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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 discussdo 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 tedricas, novas
praticas, processos, métodos e técnicas que resultam de pesquisa
fundamentada em projetos, teoria e experiéncia de ensino ou
de outras relacoes entre dados existentes, com resultados apli-
caveis nas areas de design, artes visuais e musicologia / musica.

Propésito

Assumimos o compromisso de valorizar a investigagdo nas arcas
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 prética e abordagens
centradas nas pessoas.

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

Questdes de design, musica e arte do foro disciplinar ou in-
terdisciplinar, nos seus diferentes dominios de aplica¢dao 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 cach 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
results in 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 investigacao, competéncias ¢ metodologias. Deste modo,
progride-se no sentido de uma compreensao mais profunda das
dimensoes cognitivas, sociais e culturais do ensino, da pratica
¢ da compreensio do design, da musica e das artes visuais.

Processo de Avaliacdo por Pares

A Revista Convergéncias adotou o sistema de revisdo 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 publicagao. Sendo aprovado nesta
etapa, o manuscrito ¢ enviado para avaliagio 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
revisao 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 declara¢ao 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 servigo 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 exportagido 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.
Naio 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 publicagdo 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, publicagdes, distribuicao ou download.

Plagio

Considera-se plagio o uso de trabalhos ouideias de outro(s) sem
asua permissdo 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 ¢é 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, condi¢des 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 Investigagio 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 thisjournal: 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.



Decisao de publicacao: os Editors-in-Chief sio responsaveis
por decidir que artigos sdo publicados, ap6s a avaliacao feita
pelo International Scientific Board a partir das submissoes de
artigos, obedecendo a legislagao 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

¢ Associate Editors estao impedidos de divulgar informagoes

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 e Associate Editors estao impedidos de usar ou
divulgar materiais inéditos divulgados de terceiros e obtidos pelos
manuscritos submetidos sem o consentimento €xpresso ¢ por escrito
do(s)autor(es). Os Editors-in-Chief, Contributing Editors e Associate
Editors devem abster-se da avaliagao 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 estao quali-
ficados e se tém condigdes de assegurar a tarefa, em tempo til,
para avaliar as submissdes que lhe sao confiadas. Os Reviewers
devem realizar a leitura e avaliagdo e remeter o parecer aos
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FOREWORD
Preficuo

Current societies experience significant ecological,
technological, social, and cultural transformations.
Within this context, design, art, and creative
education can no longer be perceived as activities
limited to producing artefacts, creating visuals, and
generating aesthetic experiences. On the contrary,
contemporary design, arts, and creative education
become integral elements of much wider and
complex processes of social mediation, innovation,
territorial transformations, and knowledge production.
Contemporary creative practices face challenges
related to sustainability, artificial intelligence,
participation, cultural diversity, territory, heritage,
digitisation, datafication, and innovative educational
models. All these issues are widely discussed in
the discourse on future developments in design
education and contemporary design research as
design transforms from an activity performed within
disciplinary contexts into a process embedded in socio-
technological, socio-ecological, and cultural systems.
These challenges are thoroughly considered across
the collection of articles in this special issue of
Convergences — Journal of Research and Arts
Education. Although addressing very different
topics, methodologies, scales, and contexts, these
articles nonetheless share an interest in the same key
problem: how to cope with the increasing complexity
of contemporary societies through creative
practices. Thus, the main goal of the issue is to offer
approaches that go beyond narrowly disciplinary
and instrumental perspectives, prioritising situated,
collaborative, experimental, and critically oriented
practices of inquiry and action.

In this regard, the issue shares some important

and European strategic
agendas. First, many contributions relate to the
United Nations Sustainable Development Goals,
particularly SDG 4, “Quality Education,” SDG
12, “Responsible Consumption and Production,”
and SDG 17, “Partnerships for the Goals.”
Second, several articles are linked to principles
and concepts characteristic of smart specialisation
strategies (RIS3). Finally, the issue concerns several
points discussed in the discourse on the New
European Bauhaus. Among others, the attempts
to define sustainability, aesthetics, inclusion, and
participation as interrelated components of societal
transformation play a special role in this context.

