semester) *
X 5510 658 75 %5
Y 5510 589 60 + 7

Thus, the achieved results indicate the following:

- Beginning of the semester: Both groups had similar resilience levels, indicating
a baseline before any intervention.

- Mid-semester: Group X showed a notable improvementin their resilience scores,
suggesting the positive impact of the resilience-building workshop. Group Y
demonstrated a slight increase, potentially due to natural adaptation processes
or informal support systems.

- End of the semester: Group X significantly increased resilience, reinforcing the
effectiveness of structured resilience training. The modest increase in Group Y
could be attributed to the gradual development of personal coping strategies
or other non-structured support.

6. DISCUSSION

The results drawn from various assessments — the Kenny Music Performance Anxiety
Inventory (K-MPAI), the Short Form-36 (SF-36), the UCLA Loneliness Scale, the Coping
Inventory for Stressful Situations (CISS), and the Connor-Davidson Resilience Scale (CD-
RISC) — offer following insights.

Reduction of Performance Anxiety (R~-MPAI Results). The most striking finding is from the K-MPAI
scores, where Group Y (undergoing vocal therapy) showed a significant decrease in music
performance anxiety compared to Group X (not undergoing vocal therapy). This suggests
that vocal therapy, perhaps through enhancing self-expression and confidence, effectively
mitigates performance-related stress. However, it is important to acknowledge the potential
role of confounding variables in this discussion. Factors such as the baseline anxiety levels,
previous experience with performance, individual resilience, and even external support
systems could influence the outcomes observed. The decrease in performance anxiety
attributed to vocal therapy needs to be contextualized within these broader variables, which
may also play a crucial role in shaping the students’ experiences and responses to therapy.
Future research should aim to isolate the effect of vocal therapy from these confounders to
more accurately assess its impact on music performance anxiety.

Enhanced General Health and Well-being (SF-36 Results). Group Y, engaged in vocal therapy;,
also demonstrated improvements in various health dimensions assessed by the SF-36. This
includes better physical functioning, reduced bodily pain, and improved mental health.
These improvements might be attributed to the stress-relieving effects of vocal therapy,
which in turn can positively impact overall health.

Social Connection and Reduced Loneliness (UCLA Loneliness Scale Results). The results from the
UCLA Loneliness Scale suggest that Group Y experienced less loneliness and social isolation.
This could be due to the communal and interactive aspects of vocal therapy, fostering a
sense of belonging and community among participants. The inherent social support within
the university, previous social networks, and even individual predispositions towards social
engagement could serve as confounding variables influencing the observed decrease in
loneliness. The specific setting in which vocal therapy i1s conducted—emphasizing group



Convergéncias: Volume XVII (34), 30 novembro, 2024

activities and shared experiences—might naturally facilitate connections that are not solely
attributable to the therapeutic aspects of vocal exercises. IFuture investigations should
explore the extent to which vocal therapy independently impacts loneliness and social
isolation, distinguishing the therapy’s effects from those of broader social interactions and
pre-existing social networks.

Improved Coping Strategies (CISS Results). Group Y showed better coping strategies, particularly
in task-oriented and emotion-oriented coping, as evidenced by the CISS. Vocal therapy
might provide students with a constructive outlet for emotions, thereby promoting healthier
coping mechanisms.

Increased Resilience (CD-RISC Results). The CD-RISC results indicate a significantimprovement
in resilience for Group Y. This could be due to the empowering nature of vocal therapy,
which might help students develop a stronger sense of self-efficacy and adaptability.
These findings underscore the importance of integrating creative therapies such as vocal
therapy into university mental health services. Vocal therapy not only addresses specific
challenges faced by music students, such as performance anxiety, but also contributes to
broader aspects of psychological well-being, including general health, social connectedness,
coping strategies, and resilience. The study suggests that such therapeutic interventions can
be an essential component of support systems within the university setting, especially for
students in highly demanding and specialized fields like music. It highlights the need for
universities to consider diverse and creative approaches to student mental health and well-being.

7. CONCLUSION

This study has provided significant insights into the psychological well-being of university
music students and the potential role of vocal therapy as an effective intervention. The
findings offer compelling evidence supporting the hypothesis that vocal therapy can positively
impact students’ mental health, resilience, and overall well-being. These outcomes are
particularly relevant given the unique stressors and challenges faced by students in rigorous
music programs. The use of vocal therapy was associated with a marked decrease in music
performance anxiety among participants, as evidenced by the K-MPAI scores. This suggests
that vocal therapy offers a valuable tool for music students to manage performance-related
stress effectively. Students participating in vocal therapy showed improvements in various
dimensions of health, as measured by the SF-36. This highlights the broader benefits of
vocal therapy, extending beyond psychological aspects to encompass physical well-being:
The findings from the UCLA Loneliness Scale pointed to a significant reduction in feelings
of loneliness and social isolation among students engaged in vocal therapy. This underscores
the importance of social connectedness and community in the context of university life. The
CISS results indicated that students undergoing vocal therapy developed more effective coping
strategies, particularly in task-oriented and emotion-oriented coping. This demonstrates
the role of vocal therapy in fostering adaptive coping mechanisms in the face of academic
and personal challenges. The increase in resilience scores, as measured by the CD-RISC,
among students participating in vocal therapy, is a critical finding. It suggests that vocal
therapy contributes to building resilience, a crucial attribute for navigating the complexities
of university life and beyond.

The findings of this study have profound implications for mental health services in university
settings. They advocate for the integration of creative and specialized interventions like
vocal therapy into mental health support structures. Such interventions can provide a holistic
approach to addressing the diverse needs of music students, who often face unique challenges
due to the nature of their studies. Future research should aim to explore the long-term effects
of vocal therapy and its applicability to a broader range of student populations. Additionally,
comparative studies involving other forms of creative therapy could provide deeper insights
into the most effective strategies for promoting student mental health and well-being.
In conclusion, this study contributes a vital perspective to the field of student mental health,
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highlighting the effectiveness of vocal therapy as a multifaceted intervention. It underscores
the need for university mental health services to adopt a more diverse range of therapeutic
options, tailored to the specific needs of their student populations. By doing so, universities
can play a pivotal role in not only enhancing academic success but also in fostering the
overall well-being and resilience of their students.
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ENVOLVIMENTO DOS JOVENS DESIGNERS
DE MODA EM PORTUGAL: PROCESSO
CRIATIVO E A RELACAO DA MODA COM
VERTENTES ATIVISTAS

Involvement of young fashion designers in Portugal: creative
process and the relationship between fashion and actwist aspects

RESUMO

Impulsionados pelas demandas da sociedade
e pela crescente preocupagao global, tanto em
questoes climaticas quanto sociais, alguns de-
signers e marcas do setor da moda estao ado-
tando praticas mais conscientes em relagao ao
ambiente e aos direitos humanos. O objetivo
deste estudo ¢ analisar o envolvimento dos jo-
vens designers de moda e suas manifestacoes
de ativismo no processo criativo. A pesquisa
apresenta uma breve abordagem do contexto
dasociedade portuguesa e do ativismo namoda,
seguida por uma investigacao exploratéria que
utiliza a abordagem metodoldgica qualitativa,
com recurso a entrevistas em profundidade, nas
quais se investigou o processo de socializagao
dos participantes e a relacao que estabeleceram
com amoda. Assim como o processo criativo e
a sua relacao com as diferentes dimensoes da
sustentabilidade, a fim de compreender o po-
sicionamento e envolvimento desses designers.

PALAVRAS-CHAVE

Designers de Moda; Ativismo; Posicionamentos.

ABSTRACT

Driven by society's demands and growing global
concern, both in climate and social issues, some
designers and brands in the fashion sector are
adopting more conscious practices about the
environment and human rights. This study aims
to analyze the involvement of young fashion
designers and their manifestations of activism
in the fashion creative process. The research
presents a brief approach to the context of Por-
tuguese society and fashion activism. Moreover,
itis followed by an exploratory investigation that
uses a qualitative methodological approach,
using in-depth interviews, in which the socializa-
tion process of the designers and the relation-
ship they established with fashion. As well as
the creative process and its relationship with
the different dimensions of sustainability, to
understand the positioning and involvement
of these designers with activist aspects.

KEYWORDS

Fashion Designers; Activism; Positionings.

Volume XVII (34)

Wi, \
SABRINE I. RISSON'
Conceitualiza¢ao / Investigacao,
Escrita — Rascunho Original
Orcid: 0009-0005-5513-5994

CLAUDIA 1. S. PINHEIRO?
Supervisiao
Orcid: 0000-0002-4979-3908

BRUNO M. C. REIS??
Metodologia / Analise Formal
Orcid: 0000-0001-6420-8781

! Departamento de Artes,
Universidade da Beira Interior

? Departamento de Ciéncia e
Tecnologia Téxtil, Universidade da
Beira Interior

* Ciéncias da Comunicagao,
Universidade Auténoma de Lisboa

Correspondent Author:
Sabrine Risson,

Rua Azedo Gneco, 11, 6200-176,
Covilha, Portugal,
risson.sa@gmail.com

Submission date:
02/02/2024
Acceptance date:

19/10/2024

© 2024 Instituto Politécnico de
Castelo Branco.
Convergéncias: Volume 17 (34)

30 novembro, 2024



136

Convergéncias: Volume XVII (34), 30 novembro, 2024

1. INTRODUCAO

De acordo com Lipovetsky (2009), moda ¢ um fenémeno efémero, temporal, cultural e an-
tropoldgico. O autor aborda uma perspetiva profunda e abrangente sobre a moda, sujeita as
mudangas frequentes que refletem periodos temporais, econémicos e politicos da sociedade.
Segundo o sociélogo Godart (2010), a moda esta em constante movimento ¢ construcao.
Além de representar uma atividade econémica significativa, constitui uma manifestagao
artistica e um fenémeno social situado entre a industria e as artes. Torna-se crucial examinar
esse sistema e compreender a influéncia que exerce sobre todos os participantes, seja na
produgdo ou consumo, assim como nos seus impactos na sociais ¢ ambientais.

Este estudo aborda a moda como movimento e criadora de mudangas que contribuem
para uma sociedade mais sustentavel a nivel social, ambiental e econémico. De acordo com
Camargo & Ireire (2017), o ativismo pode ser um catalisador para a moda sustentavel, além
do aspeto industrial. O objetivo principal desta investigacao ¢ compreender o envolvimento
e o posicionamento dos jovens designers de moda portugueses com vertentes ativistas em
seu processo criativo.

No que se refere ao estado da arte, procurou-se reunir informagoes documentais e cientificas
para o embasamento teérico. Adotando uma abordagem qualitativa de natureza explo-
ratoria, a pesquisa utilizou a técnica de entrevistas em profundidade, visando aprofundar
e compreender o discurso dos jovens designers de moda. E relevante destacar que este
artigo apresenta parte dos resultados obtidos na pesquisa realizada para a dissertacdo de
mestrado de uma das autoras.

1.1. Problema

De acordo com Mazzarella et al., (2019, p. 04), existem indicios de que os designers estao
assumindo um papel relevante associado ao ativismo. No entanto, percebe-se uma lacuna
na literatura em relagdo a essa tematica a nivel nacional, destacando a necessidade de uma
investigacao, particularmente no contexto portugués. Com a finalidade de aprofundar a
compreensao do sistema de moda, sobretudo pela perspetiva dos jovens designers. Por isso,
ao longo do estudo busca-se responder 4 questao norteadora: De que modo os jovens cria-
dores e designers de moda em Portugal incorporam, na sua pratica criativa e/ou discurso,
um manifesto e compromisso social, politico, ambiental?

A pesquisa busca explorar as percecoes, posicionamentos, envolvimento, desafios e expec-
tativas dos jovens criadores e designers de moda em Portugal. Almeja-se contribuir para
uma compreensao mais aprofundada do crescente ativismo de design e da sua capacidade
de abordar questoes sociais e contemporaneas relevantes (Fuad-Luke, 2009, p. 01). Busca-
-se, ainda, destacar o potencial que a moda pode ter como ferramenta de mudanga social
e cultural, e a necessidade de responsabilidade e consciéncia dos criadores.

2. ESTADO DA ARTE
2.1. Breve contexto da moda em Portugal

O periodo ditatorial de Salazar condicionou o desenvolvimento da producao de moda no pais, o
clima social e politico nao era conveniente a expressao de novos valores no campo cultural e das
artes (Duarte, 2004; Teixeira 2000). Apenas, apos a revolugao de 25 de abril de 1974, com a resti-
tuigao da democracia no pais, aindustria e a criacao de moda passaram por uma reestrutura¢ao
significativa, incorporando o pronto a vestir nas lojas e conferindo maior competitividade e diver-
sidade cultural ao mercado (Rodrigues, 2021 apud Cardim, 2014). As pessoas puderam expressar-
-se livremente, afirmar-se através do vestuario, provocar atitudes e valores coletivos (Duarte, 2004).
Um evento marcante para a moda em Portugal, foi as “Manobras de Maio”, em 1986, que
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consistia em um enorme desfile de moda coletivo e publico (Silvano, 2021a). As Manobras

de Maio marcaram profundamente as décadas seguintes, sendo realizadas nas ruas do

centro histérico de Lisboa e fomentando o surgimento da semana de moda de Lisboa. Um

movimento/manifestagao que agitava a cidade despertando arte e moda, com uma vertente

disruptiva para o periodo e a sociedade conservadora. O ensino institucionalizado de artes

e design desenvolveu-se, com a criacdo dos primeiros programas de design nas Escolas de

Belas-Artes (Costa et al., 2020).

A partir da década de 1970 o conceito de sustentabilidade comegou a ganhar destaque

na agenda internacional. Segundo Fuad-Luke (2009, p. 24) o conceito de sustentabilidade

abrange trés dimensoes: a ambiental, envolvendo a integridade ecolégica; a econémica, que

busca fontes seguras e transparentes de subsisténcia; e a social, que visa respeitar os direitos

humanos, trabalhistas e culturais, promovendo relagdes saudaveis entre todos os envolvidos.
Apesar daindutstria da moda e do mercado estarem direcionados para a producao de artigos

mais sustentaveis at¢ 2030, a implementacao de praticas sustentaveis depende de varios

fatores, “dos niveis educacionais e consciéncia ambiental, e rendimentos dos consumidores,
que, mesmo nos paises desenvolvidos permanecerdo prevalecentes ainda por muito tempo”
(Agis et al., 2021, p. 11). Para isso, foi desenvolvido pela ONU um plano de acdo para en-
frentar desafios globais, promover o desenvolvimento sustentavel para as pessoas e para o

planeta (BCSD Portugal, 2022). Devido ao papel significativo que a moda desempenha na

sociedade, na economia global e local, na cultura e no ambiente, consideramos importante

estabelecer conexdes entre os ODS (Objetivos de Desenvolvimento Sustentavel) da Agenda

2030 ¢ o contexto portugués.

2.2. Contexto do ativismo e sua relacdo com a moda

Inicialmente, ¢ necessario compreender a estruturacao do ativismo para perceber qual a
sua contribuicdao para a moda. Miller (2019, p. 42 a 63) destaca a falta de um consenso
universal para definir o ativismo, dada a sua subjetividade e influéncias contextuais, como
a localizagao geopolitica, o espaco temporal e cultural, além de instintos psicologicos e
sociobiolégicos dos individuos. Gontudo, o conceito ganha caracteristicas contemporaneas,
expressa um envolvimento pessoal em ac¢oes que promovem mudancas politicas e sociais.
Martin (2007, p. 01) destaca que “o ativismo ¢ uma a¢do em nome de uma causa”. Dessa
forma, ele nao pode ser categoricamente classificado como algo intrinsecamente positivo
ou negativo, visto que existem diversas formas de expressa-lo. Envolver-se como ativista
demanda uma alteracao de mentalidade centrada em agoes (Mazzarella et al., 2019, p.
04). No ambito do design, Fuad-Luke (2009, p. 27), define o ativismo de design como o
“pensamento, imaginacao e pratica de design aplicados consciente ou inconscientemente
para criar uma contra narrativa destinada a gerar e equilibrar mudancas sociais, institu-
clonais, ambientais e/ou econdmicas positivas”. Esse posicionamento pode contribuir para
transformar o sistema, o comportamento das pessoas ¢ promover um bem social maior.
“Os movimentos civicos das tltimas décadas do século XX se centraram na questao das
politicas identitarias, o século XXI tem sido marcado pelas questoes de diversidade e da
inclusao social” (Silvano, 2021b, p. 161). Podemos observar esse periodo de transformacao
da sociedade portuguesa apés o 25 de abril, quando surge as manifestagdes de ativismo
através da moda, com o movimento das “Manobras de maio”.
Lange (2019, p. 05), aponta que o ativismo pode apresentar-se de varias formas, inclusive de
maneira “silenciosa”, como no caso do artesanato na moda, uma vez que ele contesta as normas
de producdo industrial mecanizadas predominante, atuando como um ato de resisténcia ao
sistema que faz parte de uma producao humanizada. Essa forma de ativismo pode contribuir
para a sustentabilidade na moda, pois envolve as pessoas fazendo com que percebam as suas
responsabilidades, encontrem formas alternativas de produgdo e uso e podem promover
mudangas no sistema da moda de forma mais conscientes (Mazzarella & Black, 2022, p. 07).
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Tab. 1

Modelo de Analise da
Investigacao.

Fonte: Risson, 2023.

O maior movimento de ativismo na moda ¢ o Fashion Revolution, que busca contribuir para
o crescimento de uma producdo e consumo mais responsavel e uma moda mais ética. Seu
objetivo principal é promover mudangas no setor, com foco na transparéncia, respeito e
sustentabilidade (Fashion Revolution, 2023). Apontamos a importancia de uma mudanga de
prioridades tanto dos consumidores como dos criadores. “Para isso ¢ preciso fazer moda
com proposito. Moda além da roupa. Moda a favor das pessoas ¢ do planeta” (Carvalhal,
2016, p. 58). E nessa perspetiva que busca-se entender o papel dos profissionais ligados a
moda em Portugal.

3. METODOLOGIA

O estudo tem como foco a andlise do envolvimento dos jovens designers de moda em Portugal.
Com base nos discursos, busca-se compreender a relagao e o impacto que podem exercer
nasociedade. Utilizamos a abordagem metodolégica de pesquisa qualitativa, considerando
que uma das principais vantagens dessa metodologia reside na sua capacidade de investigar,
de forma aprofundada e detalhada, as sutilezas presentes nos processos sociais (Pacha &
Moreira, 2022, p. 167). Essa abordagem esta alinhada com objetivo principal, que ¢ per-
ceber o envolvimento e o posicionamento dos jovens designers, levando em consideragao
as singularidades de cada criador e suas manifestagdes na moda.

A técnica adotada para a recolha dos dados foi a realizagao de entrevistas em profundidade,
com perguntas de resposta aberta. Esse tipo de entrevista, comumente utilizado em pesquisas
sociais, permite uma abordagem mais aprofundada na obtencao de informagdes (Santiago
et al., 2012). A amostra foi selecionada com critérios especificos, visando incluir criadores
que contribuam para a moda nacional, finalistas e participantes das tltimas edi¢oes dos
concursos Sangue Novo e Bloom, das semanas de moda de Portugal.

Para conduzir a investigacao de forma rigorosa, organizada e teoricamente fundamentada,
desenvolvemos um modelo de andlise (Tab. 1), dividido em duas dimensdes de analise. Na
primeira, exploramos a sensibilizagao do designer, reconstruindo o seu processo de socia-
lizagao, e, na segunda, verificamos em que medida o posicionamento ativista esta presente
no processo criativo. Este modelo, inspirado no estudo de Reis & Magos (2022, p. 328),
proporciona uma compreensao mais profunda da dinamica social, do processo criativo, das
expectativas e percecoes dos designers

Envolvimento dos jovens designers de moda em Portugal: processo criativo e a relagio
da moda com vertentes ativistas

Dimensoes

Objetivos especificos

Indicadores

Consciencializa¢do do designer

Analisar o trajeto biografico dos
criadores para entender o que
determinou seu envolvimento

ou nao.

Perceber qual a contribuicao da
formac@o académica para os
seus posicionamentos.

Dinamicas de socializacao do
ativismo.
Como se constituiu a relaciao
com a moda.

Impacto da formagao
académica na concecdo social
da moda.
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Analisar as acoes dos designers
e identificar os principais
desafios enfrentados para

incorporar praticas sustentaveis
e ativistas em seu processo

Processo criativo como
manifestacdo de ativismo ou

.. nao.
criativo.

Ativismo pela moda . -
Expectativas e percegdes dos

Avaliar como os designers . -
criadores em relagio ao seu

equacionam que as suas praticas
podem gerar impacto na
promogao da sustentabilidade,
direitos humanos e justi¢a social
na moda.

posicionamento ¢ a moda em
Portugal.

A pesquisa foi realizada em Portugal, com a participacao de oito designers de moda que
participaram dos concursos Bloom e/ou Sangue Novo, nas edi¢oes de 2020 a 2023. A recolha
dos dados ocorreu por meio de entrevistas em profundidade, realizadas online, via Zoom ou
por chamadas telefonicas. Os dados obtidos foram transcritos, codificados e submetidos a
analise de contetudo conduzida com o suporte do sofiware NVivo, a qual permitiu organizar
e interpretar os discursos com base na revisao bibliografica. Para preservar a identidade dos
entrevistados, estes foram codificados por letras e nimeros, iniciando em El, E2 e assim
sucessivamente até E8. A amostra é composta por designers portugueses, com faixa etaria
compreendidas entre os 23 a 34 anos, onde quatro identificam-se com o género feminino,
trés com o género masculino e um como nao-binario. Todos possuem formacao superior
ou profissionalizante na area de moda.

Naprimeira parte das entrevistas, realizou-se uma breve aproximacao ao método de entrevista
biografico, onde explorou-se o processo de socializagdo e a relagdao do designer com a moda.
Posteriormente, na segunda etapa, optou-se por conduzir entrevistas em profundidade,
com perguntas especificas voltadas para a compreensao do processo criativo no presente.
Os resultados, serdao apresentados juntamente com a analise e discussdo correspondentes.

3.1. Analise e Discussao

No que se refere a socializacao e a relacao com a moda, a analise dos depoimentos dos designers
revela que todos os entrevistados estiveram envolvidos em atividades artisticas e criativas
desde a infancia, tendo recebido uma educagao artistica. A maioria deles foram influenciados
predominantemente por suas familias, frequentemente associadas a moda ou a outras areas
artisticas Isso evidencia que a educagao e a familia exercem um papel crucial no processo
socializacao e na formacao da relagao de cada um com a moda.

“Eu diria que é muito uma ambiguidade e multivaléncia das referéncias que eu
tenho no dia-a-dia. E nas reflexdes que estao surgindo numa constante analise do
cotidiano. E, portanto, eu acho que todo o processo que tive até agora, desde se
calhar quando era mais crianca, o mundo que eu construo enquanto artista acaba
por ser uma reflexao de todos os meus pensamentos dentro desse percurso” (E6).

No que diz respeito a consciencializacdo e a preocupacao com alguma causa ou vertente de
ativismo, a maioria dos entrevistados demonstrou algum grau de envolvimento. Foi observado
que a maioria deles expressa uma preocupagao em relacao a sustentabilidade ambiental e social
(E2,E3, E4, E6 e E7). Percebe-se que a componente ambiental é preponderante para todos, mas
também sao evidenciadas preocupagdes sociais: “Imagina, eu acho que social havera sempre,
pelo menos da minha parte. Eu sendo uma pessoa gay e estando constantemente preocupado,
no sentido de querer afirmar questdes LGBT” (E4). Um fator importante a ser considerado
¢ o envolvimento dos criadores em movimentos ou ac¢oes de carater social, sobretudo ligados
a comunidade LGBTQIAPN+. Este dado sugere uma possivel correlagao entre a orientacao

Tab. 1 (continuagéo)
Modelo de Analise da
Investigagao.

Fonte: Risson, 2023.
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sexual e o envolvimento em questoes de carater social, indicando maior sensibilidade para o
carater social.