This orientation of the issue is also shared by

As sociedades atuais vivem transformagdes ecoldgicas,
tecnoldgicas, sociais e culturais significativas. Neste
contexto, o design, a arte e a educagdo criativa
Jja nao podem ser vistos como atividades limitadas
a producdo de artefactos, a criagdo de elementos
visuais e a geragao de experiéncias estéticas. Pelo
contrario, o design, as artes ¢ a educagdo criativa
contemporaneos tornam-se elementos essenciais de
processos muito mais amplos e complexos de mediagao
social, inovagao, transformagdes territoriais e produgao
de conhecimento. As praticas criativas contemporaneas
enfrentam desafios relacionados com a sustentabilidade,
a inteligéncia artificial, a participago, a diversidade
cultural, o territério, o patriménio, a digitalizagao,
a dataficacido e modelos educativos inovadores.
Todas estas questdes sdo amplamente discutidas
no discurso sobre os desenvolvimentos futuros na
educacao em design e na investigagdo em design
contemporanco, a medida que o design se transforma
de uma atividade realizada em contextos disciplinares
num processo enraizado em sistemas sociotecnologicos,
socloecolbgicos e culturais.

Estes desafios sao analisados em profundidade na colegao
de artigos desta edicio especial da revista «Convergences
— Journal of Research and Arts Education». Embora
abordem temas, metodologias, escalas e contextos
muito diferentes, estes artigos partilham, no entanto,
um interesse comum pelo mesmo problema central:
como lidar com a crescente complexidade das sociedades
contemporaneas através de praticas criativas. Assim, o
principal objetivo desta edi¢do ¢ propor abordagens
que vao além de perspetivas estritamente disciplinares
e instrumentais, dando prioridade a praticas de
investigagao e agao situadas, colaborativas, experimentais
e de orientagao critica.

Neste sentido, a edigao partilha alguns aspetos
importantes com as agendas estratégicas internacionais
e europeias contemporaneas. Em primeiro lugar, muitas
contribuigdes estdo relacionadas com os Objetivos de
Desenvolvimento Sustentavel das Nagoes Unidas, em
particular o ODS 4, «Educacio de Qualidade», o ODS
12, «Consumo e Producido Responsaveis», e o ODS
17, «Parcerias para os Objetivos». Em segundo lugar,
varios artigos estao ligados a principios e conceitos
caracteristicos das estratégias de especializa¢ao
inteligente (RIS3). Por fim, esta edigdo aborda
varios pontos discutidos no discurso sobre a Nova
Bauhaus Europeia. Entre outros, as tentativas de

definir a sustentabilidade, a estética, a inclusdo e a



contemporary design research and design literature.
Contemporary design increasingly shifts from an
industrial perspective that emphasises solutionism,
artefacts, and objectivity to one focused on
socio-ecological systems, transition design, and
relationality. As Fry (2009), Manzini (2015), and
Escobar (2018) argue, contemporary design should
be concerned not only with industrial efficiency or
consumers’ interests but with sustainability, plurality,
participation, and societal transformation. The latter
issues are discussed, for example, in The Design
Journal, She Ji: The Journal of Design, Economics
and Innovation, and Journal of Design and Science.
Recent discussions on the future of design education
reinforce this trend. In the context of increasingly
complex relations among objects, services, systems,
and ecologies, design becomes a new kind of
phenomenon, calling for a transformation of
design education as well. Today, design education
increasingly emphasises sustainability, systems
thinking, circular economy, data literacy, ethical A,
community engagement, and participatory methods,
thus becoming interdisciplinary and life-centred.
However, recent discussions increasingly emphasise the
need to develop epistemological and methodological
approaches for conducting research in arts and
design, especially at the PhD level. While creative
practice will always be central to knowledge
production in these disciplines, it is also important
to consider methodological explicitation, theoretical
consistency, critical reflections, and the ability to
make meaningful contributions to the field (Davis et
al., 2023). It is under such conditions that methods
like research through design and practice-based
research play an important role.