Em relacdo a contribui¢ao da formagao académica para o posicionamento dos criadores, os
participantes apontam que as questdes de sustentabilidade geralmente estao associadas a dimensao
ambiental, enquanto as questoes sociais ndo recebem a mesma aten¢ao. Um deles relata: “as
questoes sociais, nao! Eu acho que isso ndo ¢ falado, ndo ¢ sequer equacionado, nao ¢é sequer
uma questao para muita gente” (E4). Percebe-se com base nasinformacoes obtidas, que, embora
a tematica da sustentabilidade, tanto no ambito social quanto ambiental, esteja ganhando
crescente relevancia, ainda sao tematicas com pouca abordagem em algumas institui¢des de
ensino, seja superior ou profissionalizante. Especialmente na area de moda, que consome ¢
utiliza tantos recursos e envolve diversos setores da sociedade, a incorporagao desta tematica
¢ fundamental para o meio académico e para os futuros profissionais. Por tanto, observa-se a
necessidade de ajustar o foco académico e profissional do design para incorporar as demandas
atuais do planeta e da sociedade (Costa et al., 2020). E crucial abordar essas teméticas de forma
ampla no sistema de ensino, criar condi¢oes e permitir que os novos profissionais alinhem a
teoria e a pratica em prol de melhorias.

Constatou-se que o fator determinante para o posicionamento dos designers, segundo os relatos,
parte primeiramente do interesse pessoal. Percebeu-se que a abordagem de questdes ativistas
na universidade depende das relagdes interpessoais estabelecidas, do esforco individual e do
interesse em definir prioridades e valores com os quais desejam trabalhar. Sendo assim, uma
escolha de inteira responsabilidade e consciéncia dos designers no processo criativo (Carvalhal,
2016, p.80). Possivelmente, o interesse pessoal desempenha um papel essencial na definicao
dos seus posicionamentos, devido aos seus principios e valores. No entanto, Mazzarella et al.,
(2019) aponta no seu estudo que trazer mais conhecimento e incentivar o pensamento critico
dos alunos, contribui significativamente para instigar novas possibilidades, envolvimentos e
posicionamentos. Assim como, pode contribuir para uma moda sustentavel.

Ainda no ambito académico, investigou-se qual o conceito de moda para os entrevistados,
percebe-se uma concecao subjetiva ¢ multifacetada. Enquanto alguns veem a moda como uma
forma poderosa de expressao pessoal e aceitacao da diversidade, outros sdo criticos em relacao
asua superficialidade. Essas percegdes estao alinhadas com conceitos abordados por Lipovetsky
(2009) e Godart (2010), que destacam a moda como um fato social profundamente ligado a
identidade individual e as mudancas sociais na sociedade moderna.

Quanto ao processo criativo e a manifestacao de ativismo, o que se destaca sao multiplos estimulos
e elementos, sejam culturais, historicos, seja uma noticia, uma referéncia visual, musica, uma
peca de museu ou o trabalho de determinado designer. O que sobressai s3o as questoes de
género ligadas a comunidade LGBTQIAPN+ e a cultura no sentido de mostrar e valorizar a
sua propria cultura, seja portuguesa ou outra, cruzar tradi¢des ou abordar algumas que sao
mais fragilizadas. Quanto as dificuldades o que se destaca como mais relevante ¢ a dificuldade
em manter um equilibrio entre o comercial, artistico e conceitual.

No ambito da sustentabilidade, observou-se que todos os entrevistados manifestam a preocupacao
comasustentabilidade ambiental, adotando praticas como sele¢ao de materiais menos prejudiciais,
areutilizacao de materiais existentes e o aproveitamento de desperdicios. Para alguns criadores
a sustentabilidade, inicialmente nio era uma preocupacao, mas devido a escassez de recursos
pessoais, acabaram por adotar técnicas e métodos de trabalho que consideram a sustentabilidade.
E posteriormente, o que foi uma necessidade inicial transformou-se em um principio, integrando-
se aos seus valores e a uma producao mais responsavel.

No que diz respeito a sustentabilidade social, observou-se que todos os jovens designers adotam
o modelo de producao slow fashion ao criar para suas proprias marcas. Destaca-se a preocupacao
em produzir localmente, utilizando materiais nacionais, ressaltam que Portugal ¢ um pais com
direitos aos trabalhadores. Essa abordagem reflete uma tendéncia pés-pandemia, destacada por
Agisetal., (2021, p. 54 - 61), com a valorizacao do nacional tanto pelo consumidor quanto pelos
criadores, impactando positivamente a responsabilidade social e ambiental na moda.

Alguns designers mencionam que apreciam trabalhar com técnicas e materiais artesanais,
como o croché, o trico, favos, bordados, a talagarca e outros. Os autores Lange (2019, p. 05) e
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Mazzarella & Black (2022, p. 03), abordam essas praticas como uma manifestagao de “ativismo
silencioso”, contestando a produgao industrial, visando uma valorizagao cultural, manual e de
envolvimento com a comunidade, muitas vezes ocorrendo de forma inconsciente. Em relagao
a moda em Portugal, os designers reconhecem que, em termos produtivos, o pais possui uma
boa reputacao, preocupando-se com a sustentabilidade, a origem dos materiais e as formas de
producao. Conforme indicado pelo Instituto Nacional de Estatistica (BCSD Portugal, 2022),
essas praticas estao alinhadas com os ODS.

Os designers expressam uma visao critica em relagdo a cultura de consumo e as semanas
de moda nacionais. Como criadores, sentem falta de valorizagdo da moda de autor pelos
consumidores portugueses, destacando que o apoio nacional geralmente surge apos a validacao
internacional. Estes fatores prejudicam diversas esferas e impactam o crescimento da moda
nacional. Provavelmente seja um reflexo do contexto histérico portugués da moda.

Sobre as expectativas para o futuro, alguns estao otimistas em relacdo ao possivel crescimento e
reconhecimento da moda portuguesa no contexto global. No entanto, uma minoria adota uma
visdo mais pessimista, alegando falta de apoio, desvalorizagao e sem perspetivas para as areas
criativas no pais. Ressaltam o potencial produtivo das indtstrias em termos técnicos. Todos
compartilham o desejo individual de crescimento e visibilidade, seja por meio de abordagens
criativas ou sustentaveis, que contribuem para a diversidade, equidade ¢ dinamica do sistema
da moda nacional.

4. CONCLUSAO

A abordagem exploratéria revela que a moda ¢ um fenémeno social, de comunicacao, de
envolvimento e de diferentes formas de expressdo. E possivel verificarmos uma transformacio
do ativismo em Portugal, que inicialmente continha uma vertente de natureza politica mais
vincada e atualmente incorpora questdes de diversidade e inclusdo. E a moda, enquanto
mecanismo cultural e contemporaneo, ¢ lugar de expressao dos conflitos e ideias emergentes
(Silvano, 2021b).

Analisando os discursos dos designers, conclui-se que existe um grau de compromisso
variavel, destacando-se sensibilidades mais acentuadas em temas sociais, especialmente
relacionados a questoes de género e cultura. Os designers expressam o desejo de continuar
a abordar tematicas responsaveis e conscientes socialmente, além de procurar minimizar
os efeitos do impacto ambiental causado pela moda.

Constatou-se que eles procuram, essencialmente, usar a moda para questionar, relevar a
sua identidade, levantar questoes e gerar reflexdes. Esse posicionamento consciente esta
alinhado com os valores pessoais dos designers. As suas cria¢oes e agdes, podem contribuir
para a sustentabilidade e a consciencializacdo das pessoas, seja na promog¢ao de uma causa,
no apoio a grupos sociais invisibilizados ou marginalizados pela sociedade ou na promogao
de praticas de producdo mais responsaveis.

Propde-se para futuras pesquisas verificar como esses discursos se refletem efetivamente nas
criacoes dos designers. Outras variaveis, como a orientagao sexual, podem ser exploradas para
compreender areas especificas de envolvimento. Recomenda-se uma analise mais aprofundada
e ampla, possivelmente utilizando uma metodologia mista, para uma compreensao mais
holistica do ativismo de design no contexto da moda em Portugal.
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O QUE SE GANHA, O QUE SE PERDE:
ARTE PUBLICA E GENTRlFlCAgAO EM
DUAS CIDADES DAS AMERICAS

What is achieved, what s lost: Public art and gentrification in

two American cztzes

RESUMO

Articulando nogoes da historia das cidades, historia

da arte ptiblica, morfologia urbana e urbanismo

critico, este artigo tem como objetivo investigar
as respostas de dois artistas a processos de requa-
lificagao urbana e de gentrificacao, apartados no

tempo e no espaco. No caso do brasileiro Guga

Ferraz, a cidade do Rio de Janeiro do comego

do século XX, enquanto o estadunidense Da-
vid Hammons responde as fortes transformagoes

da cidade de Nova York nas altimas décadas. A
metodologia se orientou por uma pesquisa de

natureza exploratéria, lastreada na revisdo da

literatura, em investigacao arquivistica em torno

da obra dos dois artistas, além de observagoes

criticas a partir da visita a estrutura de Hammons

mstalada em Nova York. De acordo com o que

pudemos observar, tanto neste estudo como em

outras pesquisas relacionadas, as reagoes de artis-
tasa processos de requalificagao de areas urbanas

e de sua reconfiguragao social, impulsionados

por interesses do capital, parecem oscilar entre

a invisibilidade (Ferraz) e a instrumentalizagio

perpetrada por forcas que pretende enfrentar.
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ABSTRACT

Articulating notions of the history of cities, the
history of public art, urban morphology and criti-
cal urbanism, this article aims to mnvestigate the
responses of two artists to processes of urban
requalification and gentrification, separated in
time and space. In the case of the Brazilian Guga
Terraz, the city of Rio de Janeiro at the beginning
of the 20th century, while the American David
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tions of New York City in recent decades. The
methodology was guided by exploratory research,
based on a literature review, archival research
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structure in New York. According to what we
were able to observe, both in this study and in
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Fig. 1

Interaction Inicio do desmonte
definitivo do Morro Castelo em
1921, na atual rua México. Foto:
Augusto Malta/Acervo AGCR]J.
(Fonte: hitps://infograficos.oglobo.
globo.com/rio/castelo-3600.himl).

1. INTRODUCAO

As grandes metropoles atravessam continuados processos de transformacoes urbanisticas
que, eventualmente, alteram suas fei¢des aos limites do ndo reconhecimento. Em um mundo
dominado pela logica do capital e do neoliberalismo, essas mudangas no tecido urbano e
social das grandes cidades sao desenhadas em projetos que, frequentemente, acarretam
processos de exclusdo ao empurrar camadas mais pobres da sociedade para localidades
distantes dos centros urbanos, localidades que se transformam em espacos de nao visibilidade.
Dessa maneira, vai se construindo uma feicao de cidade que reserva seus centros urbanos
para o usufruto daqueles que integram a camada social onde residem os privilégios.

(G
¥ 1 i %

O desmonte do Morro do Castelo, no Centro da cidade do Rio de Janeiro, se situa entre
uma das transformacdes que tém atravessado a historia da cidade (Fig. 1). O arrasamento
do morro deu origem a Esplanada do Castelo, na qual viriam a ser construidas, ja nos anos
1930, edificacoes que visavam revelar a for¢a do Estado brasileiro, tais como o Ministério da
Educagao e Satde, mais tarde Educacdo e Cultura, e o Ministério da Fazenda, além de prédios
comerciais ocupados por escritorios em uma sucessao de ruas abertas a partir da supressao
do morro. Embora ideias em torno do desmonte do Morro do Castelo tenham comecado
a circular ainda ao século XIX, ele resistiu parcialmente ao “bota-abaixo” promovido nos
primeiros anos do século XX pelo prefeito Pereira Passos.

A proximidade entre o Morro do Castelo, a “apenas vinte metros da civilizacao” (Motta,
1992 apud Menez, 2014, p. 73), e as novas edifica¢oes suntuosas da Avenida Central parecia
acentuar o desejo de seu desmonte, de maneira a eliminar o “contraste violento entre a
civilizagao (0 homem branco descendente do europeu) e a barbarie (negro ou indigena)
representada pela imagem do morro do Castelo” (Menez, 2014, p. 73). Nesse contexto
social, o morro permanecia em pé apenas em funcao da auséncia de recursos nos cofres
da administragao municipal.

No inicio da década de 1920, com a visita dos reis Alberto e Elizabeth da Bélgica ainda
em setembro de 1920, além da proximidade das comemoragoes do primeiro centenario
da independéncia do Brasil, o prefeito Carlos Sampaio recebeu o apoio necessario para o
arrasamento do morro, que “era visto como um atraso para o Brasil, [um pais] que devia
se modernizar para finalmente entrar na seleta categoria de nacdes civilizadas” (Menez,
2014, p. 73).