Some articles in this issue discuss the relationship
among creativity, digital technologies, and artificial
intelligence. Increasingly complex algorithms,
infrastructures, and data make authorship, mediation,
and technological transformations in contemporary
creative practices subjects of reflection, calling for
more reflexive and responsible pedagogical practices.
Moreover, pedagogy itself becomes a recurrent
topic in this issue, as collaborative, situated, and
practical learning experiences that respond to rapid
changes in the technological environment are being
experimented with.

The issues of sustainability and ecological responsibility
also deserve particular attention. Sustainability goes
beyond purely environmental issues, embracing
circularity, regenerative capacity, ecological
awareness, and societal resilience. Participation
and collaboration are other transversal topics

addressed in several articles on co-design, community
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participagdo como componentes inter-relacionados
da transformacao social desempenham um papel
especial neste contexto.

Esta abordagem da questao ¢ também partilhada
pela investigagdo e pela literatura contemporaneas
sobre design. O design contemporaneo afasta-se cada
vez mais de uma perspetiva industrial que enfatiza
o solucionismo, os artefactos e a objetividade, para
se centrar em sistemas socioecologicos, design de
transi¢ao e relacionalidade. Como argumentam Fry
(2009), Manzini (2015) ¢ Escobar (2018), o design
contemporaneo deve preocupar-se nao so6 com a
eficiéncia industrial ou os interesses dos consumidores,
mas também com a sustentabilidade, a pluralidade, a
participagdo e a transformacao social. Estas tltimas
questoes sao discutidas, por exemplo, em The Design
Journal, She Ji: The Journal of Design, Economics and
Innovation e Journal of Design and Science.
Discussoes recentes sobre o futuro do ensino do design
reforgam esta tendéncia. No contexto de relacoes cada
vez mais complexas entre objetos, servigos, sistemas e
ecologias, o design torna-se um novo tipo de fenémeno,
exigindo também uma transformagio do ensino do
design. Hoje em dia, o ensino do design enfatiza cada
vez mais a sustentabilidade, o pensamento sistémico,
a economia circular, a literacia de dados, a A ética, o
envolvimento comunitario e os métodos participativos,
tornando-se assim interdisciplinar e centrado na vida.
No entanto, debates recentes tém vindo a enfatizar
cada vez mais a necessidade de desenvolver abordagens
epistemoldgicas e metodologicas para a realizagao
de investigagdo nas areas das artes e do design,
especialmente ao nivel do doutoramento. Embora
a pratica criativa seja sempre fundamental para
a producdo de conhecimento nestas disciplinas, ¢
igualmente importante ter em conta a explicitacdo
metodoldgica, a consisténcia tedrica, as reflexdes criticas
e a capacidade de dar contributos significativos para
o campo (Davis et al., 2023). £ nestas condicdes que
métodos como a investigacao através do design e a
investigacao baseada na pratica desempenham um
papel importante.

Alguns artigos desta edi¢do discutem a relagio
entre criatividade, tecnologias digitais e inteligéncia
artificial. Algoritmos, infraestruturas e dados cada
vez mais complexos tornam a autoria, a mediacdo
e as transformagoes tecnoldgicas nas praticas
criativas contemporaneas temas de reflexdo,
exigindo praticas pedagogicas mais reflexivas e
responsaveis. Além disso, a propria pedagogia torna-
se um tema recorrente nesta edi¢ao, a medida que
se experimentam experiéncias de aprendizagem
colaborativas, situadas e praticas que respondem as

rapidas mudangas no ambiente tecnologico.
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involvement, cultural heritage, commemorative
identities, immersive experiences, and performance.
Similar concerns can be found in contemporary
design research, where participation, locality,
relationality, and social engagement are recognised as
essential aspects of contemporary design (Buchanan,
2001; Margolin, 2002; Verganti, 2017).