Os destrogos do desmonte do Morro do Castelo, que se posicionava as costas da igreja de
Santa Luzia, foram utilizados pelo prefeito Carlos Sampaio para dar seguimento as obras
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realizadas por Pereira Passos na ocasido da abertura da Avenida Central. Para tanto, Carlos
Sampaio aproveitou a “pequena distancia do material escavado até a sua deposigao no mar,
ao longo da praia de Santa Luzia ¢ da enseada da Gloria” (Reis, 1977 apud Paixao, 2008,
p- 173). Assim, a cidade viu o mar recuar, deixando de bater nas bordas da igreja de Santa
Luzia (Fig. 2), redesenhando as linhas do encontro do mar com a cidade. E justamente
essa linha pregressa de encontro entre mar e cidade que o projeto de intervencao urbana
de Guga Ferraz, Até onde o mar vinha, até onde o Rio ia (2014), visa recuperar no plano do
simbolico e do sensivel.

Fig. 2

Praia e Igreja de Santa Luzia,
circa 1906. Biblioteca Nacional,
Brasiliana Fotografica (Colegao
Mestres do Século XX). Foto:
Rodrigues & C°. Editores e
Proprietarios.

(Fonte: hitps://brasilianafolografica.
bn.gov.br/brasiliana/
handle/20.500.12156.1/9218).

Da mesma maneira, o artista estadunidense David Hammons resolveu redesenhar, em uma

materialidade etérea, a memoria de um grande armazém as margens do rio Hudson, em
Nova York, local que era ocupado na década de 1970 pela comunidade do West Village,
que ali saudava os encontros, a vida e a alegria de viver nos fins de tarde banhados pelo
por do sol do outro lado do rio, atras da cidade de Hoboken, Nova Jersey.

Assim como o Rio de Janeiro, o principal nticleo da cidade de Nova York, ailha de Manhattan,
atravessa permanentemente continuados processos de transformacoes que, em um tempo
demarcado por poucas décadas, vao eliminando a diversidade em sua ocupagao territorial. A
cidade de Nova York, em especial Manhattan, ¢ hoje uma cidade absolutamente gentrificada
e turistificada, com a ocupagao de seus bairros e distritos inexoravelmente atada aos interesses
do capital e do neoliberalismo. Instalado na beira do rio, em frente as novas instala¢oes
do Museu Whitney e com a face voltada para Hoboken, uma cidade que ja é outra cidade
diante da gentrificacdo que se espalha espelhada em Manhattan, o proprio trabalho de
David Hammons, a0 mesmo tempo que, em suas linhas melancolicas, falam de um tempo
pretérito, é¢ também, em um movimento paradoxal, um fator propulsor de redesenvolvimento
da regido do Meatpacking District, nas bordas do West Village, ao lado de outras atrac¢oes
turisticas como o Museu Whitney e o Parque High Line.

Na busca por enfrentar as questdes postas por esses dois projetos de arte aqui analisados,
a investigacdo se debrucou sobre uma extensa literatura que visa enfrentar a presenga e
as respostas das artes diante de processos de requalificacdo urbana. Da mesma maneira,
buscou-se uma leitura ampliada e aprofundada sobre as duas obras especificas, além de
observacoes in loco da obra de David Hammons instalada em Nova York. Neste sentido, o
artigo busca demonstrar que o fenémeno da gentrificagio [1] ndo ¢ um fendémeno recente,
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uma vez que o projeto de Guga Ferraz faz referéncia a processos urbanos na cidade do Rio
de Janeiro das primeiras décadas do século passado, muito antes de o termo gentrificacdo ser
cunhado por Glass (1964), [2] que se espalha por diversas cidades na contemporaneidade,
como exemplificado pelo projeto de David Hammons para Nova York, cidade absolutamente
gentrificada e turistificada como outras tantas cidades do mundo.

Cabe ressaltar que, em sua constituicio politico-conceitual, os projetos analisados revelam
condi¢oes bastante distintas, a comecar pelo aspecto efémero e critico do projeto de Ferraz
em oposicao a utilizacdo de material de alta tecnologia, resistente as condi¢oes metereologicas,
na recuperacao melancolica do armazém no projeto de Hammons.

O artigo se organiza em trés partes, sendo a primeira dedicada a uma articulacao teérica
que, amparada na historia das cidades e do urbanismo critico, visa avangar na tentativa de
uma melhor compreensao das transformagoes das cidades modernas e contemporaneas
sob a égide do neoliberalismo. Na segunda parte, o artigo se dedica a estudar o projeto
de arte de Guga Ferraz a luz das transformacoes atuais e pretéritas na cidade do Rio de
Janeiro, em nome de uma modernidade sempre perseguida. A terceira parte do artigo
apresenta reflexdes em torno da obra de David Hammons assentada em Manhattan, nas
margens do rio Hudson, e de sua relagdo com os processos de transformacoes urbanisticas
e de gentrificacdo na cidade. A obra de Hammons faz referéncia aquela de Gordon Matta-
Clark que, em 1975, recortou paredes e piso do velho armazém antes que a edificacao fosse
suprimida da paisagem.

2. TRANSFORMAGCOES EM MOTO-CONTINUO NAS CIDADES

As cidades tém atravessado, ao longo de suas historias, permanentes processos de transformacoes,
nos quais tentam se ajustar as novas necessidades citadinas, quando nao sdo simplesmente
induzidos e pontificados ao sabor dos interesses especulativos do capital. Assim, as cidades
vao sendo redesenhadas, reconstruidas, reconfiguradas, eventualmente desfiguradas ao
revelarem semblantes em que ndo se reconhece mais o que foram. Isso pode transformar as
relagdes entre passado, presente, historia e memoria em conflitos de dificil conciliagdo. Sao
camadas que vao sendo sobrepostas no tecido urbano com novos prédios, novas avenidas,
novos bairros em nome da evolucao das cidades. Desse modo, vao-se aterrando, soterrando
ou removendo os tracos das “cidades anteriores”, sem que permanecam tracos das cidades
que foram. Em outras situagoes, tempos diferentes parecem encontrar alguma forma de
convivéncia no tecido urbano, reconfigurando essas cidades como palimpsestos.

No campo dos estudos urbanos, que aqui nos interessam em particular, “o tecido
urbano se torna o suporte sobre o qual sucessivas ondas de agentes constroem, demolem e
reconstroem seus ambientes” (Fowden et al., 2022, p. 5). Assim, os autores lembram que no
palimpsestos textuais,

“[...] mesmo que o texto anterior permanega, até certo ponto, €xposto, 0 novo
texto (ou textos) do palimpsesto geralmente ndo tem relacdo com o texto antigo.
[Neste sentido,] a caracteristica essencial de um palimpsesto é a auséncia de cor-
respondéncia entre o texto original e a reinscrigao” (Fowden et al., 2022, p. 11-12).

Por sua vez, Andreas Huyssen, ao se afastar das leituras conciliatérias entre passado, presente
e futuro na evolugao das cidades, afirma que, “[...] como critico literario, sou naturalmente
atraido pela nocdo da cidade como texto, de ler uma cidade como um conjunto de sinais”
(Huyssen, 2003, p. 50); entretanto, o autor sugere que “o custo do progresso foi a destrui¢ao
de maneiras antigas de viver e de estar no mundo. [...] E a destrui¢ao do passado trouxe o
esquecimento” (Huyssen, 2003, p. 2).

O apagamento apontado por Huyssen ¢ facilmente constatado na evolugao urbana das
cidades brasileiras, nas quais se busca preservar tracos do passado apenas em situagoes de
interesse especulativo. Nessas ocasides, os interesses de acumulacdo do capital centradas no
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urbanismo neoliberal (Theodore et al., 2009; Smith, 2005, 1996) se articulam em alinhamento
com a preservagao do patrimonio cultural, da histéria e memoéria no desenvolvimento de
estratégias de marketing em prol do mercado imobiliario especulativo.

E o que revelam as restauracdes do patriménio historico trombeteadas pelo projeto de
revitalizagao da zona portuaria do Rio de Janeiro, no qual sdo ressaltadas as reminiscéncias da
chegada e da presenca na regiao de africanos escravizados (Cais do Valongo, Gemitério dos
Pretos Novos, Pedra do Sal, entre outros). A restauragao dos monumentos na regiao portuaria,
para além do reconhecimento e da valorizacao identitaria de segmentos negligenciadas
na historia brasileira, cumpre a fungao de impulsionar empreendimentos bilionarios que
aproximam, em parceria, a Prefeitura da cidade e empresas privadas. Esses investimentos
apontam, em convergéncia, para a valorizacao do solo e para a consequente mudanca no
perfil sociocultural da ocupacao habitacional da regido, atualizando o rent gap de Neil Smith.
Nas respostas a processos de remodelacao das cidades oferecidas pelos projetos dos dois
artistas, o apagamento se apresenta de maneiras diferentes; no caso do projeto de Guga
Ferraz, que redesenhou, com toneladas de sal grosso, aslinhas do mar em um extenso trecho
central do Rio de Janeiro, a evolu¢ao urbana da cidade parece jogar no plano do inverossimil
a assuncao de que, ali, nas bordas da igreja de Santa Luzia, o mar batia. Ja o projeto de
David Hammons para a cidade de Nova York, apresentado em carater permanente na
paisagem, visa recuperar o desenho, em seu formato mais esquematico e desidratado, o que
foi a saudacao ao sol nos finais de tarde do Pier 52, as margens do rio Hudson, afirmando,
em sua melancolia, o que se perdeu no tempo, mesmo que o projeto tenha sido construido
sobre as bases que remanescem semissubmersas na espessura do leito do rio.

3.0 MAR DESAPARECEU NA PAISAGEM DA CIDADE

Em tom reflexivo e com certa perplexidade, o artista Guga Ferraz indaga: “Vocé sabia que
o mar chegava at¢ aqui?”’; “Como pode[ia] o mar chegar até aqui?” (Ferraz et al., 2013,
p- 32), estando agora tao distante. Sdo camadas de tempos e de sucessivos aterros que
fizeram o mar recuar, aterros que criaram, por exemplo, em pleno Centro do Rio, a 1.500
metros do antigo Paco Imperial, o aeroporto Santos Dumont ainda na década de 1930.
O arrasamento do Morro do Castelo nos anos 1920 despejou pedras, terra e entulhos no
aterramento da desaparecida praia de Santa Luzia, completando a Avenida Beira-Mar a
esquerda do obelisco na direcao de quem seguia da Avenida Central para a Zona Sul da
cidade. Trés décadas mais tarde, o desmonte do Morro de Santo Antonio forneceu o material
para que se ampliasse a faixa de terra da Avenida Beira-Mar, o que fez o mar recuar, de
novo, para a criagao do Aterro do Flamengo. Inaugurado em outubro de 1965, o novo
aterro abria vias expressas que, mais uma vez, favoreciam o deslocamento e a ligacdo entre
o Centro e a Zona Sul da cidade, uma obsessao das administragdes municipais no sentido
de contemplar demandas das camadas mais abastadas da populagdo carioca, permitindo
que setores do mercado imobiliario capitalizassem “o status que a ideologia do ‘morar a
beira mar’ oferecia a quem ai residia” (Abreu, 1997, p. 112).

O artista Guga Ferraz pergunta com espanto — “como podia o mar chegar até aqui?”’; afinal,
onde ha pouco mais de um século se tinha o mar batendo em nossos pés, hoje nao mais se vé
o mar; “‘eu imagino a violéncia que nao foi com a cidade a derrubada do Morro do Castelo
e empurrar o mar parala” (Ferraz et al., 2013, p. 32); ainda mais quando se reconhece que
esse recuo do mar se deu (1) para preparar a cidade, capital do pais, para as comemoracoes
do primeiro centenario da Independéncia do Brasil, (2) de maneira a que o pais fosse visto
como merecedor de figurar entre as nagoes tidas como civilizadas, (3) de maneira a dar
seguimento as reformas urbanas de carater civilizatério introduzidas por Pereira Passos na
primeira década do século XX, e (4) para extirpar dos arredores (dos fundos, para ser mais
preciso) da via mais dourada da cidade a época, a Avenida Central, a presenca de “gentes
pobres” — os castelenses — que, em residéncias precarias, habitavam as encostas do Morro
do Castelo, nicleo primeiro da ocupagao da cidade de Sao Sebastido do Rio de Janeiro.
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Fig. 3

Guga Ferraz, At¢ onde o mar
vinha, até onde o Rio ia (2010).
Vista area da intervengao

no entorno da igreja

de Santa Luiza, 2010.