At the same time, it is important to note that this
issue not only describes contemporary approaches to
design, artistic research, and creative education but
also emphasises their pluralism and epistemological
diversity. It acquires even greater significance in
the age of considerable uncertainty about further
technological, ecological, and sociocultural
transformations. Debates on pluriversal and
decolonial approaches to design and its knowledge
are becoming increasingly popular. They challenge
universalist and Eurocentric design discourse,
promoting the development of situated and relational
designs based on alternative lived experiences.

All in all, contributions presented in this issue
provide a variety of perspectives on contemporary
design, artistic research, and creative education.
At the same time, they reveal several common
concerns associated with sustainability, systems
thinking, participation, pedagogy, technology, and
cultural and social transformation. The articles
demonstrate that contemporary design practices
are increasingly shifting from disciplinary ones
to those that critically reflect transformations in
the environmental, technological, political, and
cultural spheres.

In this respect, the issue begins with Francesca La
Rocca’s article, which critically addresses what
“less” means for contemporary design. Specifically,
in her paper, the author returns to minimalism
and ecological reduction beyond modernist
functionalism, while exploring new horizons in
sustainable design. The theme of sustainability
and responsible production is further discussed
in another contribution by Regina Aparecida
Sanches, Adriana Yumi Sato Duarte, and Francisca
D. Mendes, whose paper presents a study of
sustainable sneaker production using recycled
textiles in footwear manufacturing.

The issue also addresses pedagogical approaches and
learning processes across various fields, including
design and music education. Thus, in the paper by
Roberta Barban Iranceschi and Laura de Miguel
Alvarez, the authors analyse how creativity manifests
itself in industrial design education in accordance
with the European Higher Education Area’s
competences and the Sustainable Development

Goals. Similarly, in the paper by Claudia Pinheiro,

As questdes da sustentabilidade e da responsabilidade
ecolbgica merecem também uma atengio especial.
A sustentabilidade vai além das questoes puramente
ambientais, abrangendo a circularidade, a capacidade
regenerativa, a consciéncia ecologica e a resiliéncia
social. A participa¢ao e a colaboracao sao outros temas
transversais abordados em varios artigos sobre co-
design, envolvimento comunitario, patriménio cultural,
identidades comemorativas, experiéncias imersivas e
performance. Preocupagdes semelhantes podem ser
encontradas na investigagao em design contemporaneo,
onde a participagio, a localidade, a relacionalidade e
o envolvimento social sdo reconhecidos como aspetos
essenciais do design contemporaneo (Buchanan, 2001;
Margolin, 2002; Verganti, 2017).

Ao mesmo tempo, ¢ importante notar que esta edicao
nao s6 descreve abordagens contemporaneas ao
design, a investigagao artistica e a educagao criativa,
mas também enfatiza o seu pluralismo e diversidade
epistemologica. Adquire ainda maior significado
numa era de consideravel incerteza quanto a futuras
transformagoes tecnolégicas, ecoldgicas e socioculturais.
Os debates sobre abordagens pluriversais e descoloniais
ao design ¢ ao seu conhecimento estao a tornar-
se cada vez mais populares. Desafiam o discurso
universalista e eurocéntrico do design, promovendo
o desenvolvimento de designs situados e relacionais
baseados em experiéncias de vida alternativas.

Em suma, as contribui¢oes apresentadas nesta edi¢ao
oferecem uma variedade de perspetivas sobre o
design contemporaneo, a investigagao artistica e a
educacdo criativa. Ao mesmo tempo, revelam varias
preocupacoes comuns associadas a sustentabilidade,
ao pensamento sistémico, a participago, a pedagogia,
a tecnologia e a transformagao cultural e social.
Os artigos demonstram que as praticas de design
contemporaneo estdo a afastar-se cada vez mais de
uma abordagem disciplinar para se orientarem para
uma reflexdo critica sobre as transformagdes nas esferas
ambiental, tecnolégica, politica e cultural.