Foto: Marcio Arqueiro. Fonte:
Arte & Ensaios, n. 26, jun.
2013.(Fonte: hitps://revistas.
ufi).br/index.php/ae/article/
download/49727/27058).

Quase 100 anos depois, Guga Ferraz respondeu ao arrasamento do Morro do Castelo e o
aterramento da praia de Santa Luzia com a recuperagao da antiga linha do mar, desenhada
agora com sal grosso. Questionado se o uso do sal grosso a porta da igreja de Santa Luzia
faria alguma referéncia a cultura religiosa, o artista afirmou que “o mar chegou até aqui
e fol embora, e o que ele deixou... o rastro dele foi o sal seco... isso tem a ver com o mar
estar ressentido”, como que a dizer “isso aqui era meu” (Ferraz et al., 2013, p. 29). Foram
usados muitos quilos de sal grosso no entorno do entroncamento das avenidas Antonio
Carlos, Wilson e rua de Santa Luzia. Com o sal grosso espalhado por onde outrora o
mar encontrava a cidade, o artista recuperou a linha do mar de ontem nas ruas da cidade
de hoje, em um trecho longo do asfalto onde até a década de 1920 era mar. Mar e praia
desapareceram; o primeiro, de nossa visao, ja a praia se foi para sempre.

O projeto/intervencao urbana A onde o mar vinha, até onde o Rio 1a (2010, Fig, 3) integrou a
exposicao Projetos (In) Provados (1), organizada por Sonia Salcedo del Castillo para a Caixa Cultural
do Rio de Janeiro (Castillo, 2010): “para a realizacdo de seu trabalho, aproximadamente
5 metros ctbicos de sal grosso serdo [foram] transportados de caminhdes e depositados
no local, no domingo anterior ao da semana de inauguracao [da mostra], no dia 22 de
fevereiro de 20107 (Castillo, 2015, p. 94).

Em entrevista, Guga Ierraz alerta, entretanto, que “A onde o mar vinha, até onde o Rio ia é um
projeto que nao ¢é s6 um trabalho, ele continua... O projeto ideal seria construir uma linha
de sal grosso de quilometros” (Ferraz et al., 2013, p. 31). Com isso, artista parecia antecipar
outra versao da intervencao/performance/obra que realizou em julho de 2014, integrando
um projeto da Funarte intitulado Grande Area® na regiio do Passeio Pablico, ponto em que
o Centro da cidade comega a adentrar o primeiro bairro da Zona Sul, a Gloria.

Com essas intervencoes realizadas, que podem ser mais, recorrendo a toneladas de sal grosso
deitadas sobre o piso asfaltico da cidade, Guga Ferraz reflete sobre a ocupacgao urbana da
cidade do Rio de Janeiro, seu modelo de desenvolvimento e de exclusdo, resultando em
desigualdades, cicatrizes e auséncias que tém sido perpetradas ao longo da histéria da cidade.
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4.0 "RIVER" ESTA PRESO NO PASSADO

Antes da abertura oficial da nova sede do Whitney Museum of American Art no Meatpacking
District de Nova York em maio de 2015, o artista David Hammons visitou as novas instalacoes
do museu ciceroneado pelo diretor Adam D. Weinberg. No percurso entre galerias, escadas
e halls, sempre que podia, Hammons apontava os olhos para as grandes janelas do novo
edificio em direcao a paisagem do Hudson River. Diante daquele olhar insistente, Weinberg
informou o artista que, justamente naquele ponto da beira-rio, Gordon Matta Clark (1942-
1978) havia realizado uma de suas obras mais iconicas: Day’s End. Passados alguns dias desde
a visita, Hammons enviou ao museu um desenho/projeto que propunha o erguimento de
um monumento em homenagem a Gordon Matta-Clark (Whitney, 2021). A proposta de
Hammons previa a instalacao de sua obra no mesmo ponto do rio — Pier 52 — que fora
ocupado pelo armazém da intervengao, em 1975, do artista falecido trés anos mais tarde. A
intervencdo de Matta-Clark consistiu na incisdo de cinco recortes gigantescos nas paredes
e estruturas do velho armazém, ja abandonado, que abriam a visao o céu, as aguas do rio
e a paisagem urbana de Nova York e da cidade vizinha, Hoboken.

=ORCEl  SMALTTA- CLARM. MSWY tESel T ik 52

O desenho de David Hammons ndo deixa davida quanto a homenagem que propunha acolher
ao inserir, em sua parte inferior, a inscricdo manuscrita: “Gordon Matta-Clark Monument
Pier 527 (Fig. 4). O desenho, em uma perspectiva que aponta para as profundidades do rio,
destaca o quase-nada que sobrou do armazém: apenas algumas de suas estacas de sustentagao,
fincadas no leito do rio e aflorando levemente acima das aguas. O local onde a obra definitiva
de David Hammons foi instalada, em carater permanente, no Hudson River Park em 2021,
se mantém separada da nova sede do Whitney Museum por algumas dezenas de metros,
uma via expressa e sinais de transito alongados que privilegiam o fluxo dos automoveis.
A obra de Hammons, em suas linhas elegantes e esqueléticas, parece ser a materializagao
de um projeto, ainda inconcluso, recém-liberado da prancheta de um arquiteto. Para Ben
Okri, poeta e romancista, trata-se de “um trabalho que esta 14 e, a0 mesmo tempo, ndo
esta l4. F sobre comunidade. F um didlogo com a histéria da arte, ¢ um dialogo com Nova

Fig. 4

David Hammons, Day’s End
(2014). grafite sobre papel,
21,6 X 27,9 cm. Whitney
Museum of American Art.
(Fonte: hitps://whitney.org/
exhibitions/david-hammons-days-
end?section=1#exhibition-feature).
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Fig. 5

Guga David Hammons, Day’s
End (2014-2021.

Foto do autor,

abril de 2023.

York, ¢ um diadlogo entre o mar [rio] e a terra. E escultural, ¢ arquitetonico, ¢ desenho”
(Whitney, 2021).
Na realizacao da obra de Hammons foram empregados recursos de alta tecnologia, com
partes da instalagdo metélica sendo produzidas na América do Sul, Europa e Canada
“com um tipo de ago muito particular, com uma liga muito especial, para que nao viesse a
ser destruido [pela exposi¢do ao tempo]. Cada decis3o tem um propésito funcional, cada
decisdo tem um proposito estético”, nas palavras de Adam D. Weinberg (Whitney, 2021). As
conexdes em aco fundido empregaram ago inoxidavel super-duplex, metal extremamente
resistente a corrosao, de maneira a atender tanto os requisitos estruturais quanto estéticos
da obra (Binder et al., 2020).
Nesse aspecto, a estrutura elegante e precisa da obra de Hammons, erguida com a vocagao
a permanéncia em seu sie definitivo a beira do rio, onde pode ser apreciado de dentro do
Whitney, parece se descolar por inteiro da precariedade estampada e visivel nos cortes pleno
de riscos de Matta-Clark no antigo armazém. Algo como se o proprio desenho/projeto de
Hammons, expresso na qualidade sensivel do grafite a arranhar o branco do papel, nao
encontrasse ressonancia ou coeréncia naquelas vigas e hastes, 2o mesmo tempo, firmes,
resistentes e elegantes. Ou como se quisesse apenas nos lembrar que os tempos sao outros
e, o que passou, no passado ficou (Fig. 5).

No passado ficou o momento em que Matta-Clark fez incisdes no antigo armazém. Um
momento em que o Pier 52 havia sido ocupado pela comunidade queer do West Village e
da cidade, que se reunia no pier em torno da armazém para saudar a vida, a alegria de
viver ¢ de amar em liberdade, vivendo uma vida comunitaria que tentava se resguardar e
se proteger da violéncia a que se expunha no cotidiano da cidade.

A obra Day’s End de Hammons, em sua melancolia cinzenta refletida nas sofisticadas estruturas
de ago, reproduz, em uma versao desidratada pela espessura da historia e das transformagdes
urbano-sociais de uma cidade that never sleeps, aquilo que Nova York perdeu, aquilo que
ficou para tras. Day’s End parece replicar, em seus vazados e vazios de gentes, a ideologia
neoliberal que domina o cotidiano da cidade de Nova York, onde tudo, absolutamente
tudo, é otimizado para o seu maximo rendimento. Uma cidade que aproveita cada canto
abandonado, mesmo que seja sobre o rio, para criar uma situagao que gere dividendos em
seu continuado processo de turistificacao; ¢ o caso do High Line Park, que tem sua entrada
sul ao lado do Whitney Museum. Nova York, talvez mais que nunca, ¢ hoje a meca do
capital e do turismo, ou do capital do turismo.

Para além das conexdes mais diretas entre as duas Day’s End, a obra de Hammons revela o
que foi suprimido pelo tempo que passou, em uma cidade que parece perdida em sucessivas
ondas ¢ continuados processos de gentrificacdo ¢ de turistificagio (Gladstone & Fainstein,
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2001; Quintana & Batel, 2022; Sequera & Nofre, 2018). Com isso, Nova York perdeu
qualquer sentido comunitario e mesmo o seu sentido de cidade. As for¢as do urbanismo
neoliberal encontram na Nova York de hoje “a sua mais completa tradugao” [3]. Uma
cidade que recentemente substituiu a campanha “I love NY”, criada na década de 1970
pelo legendario Milton Glaser (Barron, 2023) por outra que agora diz “We love NY”, sem
que se saiba exatamente quem esta representado em “we”.

5. CONSIDERACOES FINAIS

No enfrentamento dos processos incontrolaveis do desenvolvimento urbano de duas cidades
americanas — Rio de Janeiro e Nova York —, Guga Ferraz e David Hammons, cada qual
a sua maneira, em respeito as diferentes sensibilidades e aos modos de operacionalizagao
de seus processos criativos, criaram obras-projetos que intervieram nos espagos publicos
dessas cidades. Os dois projetos oscilam entre a efemeridade do sal grosso esparramados
pelo asfalto e a permanéncia do aco de alta tecnologia, as obras de Ferraz e Hammons
sinalizam, dentro dos limites da arte, para a necessidade de as cidades nao virarem as costas
para suas historias ¢ para sua memoria.

Entretanto, essa parece ser uma guerra perdida. As grandes cidades contemporaneas,
impulsionadas pelas forcas neoliberais e pelos processos de gentrificagao e de turistificagao,
parecem seguir em frente, derrubando o que eventualmente encontram pela frente. Na
mesma medida em que os dois casos estudados revelam sua relevancia, no campo proprio
da arte, em posi¢des politico-criticas bastante distintas, revelam igualmente sua irrelevancia
e suas limitacoes no enfrentamento das questoes que orientaram as escolhas dos artistas:
o crescimento descontrolado das cidades contemporaneas e os processos de apagamento
da histéria e da memoria.
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NOTAS

[1] Outros dez artistas, além de Guga Ferraz, participaram do projeto e exposi¢ao desenvolvidos
por Sonia Salcedo del Castillo para a Caixa Cultural (Rio de Janeiro). A exposi¢ao Projetos
(In) Provados foi realizada entre 1° de marco e¢ 18 de abril de 2010.

[2] O projeto Grande Area 2014, com curadoria de Xico Chaves e Luiza Interlenghi, contou
com a participacao de artistas visuais brasileiros que desenvolveram suas acoes em espacos
publicos de seis capitais brasileiras — Sao Paulo, Salvador, Rio de Janeiro, Belo Horizonte,
Recife e Brasilia, por ocasiao da Copa do Mundo FIFA, realizada no pais em 2014.

[3] Naexpressao de Caetano Veloso arespeito de outra grande metropole das Américas—Sao Paulo.
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TRANSFORMABLE FURNISHING: FROM
‘MODERN HOME’ TO CONTEMPORARY

HOUSE

Mobihario transformable: del "hogar moderno” a la casa

contemporanea

ABSTRACT

Among the many problems highlighted by
the recent COVID-19 pandemic is the ina-
dequacy of many homes to accommodate
people during a health emergency. During
the various lockdowns, flats that needed to
be bigger, more distributed, or more modern
did not help to organise one’s time or daily
activities (studying, working, exercising, or
simply secluding oneself) in the best possible
way. Redesigning the existing seems a possible
solution, not by demolishing obsolete dwellings,
but by adapting them through ‘light systems,’
1.e., through furnishings: an ‘ex-post’ interven-
tion that can redevelop spaces by leveraging
the concepts of transformability and flexibility.
Lessons can be learned in this respect, from the
history of modern housing to contemporary
experience. The article broadly traces this
history (with a look at the culture of Italian
living) so that from experience, we can learn
solutions for living in the future.

KEYWORDS

Furnishing; transformability; modern and
contemporary home; Italian design.

RESUMEN

Entre los muchos problemas que ha puesto
de manifiesto la reciente pandemia de CO-
VID-19 esta la inadecuacién de muchas vivi-
endas para alojar a las personas durante una
emergencia sanitaria. Durante los diversos
enclerros, los pisos que debian ser mas grandes,
mas distribuidos o mas modernos no ayuda-
ban a organizar el tiempo ni las actividades
cotidianas (estudiar, trabajar, hacer ejercicio o
simplemente recluirse) de la mejor manera po-
sible. Redisefiar lo existente parece una posible
solucion, no demoliendo viviendas obsoletas,
sino adaptandolas mediante un “sistema lig-
ero”, come el mobiliario: una intervencion “a
posteriori” que puede reurbanizar los espacios
aprovechando los conceptos de transformabili-
dady flexibilidad. Se pueden extraerlecciones
en este sentido, desde la historia de la vivienda
moderna hasta la experiencia contemporanea.
El articulo traza a grandes rasgos esta historia
(con una mirada a la cultura de la vivienda
italiana) para que, de la experiencia pasada,
podamos aprender soluciones para vivir en
el futuro.
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1. INTRODUCTION

There are countless analytical criteria with which to observe and reflect on the evolution of
the residence during the 20th century up to the present day. Organisation and distribution of
space, construction techniques, and materials have influenced the modern and contemporary
habitat; no less so have the hypothetical responses of architects to social problems or new
lifestyles and consumption to modify the gradually consolidated structures of the home
over time. Finally, the recent pandemic is necessarily restructuring thinking on housing
design, given the ineffectiveness of many previous housing typologies. Due to the health
emergency and the confinements imposed in one’s own home, many dwellings have shown
their limits - physical, functional, and psychological - mainly due to their small size or their
almost open as well as indivisible rooms. Critical reflection on the flexibility and adaptability
of interiors as a possible solution to the adaptation of obsolete housing structures in the
existing building stock has therefore returned to the fore.

Suppose the transformability of domestic spaces belongs primarily to the traditional oriental
culture. In that case, it has nevertheless crossed the Western one throughout the previous
century according to the interpretative lens of the integration between architectural space and
furnishings or of the juxtaposition between the two, re-proposing itself up to the present day
with ingenious solutions. Depending on the different epochs, that design theme 1s declined
in different forms and arrangements, which have qualified new ways of interpreting and
living in the home. The design methods have been characterised above all as ‘arredamento’
[furnishing] - understood as an ad hoc intervention, remodelled over time, that can be
dismantled, even repositioned elsewhere - a term that is now obsolete, but which has, for a
long time, positively marked an intense architectural season, especially in Italy.
Concerning the development of modern architecture, writes Giulio Carlo Argan, ‘furniture
tends to increasingly identify with or integrate itself with the construction fact’ (Argan, 2003,
p- 94). He adds further on: ‘Everything, in modern architecture, tends to become “mobile™;
and the “furniture” that constitutes furnishings can truly be considered the most sensitive
and delicate formal terminations of architecture’ (ibid., 95). From these considerations, we
look at the modern home as a complex interplay between architecture and furnishings, in
which flexibility can qualify the adaptation of domestic space to changing social conditions.

2. PROBLEM, STATE OF THE ART AND METHODOLOGY

The essay briefly traces a history of the flexibility and transformability of domestic furniture
and its ability to modify inhabited space. It is considered a pertinent topic for a study, not
only because it is a theme only hinted at in the Histories of Furniture and the Histories of
Interiors, but because it is highly topical: the recent experience of the GOVID-19 pandemic
has, in fact shown how many modern homes have been unsuitable for the coexistence of
several people - primarily engaged in different activities, such as studying, attending classes,
working, exercising, and others - in the same house, if the latter has insufficient floor space.
Recalling how, in the past, living spaces could be temporarily divided can serve to rethink
the project of adapting housing structures during health or climatic emergencies differently.
In outlining the history of transformable furniture, the essay considers some historical
precedents: examples of transformable furniture or projects for the temporary modification
of certain rooms in the home appeared as early as the end of the 18th century and then
during the second half of the 19th century. Subsequently, the development of the essay
focuses on the experiments of various designers during the 20th century, with a focus
on Italian architects and designers who made a fascinating contribution to the idea of
transformability of interiors, both using furnishings that are themselves transformable and
through mobile partitions of various types.

The survey methodology is historical-critical and organised according to a strictly chronological
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criterion. Although hinting at historical precedents, the time range the essay focuses on is
from the 1920s - the first rationalist trials - to the 1970s - the avant-garde examples at the
exhibition ‘Ttaly: The New Domestic Landscape’ edited by Emilio Ambasz at Museum
of Modern Art (New York 1972) -. In conclusion, the essay mentions some more recent
projects that have picked up the design heritage of the 20th century, reworking it in a
contemporary key.

The geographical area of investigation relates to Western countries, mainly Europe, the
United States, and Italy. However, for contemporary projects, mention is also made of projects
realised in other countries that are considered innovative in terms of the transformability
of the home through furnishings and/or light movable partitions.

3. SOME HISTORICAL PREMISES

Interesting precedents of the transformability of the home can be found in all historical
periods. However, from the second half of the 19th century, a specific interest in this design
approach can be discerned. Giedion (1948) qualifies the 19th century as the age of invention
and mechanisation of work, both in the industrial and domestic fields. In the latter, various
social conditions - the increasing shortage of service personnel, the shift of family residence
to the suburbs, and the family’s economic autonomy- directed Americans’ lifestyles. The
single-family home is presented as an autarkic residence, 1.e., self-sufficient in production
(food and clothing above all) and consumption of goods; the wife-mother-father runs it,
while the husband-father is reserved the role of Breadwinner, active outside the home.
For a housewife who was as independent as she was aware of her role in supporting the
nation, Beecher & Stowe Beecher (1869) designed a neo-Gothic suburban cottage in which
they experimented with new spatial organisation solutions. Among them, on the mezzanine
floor of the house, the dining room features a screen on pivoting wheels, which temporarily
divides the space to accommodate the nightly rest of one or two guests. On one side, the
movable wall accommodates decorative elements or paintings; on the other, it has a series
of storage units to serve the occupants of that small habitat, while the bed can split into
two beds by sliding one under the other. (Fig. 1)
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The picture shows the internal
organisation of the ground floor
of the house designed by sisters
Catharine Beecher and Harriet
Stowe Beecher and the movable
screen which, when moved
around the room, allows a guest
to be accommodated, as well as
acting as a container on the one
hand and as a display wall on
the other.

(Source: Beecher & Stowe Beecher
1869.)
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Fig. 2

Garnet Terry’s engraving shows
adesign by Thomas Sheraton for
a library table with

integrated retractable ladder

for consulting books in a
privatelibrary (c. 1792).

(Source: Author’s archive).
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At the same time the Beecher sisters were composing a different idea of home, American
industry began to produce transformable furniture, such as pianos that could be modified
into beds, extendable chairs for daytime rest, and multifunctional desks. Experimentation
with such furniture had, in fact, already taken place in craft forms in Europe: in addition
to a few vernacular examples in Ireland and Great Britain at the end of the 18th century,
the transformability of furniture defined as ‘metamorphic’ or harlequin had been tested
by refined cabinet-makers such as Thomas Sheraton in England (Fig. 2) or Giovanni Socci
in Italy.

However, the United States was the first to attempt their standardisation and subsequent
mass production, thanks to a series of inventors who eagerly filed countless patents with the
U.S. Patent Ofhice. (Fig. 3) At the beginning of the 20th century, an exciting contribution
was made by companies such as Sears, Roebuck and Co. (Chicago-Philadelphia), who sell
objects, furniture, and even entire detachable houses by mail order, such as the ‘Ashmore’
bungalow (1916). Among the various proposals in the catalogue, a dining room with folding
furniture, the ‘Pullman Breakfast Alcove,” inspired by the railway carriage furnishings of
George M. Pullman, who from 1860 had transformed train travel into a luxury experience,
enjoyed some success. It is a set of tables and benches, mostly placed below a window
inside the kitchen, used as a breakfast nook; when the table folds down towards the wall, it
transforms into a daily sitting area or a corner for sewing or reading. (Fig. 4)
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Detail of Letter Patent No.
_ - R Trpenter, 56,413 (dated 17 July 1866)
Witpesses; G H17 for the patent for ‘Improved
%I/%W 2 AT e Combined Piano, Couch,
M d Abys and Bureau’ by Charles Hess
(Cincinnati, Ohio).
(Source: United States Patent Office
T TR e o [https:// patents.google.com./patent/
US564134/en)).
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4. THE INTERIORS OF EARLY MODERN ARCHITECTURE

L ]
T p—

In Europe, the social housing problem first raised the issue of the transformability of interiors,
investigated during the 1920s by German and Austrian architects and from the 1930s to the
1950s by their Italian counterparts. While still a student and on behalf of the Stadtbauamt
[Municipal Technical Office] in Wien, Anton Brenner designed a building of rental flats
with different surfaces at 26, Rauchfangkehrergasse (1924-1925). The two-room apartments
are decidedly compressed, with the kitchen only 2.97 m2. The most significant degree of
flexibility is in the living-dining room, which contains two folding beds (‘Klappbetten’) in an
alcove, the perimeter of which can be screened off by folding panels covered in fabric; the
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bedroom, on the other hand, is separated by a wall-cabinet passing through, with storage
units accessible on both sides. The cost of these furnishing elements, given to the tenants,
1s redeemed monthly in the rental fee.

In the same period, the best-known experimentation in room modification was offered by
Gerrit Thomas Rietveld in the Schréder Haus (Utrecht 1924). While the ground floor of
the house is organised traditionally, i.e., in rooms, albeit small, the first floor (60 m2) lends
itself to different uses at different times of the day thanks to a set of sliding panels that close
or open the large room, segmenting it into smaller and more intimate ones. This projectis a
spatial as much as a temporal revolution of the architectural box, as the designer calibrates
the space concerning the functions and times of day in which itis used; moreover, the rooms
can be continually broken down or recomposed with simple gestures, while maintaining
the stable core of the staircase and fireplace.

While the Schroder Haus represents an unprecedented interior solution in traditional
construction, Le Corbusier and Pierre Jeannaret work on standardising the building struc-
ture - punctiform, with light infill and open plan - through reinforced concrete. This type
of house requires containers built into the walls or dividing the rooms, rather than bulky
furniture set against the walls, as Le Corbusier writes: Je dessine le plan d’ameublement
et la coupe d’une chambre traditionnelle. La grande armoire normande, la commode de
style ne permettent quunmauvais rangement fort inefficace (...) Je dessine en plan et coupe
un dispositive moderne: fenétres, cloisons et casiers. J’ai gagné une place considérable; on
peut circuler a I'aise; les gestes seront rapides et exacts; le rangement automatique’ [1] (Le
Corbusier, 1930, pp. 109-111).

Therefore, the two designers implement the standardisation of the furniture with the idea
of ‘casiers standard’, on which they have been working since 1924: they are multifunctional,
modular elements that can be assembled horizontally and vertically. The cases and doors
are made of plywood with mahogany veneer [2], with sliding, sluice, or hinged closures
(natural or painted in colour); the entire system rests on the floor or is raised off it thanks
to slender metal ‘pilotis.” Sized exactly on the objects to be contained [3] - from plates to
hats, from books to records -, the ‘casiers’ are in part reminiscent of the office archives
or travel trunks admired by the Swiss master in search of a ‘comforting norm’, i.e., ‘an
equipment-prosthesis’ that responds to all human needs, at least in the field of furniture (Le
Corbusier, 1925, passim). The ‘casiers’ are presented in the pavilion of ‘I’Esprit Noveau’
at the Exposition Internationale des Arts décoratifs et industriels modernes (Paris 1925) as
containers and, at the same time, space dividers: arranged in a plug or flat position, they
close it up to a certain height, qualifying the various rooms in different ways according to
the function the furniture fulfils (cupboard, cupboard, display unit).