Nesse sentido, a edicdo comega com o artigo de
Francesca La Rocca, que aborda criticamente o que
«menos» significa para o design contemporaneo.
Especificamente, no seu artigo, a autora retoma o
minimalismo e a redugdo ecoldgica para além do
funcionalismo modernista, a0 mesmo tempo que
explora novos horizontes no design sustentavel. O
tema da sustentabilidade e da produgao responsavel é
discutido mais aprofundadamente noutra contribuicao
de Regina Aparecida Sanches, Adriana Yumi Sato
Duarte e Francisca D. Mendes, cujo artigo apresenta
um estudo sobre a produgao sustentavel de ténis
utilizando téxteis reciclados no fabrico de calgado.

Esta edi¢ao aborda também abordagens pedagdgicas e



Ana Santiago, and Nuno Belino, the authors present
a case study on the application of digital technologies
and experimentation with teaching methodologies
for knitwear design projects. In turn, the article by
Arantza Campollo-Urkiza, Carlos Lage-Gomez,
and Roberto Cremades-Andreu investigates the
impact of collaborative musical creation on the
development of social and personal competences
in secondary school. Moreover, Paloma Bravo-
Fuentes discusses graphic scores as pedagogical
instruments for experimenting in music teacher
training. Finally, Hermano Filipe Gomes Carneiro
analyses the history and pedagogical identity of
the Formacao Musical subject in specialised artistic
education in Portugal.

The papers also address collaborative, territorial,
and experiential perspectives. Savira Aristi et al.
reconsider the concept of co-design in marginalised
communities in Indonesia and Mexico, criticising
extractive participatory approaches while promoting
situated reciprocal knowledge production. Similarly,
in the contribution by Neel Naik, Ana Marcelo,
Carlos Reis, and Isabel Marcos, the authors present
an example of applying the Blended Intensive
Program approach to cultural heritage and
learning. In this respect, it becomes evident that
interdisciplinarity and immersiveness play a crucial
role in experiential learning Finally, Ménica Lameiro
and Arnaldo Closteira explore the issues of identity,
territory, and commemoration by analysing the
commemorative branding project dedicated to the
centennial celebration of Caldas da Rainha City.
New visual languages, performative practices and
technologies are also widely discussed in the current
issue. In their contribution, Saniya Assembek et
al. analyse the impact of virtual and augmented
reality on artistic performance, with attention to
the effects of Al on aesthetics. The latter is further
elaborated by Célia Palma, Isabel Cristina Carvalho,
and Mirian Nogueira Tavares, who critically address
feminist artistic practices based on generative Al
and algorithms in terms of authorship.
Moreover, this issue includes several reflections
on exhibition and artistic research practices.
Specifically, in her paper, Michela Bassanelli
analyses the process of reconstructing Ettore
Sottsass’ Casa Lana at Triennale di Milano,
discussing contemporary domestic environments
in the context of exhibition design and museum
experience. Ricardo Luis dos Santos Gomes
investigates artistic practices in children’s theatre
rehearsals via drawing as a device of affective
cartography. Finally, Ricardo Santos discusses

the development of Portugal’s electric vehicle
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processos de aprendizagem em diversas areas, ncluindo o
design e a educagao musical. Assim, no artigo de Roberta
Barban Franceschi e Laura de Miguel Alvarez, as autoras
analisam como a criatividade se manifesta no ensino do
design industrial, em consonancia com as competéncias
do Espago Europeu do Ensino Superior e os Objetivos
de Desenvolvimento Sustentavel. Da mesma forma,
no artigo de Claudia Pinheiro, Ana Santiago e Nuno
Belino, as autoras apresentam um estudo de caso sobre a
aplicacio de tecnologias digitais e a experimentagao de
metodologias de ensino em projetos de design de malhas.
Por sua vez, o artigo de Arantza Campollo-Urkiza,
Carlos Lage-Gémez ¢ Roberto Cremades-Andreu
mvestiga o impacto da criagao musical colaborativa no
desenvolvimento de competéncias sociais € pessoais no
ensino secundario. Além disso, Paloma Bravo-Fuentes
discute as partituras graficas como instrumentos
pedagdgicos para a experimentacio na formacio de
professores de musica. Por fim, Hermano Filipe Gomes
Carneiro analisa a historia e a identidade pedagogica
da disciplina de Formagao Musical no ensino artistico
especializado em Portugal.