A further experimentation of these multifunctional pieces of furniture is proposed by Le
Corbusier, Jeannaret and Charlotte Perriand in the exhibition ‘Equipement de I’habitation:
descasiers, dessieges, destable at the Salon d’Automne (Paris 1929). The ‘casiers’ are used to
divide a hypothetical flat for three people of about 90 m2 into a service area (kitchen, guest
bed, bathroom, double bed), compacted on one side of the perimeter and with a luminous
opalescent glass ceiling, and a large living room, with a floor made of Saint Gobain glass
plates. Made of brass profiles and closed by metal sheets (painted white, blue, brown, red)
or glass, these ‘casiers métalliques’ function as display cases, double-sided containers (with
drawers or pull-out shelves) and separating screens, to which the three authors contrast
tables and seats according to their design.

Equally compelling is the proposal for articulating accommodation using fixed and mobile
equipment that Le Corbusier and Jeannaret conceived for one of the two residences at
the Weissenhof-Siedlung (Stuttgart, 1927). If both buildings concretise the ‘Cing points
d’une architecture nouvelle,” theorised by Le Corbusier a short time before, the flats of the
Maison Double in steel are conceived as an ample continuous space, interspersed with deep
wardrobes (with a horizontal masonry top), from which tubular frame beds (designed by
Alfred Roth) and sliding panels emerge to divide the room into two or three independent
bedrooms, served by the corridor behind them. In this case, the furniture is an immobile
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mobilier, ‘meuble et non-meuble, architecture et “sculpture”,” (Rolland, 2022, p. 30) conceived
so that somebody can transform the entire dwelling.

The depth of the wardrobe even becomes an ‘other space’ in the house that Walter Gropius
designed for himself and his wife Ilse (called Ise) Frank in Dessau (1925-1926). The couple’s
bedrooms are divided by a double-sided container, through which they pass to go from one to
the other, as well as housing a shared walk-in wardrobe. Compared to the articulated system
of entrancesleading to both rooms and the main bathroom, without the two interfering with
each other, this furniture divides the couple’s nightly rest and, at the same time, creates an
intimate sharing between them. On the other hand, the living room-studio area is separated
from the dining area by a simple curtain, while the dining area is in direct communication
with the kitchen office through pass-through furniture and doors.

Although Le Corbusier and Jeannaret envisioned the industrial production of the ‘casier
standard’ as a modular and variously organisable furnishing system [4], it was in the post-
World War II United States that the idea of a multifunctional container that also divides
space took on greater adherence to mass development. George Nelson and Henry Wright
took this on with their ‘Storagewall’ project (1944), which represented an alternative to a
locally made, cost-saving piece of furniture in cheap housing with an industrially produced
element. The result of research into the current production of the two young architects
for the magazine The Architectural Forum (1944) [5], the ‘Storagewall’ is a wall cabinet that
overturns the traditional idea of storage, i.e., the wall cupboard. Double-sided, with an
aluminium structure, about 20 to 30 cm deep (as opposed to the more common 60-65 cm),
the container can replace entire walls of the home. The project thus formalises a ‘new hybrid

- not exactly architecture or furniture but with the qualities of both structurally autonomous
and solid, but also modular and infinitely flexible’ (Abercrombie, 2000, p. 72). (Fig. 5)

Shaabin of ‘s R

Braunm wiil Bousis
maceal piaayn.

Fig. 5

The advertising image of George
Nelson and Henry Wright’s
‘Storagewall’ system illustrates
how the container works and the
types of objects it can hold.
(Source: Architectural Forum, (11),
1944).
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5. THE ITALIAN CONTRIBUTION

After the II Congres international d’architecture moderne (1929), which sanctioned the
adoption of the existenzminimum or minimum quality standard for low-cost housing, room
flexibility became an interesting design variable in Europe for social housing and beyond.
Italian architects experimented with it from the 1930s onwards in hypothetical projects
presented in Domus magazine and temporary exhibitions. In particular, the Milan Triennale
- with its numerous ‘Mostre della Casa’ or ‘Mostre dell’arredamento’ that cadenced its
exhibition programme - offered designers frequent opportunities to conceive original visions
of living. Tor our designers ‘the term flexibility expresses [their| desire [...] to respond to
multiple and contradictory objectives of the minimal dwelling. The more refined needs
for comfort, but also the expression of a new “freedom” in dwelling, the aspirations for
individual isolation and the needs for family control find in this device (the permutability in
the use of limited spaces) the hope of making the inflexible flexible’ (Teyssot, 1984, p. 91).
The one who first concerned himself with the transformability of the typical dwelling was Gio
Ponti, who, in the magazine Domus (which he directed), conducted a proper taste campaign for
the modern home. In this, furnishings must not have ‘a purely formal conception’ or one of
social representativeness as in the past, but rather fulfil the needs of contemporary life, which
‘has as its postulate (a) humanistic and non-mechanical ideal: in the sense of a humanism
thatis not anti-mechanical, but which has assimilated the machine and its derivatives’ (Ponti,
1936, pp. 16-17). At the 6th Milan Triennale (1936), he exhibited a section (living-dining-
studio) of a demonstration house that, through different furniture arrangements inside it,
responded to various living needs. The two rooms of the installation are separated by a
double-sided cupboard containing a sliding panel, which allows for variations in the use of
the entire space. However, the architect concentrates more on juxtaposing the furniture -
almost all by his design - to create different areas depending on the occasion.

Between 1937 and 1938, on the pages of Domus, Ponti then elaborated the idea of a
‘flat for everyone,” with furniture that could be disassembled, folded, and sent anywhere,
particularly to the colonies of the proclaimed Italian East Africa. The first published plans
were by Alessandro Pasquali, who also published the executive design of the furnishings,
while the idea that ‘every room closes into a piece of furniture’ (Domus, 1938, p. 42) was
entrusted to the firm of Giovanni Berardi with drawings by Pier Nicolo Berardi. The
furnishings (two bedside tables, a chair, and the backs of the bed) are disassembled and
folded to be contained inside a cupboard or (four chairs and a table) a sideboard. In this
way, the packaging is eliminated, shipping is simplified, and furniture assembly is carried
out with only a screwdriver.

The ‘house inside the cupboard’ theme was finally relaunched between 1943 and 1945 by
Ponti himself, assisted by the Saffa company for production (but the furniture did not actually
go into production). If the architect looked to the catalogue sales that had dominated the
furniture market in the United States since the end of the 19th century, in Italy, a solution to
the wartime housing problem seemed to him to be offered by modular, foldable, concealable
furniture. In other words, the transformability of the home now replicates the inevitable
displacements of Italian families from destroyed cities or impracticable real estate rather
than their moving abroad.

In the same period, Gian Luigi Banfi, Lodovico Barbiano di Belgiojoso and Enrico Peressutti
also worked on flexible furniture [6]. For the living room of the T. flat (Milan, 1943), they
designed a bookcase with a pull-out dining/working table, which could also be detached
altogether and left isolated in the room, while the bedroom for three girls was transformed
into a playroom/study by turning the beds back on themselves and switching them into
furniture and shelves. However, these solutions rely on skilled artisans, for which industrial
production is not feasible.

In the immediate post-war period, research continued above all on folding and concealable
furniture, which, while aspiring to standardisation, were proposed above all as furnishing
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solutions for small accommodations (Ignazio Gardella, accommodation for three people,
1946; Tullio Bussi, accommodation for one person, 1946; Eugenio Gentili Tedeschi, flat
for two people, 1946), while Marco Zanuso founded the INA-mobile in 1954, a section
dependent on the INA-casa, to reduce the number of tenants’ furnishings as much as
possible, to be replaced with fixed furnishings for social housing.

In general, however, Italian projects questioning the flexibility or transformability of the
dwelling seem to be based on three main invariants: the equipped and modular wall, the
mobile diaphragm, and the object-environment, which respectively investigate not only
different ways of organising and using space but also stand out as responses - gradually
more daring - to changes in Italian society. In other words, they mark the gradual passage
from a traditional style of living towards more informal forms of living until establishing
countertrends so futuristic that they could only be understood in the following decades. If
the first two solutions seem in part to rework the influences of pre-war European rationalism
and seek, at least in the first hypothesis, ‘the transformability of environments even without
creating “exceptional” solutions’ (Feraboli, 2015, p. 175), the last one rises to an innovation
with an all-Italian imprint.

5.1. The equipped and modular wall

At the 6th Triennale (1936), Franco Albini with others [7] presented an accommodation for
one person (or hotel room), whose large room was articulated around a single container, which
did not reach the ceiling but separated the space into day and night areas. More complex is
the solution of the same architects [8] in the rental accommodation for four people, set up
on the same occasion. The entire 160 m2 flat, intended for a wealthy class, is governed by a
rigid modular grid (66x66 cm), which determines the equipped walls and light glazed filters,
totally replacing the walls, for the only room of which the house is composed: even if the
economic problem is less relevant in this case - the designers write -, that of the exploitation
of space remains ‘in all its importance, mainly because of the more complex habits of life
which multiply the number and types of objects of use, and which require spaces suited to
different occupations’ (Domus, 1936, p. 27). Ample relevance is given to the living room,
which becomes the central core of the residence, while the bedrooms and bathrooms are
recorded on smaller dimensions. The kitchen is divided into office and preparation areas by
a transparent diaphragm with a Cartesian rhythm, reflected in the cadence of the storage
units, thus composing an airy spatial grid. (Fig. 6)

Fig. 6

Photograph of the kitchen by
Franco Albini, Renato Camus,
Paolo Clausetti, Ignazio
Gardella, Giuseppe Mazzoleni,
Giulio Minoletti, Gabriele
Mucchi, Giancarlo Palant,
Giovanni Romano, for Flat

No. 2 for 4 people. The Flat

is presented in the “Mostra
dell’abitazione,” exhibition, at
the 6th Milan Triennale in 1936.
A glazed, modular diaphragm
divides the office from the
preparation area..

(Source: Archivio Triennale di Milano
(Courlesy of)).
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Fig. 7

Gianfranco Frattini, Flat in
Bergamo, 1955, detail of the
living room with the movable
curtain closing off' a more private
arca for conversation.

(Source: Studio / Archivio Gianfranco
Frattini (Courtesy of)).

Throughout the 1950s, the fitted wall, custom-designed and generally made of wood, became
a feature for homes intended for a more straightforward way of living. This design was
proposed by Margherita Bravi and Luisa Castiglioni, who set up a modular furniture system
at the 9th Milan Triennale (1951). Instead of walls, such furniture separated the kitchen
from the dining room, the study from the living room, and the bedroom from the dressing
room. All elements are made of solid wood, also used for the frames, with plywood bottoms
and doors covered in coloured plastic laminate. Although the storage units are proposed
as fixed, Bravi and Castiglioni’s solution offers various interpretations of the composition
and use of the living space.

5.2. The movable screen

Theidea of aroom partitioned by light and movable partitions, such as fabrics, has precedents
that go back a long way in time (think of the spaces of the classical age or the bed with
independent curtains): draperies of various thicknesses and qualities were used to close off
a large room, to shelter from the cold or to create greater intimacy. This type of solution
was taken up by Italian architects, especially during the 1950s and 1970s. Gianfranco
Frattini makes elegant use of fabric in the furnishing of a flat in Bergamo (1955): thanks
to a circular structure hanging from the ceiling, a heavy curtain unravels in the large living
room, alternately enclosing it in a more intimate area and creating variously equipped
corners (parlour, dining, study) or merging them into a single space. (Fig. 7)

The “folding’ wall also becomes frequently used to modify the home. Presented as a minimal
solution for one person at the 10th Milan Triennale (1954) by Ponti and others [9], in the
1956 the ‘alloggio uniambientale’ [uniambiental flat] project was extended for four people
until it became a hypothesis to be adopted in an entire residential building. The ample space
of which the flat is composed can be transformed into smaller ones thanks to a series of
mobile diaphragms, yellow on one side and blue on the other. They are ‘accordion screens,’
allowing one to view the house from one side to the other or to create a ‘mobile labyrinth,’
while the kitchen and bathroom are reduced to the essentials: ‘the spaces are clear (...). And
the furniture is few and light’ (Domus, 1956, pp. 77-78).
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The primary view is oriented towards the ‘“finestra arredata’ [furnished window], presented
by Ponti in 1954: a complex visual system composed of furniture, equipment, panes and
light cut-outs; it is a primary/secondary structure of the dwelling, depending on whether
one looks at it from the inside or the outside, and which changes during the day as well
as at night. Ponti shortly afterwards implemented the concrete realisation of these ideas
in his own 160 m2 flat in Via Dezza in Milan (1956-1957), a sort of taxonomic collection
of what the architect presented in the exhibitions or in Domus, with which he exhibited a
different way of living: modifiable according to use, day or night, moments of isolation or
conviviality among its inhabitants.

The architect finally takes up the idea of a continuous but transformable domestic space,
apart from the toilets concentrated on the perimeter, with ‘La casa adatta,” an exhibition at
Eurodomus 3 (Milan 1970) (Fig. 8). Here, the transformability of the architectural interior is
entrusted to large folding diaphragms, with total opening, and to harlequin-type furnishings
that can be moved on wheels to generate ‘a domestic landscape freed from oppressive
conventionalisms, a livelier way of living’ (Ponti, 1970, p. 17), in which people can freely
express their lifestyle. In this way, Ponti “proposing this as a method proposes a custom: a
way of living in a “versatile” space, in which furniture is light, mobile, foldable’ (Licitra
Pont, 1990, p. 248). Among the most interesting transformable furniture is the two-seater
mini-desk with built-in chairs, the table extendable from four to ten seats and the sofa-bed
on wheels (‘Apta’ series, made by Walter Ponti).

5.3. The object-environment

From the late Sixties to the early Seventies, the most original contribution of Italian architects
on the transformability of the home was offered by the paladins of ‘antidesign’ (Colombo,
1969, p. 28), as opposed to the furnishing product chosen from the catalogue and inserted
at the end inside the home. Joe Colombo and Ettore Sottsass responded to the libertarian

Fig. 8

Redrawing of Gio Ponti’s

‘La casa adatta’ presented at
Eurodomus 3 (Milan 1970), in
which the movements of the
furniture, room entrances and
sliding walls are highlighted.
Redesign by Valeria Colombo
and Gianluca Rizzotti under
the supervision of Prof. Michela
Bassanelli.

(Source: Michela Bassanelli’s Archive
(Courlesy of)).
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Fig. 9

The prototype (Bofhi) of Joe
Colombo’s ‘Minikitchen” was
presented at the 13th Milan
Triennale in the exhibition
‘Sezione Momenti di tempo
libero: gli hobbies,” 1964. The
picture shows the mobile kitchen
open and with the utensils it can
hold in view.

(Source: La rivista dell’arredamento,
(17), 1964).

instances of a changed society with projects that distanced themselves from the wall perimeter
to offer themselves as poles around which the domestic environment and human activities
coagulated.

At the 13th Milan Triennale (1964), Colombo presented a kitchen on wheels, which could
be moved anywhere and in which the necessities for cooking, including electrical appliances,
and for setting the table for six people were reduced to a cube (75x75x90 ¢cm) made of
plastic-coated ash mounted on wheels. The ‘Minikitchen’ (made by Boffi) assumes a home
that is no longer organised into specialised places by function, such as the kitchen, but is
available to be lived in informally: it ‘frees man from “place” and “time” by following him
in space and revealing the aspect of conviviality during cooking’ (Favata & Borgatti, 2015,
p- 345). (Fig. 9)

For the installation “Visiona 1’ at the Interzum Show (Cologne, 1969), the architect instead
conceived a flat as a large void in which a block-living room, a kitchen-table, and a bathroom
nucleus connected to a circular bed-cabinet are freely arranged, while at Eurodomus 3 (Milan
1970) he proposed two prototypes of transformable furniture, the ‘Cabriolet-bed’ and the
‘Rotoliving’, a wall-kitchen with a rotating table (made by Sormani), with which Colombo
later furnished his Milanese flat in Via Argelati. In the latter two cases, the furniture is fixed
but conceived in such a way as to modify itself and, consequently, change its relationship
with the architectural space and people. Finally, as part of the exhibition ‘Italy: The New
Domestic Landscape’ at the Museum of Modern Art (New York, 1972), Colombo once
again concentrated the main functions related to living in four blocks (Kitchen, Cupboard,
‘Bed and Privacy,” and Bathroom) which, condensed into just 28 m2, make up the “Total
Furnishing Unit.” The elements can be arranged differently in the room according to the
needs of the inhabitants and, in some cases, take on more than one function (the sleeping
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block can, for example, be used as a living room), presenting a more dynamic way of living
that is constantly changing,

In the same New York exhibition, Ettore Sottsass presented the ‘Microenvironment,’ a
living system developed through a kind of container: these are grey fibreglass modules, 30
cm deep, mounted on wheels and hinged together, which contain a wardrobe, kitchen, sink,
refrigerator, pull-out table and more. The various activities associated with living are thus
assigned to individual objects freely scattered throughout the space. Depending on their
composition, they determine a variable domestic landscape, the result of the desires and
empathies of the moment: “The idea,” Sottsass writes in this regard, ‘is that the furniture
can move closer to or further away from each other, or rather, that one who lives in this
furniture can move it closer to or further away from himself or his friends or relatives when
he feels like it. So that each one as a private individual or each one as a representative of a
group can manifest with the furniture states of his solitary adventure or the adventure of
the group because the states, the needs, the dramas, the joys, the illnesses, the births and
the deaths also take place in space, they move like sea beasts that shrink or widen to the
right or the left, up or down, they coagulate or soften into plankton and so on’ (Sottsass,
1972, pp. 162-163).

6. THE CONTEMPORARY PROJECT

In the present day, the transformability of the dwelling continues to be investigated, albeit
mainly with accents of uniqueness rather than replicability for all. Itis the case of the 32 m2
home in Hong Kong that Gary Chang renovated for himself, and initially for his own family
(5 people and a tenant), over about thirty years, starting in 1976. Irom the first partitions
in light partitions separating the personal rooms from a ‘living corridor,” the architect
moved on to increasingly evanescent divisions, even in fabric, untl he conceived a single,
accessible space with wall fixtures that, sliding in on themselves, conceal the kitchen, the
walk-in wardrobe, and the bathtub. It is a project of total integration between furnishings
and architecture, responding to the building compression of ecastern megalopolises with a
house in continuous transformation despite the narrowness of its surface area.

In his various flats of the Hinged Space Housing complex (Fukuoka, 1989-1991), Steven
Holl transforms the interior by linking up with the Schroder Haus. Still, compared to the
latter, his wooden panels do not slide but rotate on themselves thanks to a set of hinges,
expanding the spaces during the day or reducing them at night [10]. LOT/EK (Ada Tolla
& Giuseppe Lignano) also transformed a 210 m2 commercial loft (New York, 1996) into a
studio-house using the pivoting rotation of aluminium-clad counter walls, which conceal
the bedroom or kitchen. By rotating or shifting equipped containers, on the other hand, the
Spanish studio PKMN Architecture manages to provide different configurations for small
flats: as the MJE House (Salinas, 2014) or the ‘All I Own House’ (Madrid 2014) (Fig. 10).
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Fig. 10

Lot/Ek (Ada Tolla & Giuseppe
Lignano), Miller Jones studio-
house, New York 1996. In the
picture, the pivoting aluminium-

clad counter walls separating
(and concealing) the sleeping

area from the living room-studio
are visible.
(Source: photo © Paul Warchol,

reproduced courtesy of Lot/Ek studio).

While these space-modifying solutions were almost an exception in the contemporary
residential scene until a decade ago, they have recently been proposed to the public under the
motto: ‘We create Expandable Apartments’ [11]. A trend has been identified for metropolitan
cities with very high costs for renting or buying a house that allows one to multiply the

available square metres through customised transformable furnishings. Although this is an
economical operation (mostly of doubtful spatial value) on a large scale, mainly referring
to an affluent clientele and which does not change the dwelling, it highlights a problem:
the relationship between quality of space, cost and surface area, which is increasingly
impractical for many people.

On the other hand, the forced confinement due to the recent pandemic has highlighted the
limitations of flats with limited dimensions or without adequate organisation of the rooms
because they are not suitable for several people to live and work together for long periods.
One response to the day-to-day difficulties imposed by pandemic confinements may be that
of a domestic space that can be adapted to different usage needs (study, work, sleep, etc.)
or can be subdivided by means of transformable furniture, sliding walls or curtains, and
other ‘custom-designed’ furniture devices.

7. CONCLUSION

The essay briefly traced a history of furniture that non-permanently modifies the domestic
space, emphasising the innovative contribution of certain architects and designers, especially
from the 1920s to the present. In most cases, the case studies reported represent design

‘exceptionalities:’ that 1s, they represent solutions created ad hoc to solve the home’s

transformability problem. They are either elitist furnishings (see Gianfranco Frattini’s
project) or proposals - some have remained on paper - for temporarily subdividing small
dwellings or solutions developed as demonstration exhibits in housing exhibitions. Only in
a few cases - for example, Gio Ponti’s project of a ‘house inside the cupboard’ or the 1972
experiments of Joe Colombo and Ettore Sottsass - did the proposals imply the idea of being
able to mass-produce transformable furniture.

Although the idea of transformability through furniture has only sometimes been considered
in home design, it represents a highly topical design theme. It can be an appropriate
response to emergencies, such as the COVID-19 pandemic that has forced people to live
together constantly in small dwellings, but also to a real estate market that, especially in
large metropolises, offers increasingly smaller dwellings at higher and higher prices.
Thinking back to past experiments should allow today’s planners to consider that the latter
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may change over time according to different needs from their first formulation of the house
project. Homes could be equipped beforehand with specific transformable furnishings or
light partitions that allow the interior space to be modified and used in various ways should
there be a need for greater privacy or to accommodate guests. The case studies considered
show how this can be possible, for the most part, even at low cost, but only if there is, from
the beginning of the design of the dwelling, an idea of organisation of the interior space
that is neither prefixed nor immovable. In the ridge between the commercial practice of
space exploitation and the new needs for cohabitation concerning possible future contagions,
alternatives must be sought that take up the lessons of the past of transformation and
adaptability of the home to build new models of contemporary living.
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NOTES

[1] T'm drawing the layout and cross-section of a traditional bedroom. The large Norman
wardrobe and the traditional chest of drawers provide poor, inefficient storage (...) I draw
a plan and cross-section of a modern layout: windows, partitions, and lockers. I've saved a
considerable amount of space; you can move around at ease; your movements will be quick
and precise; the tidying will be automatic’ (transl. by the author).

[2] Originally, they were to be made of metal, but the pavilion displays wooden prototypes
made by Boufferet in Paris.

[3] The measurements specified by Le Corbusier for a ‘casier’ are width and height 75 cm,
depth 37.5 to 50 cm; or 150 and 75 cm, depth 37.5 to 75 cm.

[4] This was possible in the 1970s thanks to the Cassina furniture company (Meda, Italy)
and the studies by Filippo Alison.

[5] It was produced in 1945 by Storagewall, Inc., New York, and exhibited in the same year
at the Macy’s department store in New York.

[6] Ernesto N. Rogers is not accredited due to the racial laws in force in Italy at that time.

[7] Franco Albini, Renato Camus, Paolo Clausetti, Ignazio Gardella, Giuseppe Mazzoleni, Giu-
lio Minoletti, Gabriele Mucchi, Giancarlo Palanti, and Giovanni Romano. Gold Medal Award.

[8] Gold Medal Award.
[9] Gio Ponti, Gian Franco Frattini, Alberto Rosselli, and Antonio Fornaroli.

[10] Holl (1996, 18) refers to traditional Japanese fusuma for organising the rooms of twenty
flats in the building complex.

[11] From the presentation page of Ori Design Studio, New York: www.oriliving.com [Ac-
cessed 4 April 2023].
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