Os artigos abordam também perspetivas colaborativas,
territoriais e experienciais. Savira Aristi et al.
reconsideram o conceito de co-design em comunidades
marginalizadas na Indonésia e no México, criticando
abordagens participativas de carater extrativista e
promovendo, em contrapartida, a produgao de
conhecimento reciproca e situada. Da mesma forma, na
contribuicdo de Neel Naik, Ana Marcelo, Carlos Reis
e Isabel Marcos, os autores apresentam um exemplo
da aplicacao da abordagem do Programa Intensivo
Misto ao patriménio cultural e a aprendizagem. Neste
sentido, torna-se evidente que a interdisciplinaridade
e a imersao desempenham um papel crucial na
aprendizagem experiencial. Por fim, Ménica Lameiro e
Arnaldo Costeira exploram as questdes da identidade,
do territério e da comemoragao, analisando o projeto
de branding comemorativo dedicado a celebracao do
centenario da cidade de Caldas da Rainha.

Novas linguagens visuais, praticas performativas
e tecnologias sao também amplamente discutidas
na presente edicdo. Na sua contribui¢do, Saniya
Assembek et al. analisam o impacto da realidade
virtual e aumentada na performance artistica, com
destaque para os efeitos da IA na estética. Este altimo
aspeto ¢ aprofundado por Célia Palma, Isabel Cristina
Carvalho e Mirian Nogueira Tavares, que abordam
criticamente as praticas artisticas feministas bascadas
em IA generativa e algoritmos em termos de autoria.
Além disso, este nimero inclui varias reflexdes sobre
praticas expositivas e de investigacdo artistica. Mais
concretamente, no seu artigo, Michela Bassanelli

analisa o processo de reconstrucao da Casa Lana, de
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industry from the perspective of industrial design.
Overall, the articles collected in the current issue
emphasise one of the central contemporary
tendencies in design and artistic research: moving
beyond object-centred and purely disciplinary
practices in favour of situated, relational and

systemic knowledge production.

May 2026

Daniel Raposo, Castelo Branco; Portugal.
Svitlana Derkach, Kyiv, Ukraine.

Ettore Sottsass, na Triennale di Milano, abordando os
ambientes domésticos contemporaneos no contexto do
design de exposi¢oes e da experiéncia museologica.
Ricardo Luis dos Santos Gomes investiga as praticas
artisticas nos ensaios de teatro infantil através do
desenho como dispositivo de cartografia afetiva. Por
fim, Ricardo Santos discute o desenvolvimento da
industria de veiculos elétricos em Portugal na perspetiva
do design industrial.

Em geral, os artigos reunidos na presente edi¢ao
enfatizam uma das tendéncias centrais contemporaneas
no design e na investigacao artistica: ir além das praticas
centradas no objeto ¢ puramente disciplinares, em
favor de uma produgao de conhecimento situada,

relacional e sistémica.

maio 2026

Daniel Raposo, Castelo Branco; Portugal.

Svitlana Derkach, Kyiv, Ucrania.
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ABOUT “LESS” IN DESIGN:
MULTIFACED INTERPRETATIONS

Sobre «menos» y disefio: interpretaciones multifaces

ABSTRACT

Building on the Mies van Der Rohe slogan
“less 1s more”, the present research aims to
identify phenomena and lines of thought
that relate in different ways to a conceptual
link between the idea of “less” and design.
Going beyond reductionism, this contribution
explores different interpretations that have
emerged in the postindustrial age, which can
represent new lifeblood for the design culture
of the near future. On this basis, emblematic
projects are selected, specifically from 2000 to
the present days; particular attention is paid
to Italian visions, historically associated with
anon-standardizable concept of design and
with an humanistic idea of simplicity. The
multiple “paths of less” that arose in this
research show some desirable qualities for
the future of design; these directions can be
further explored, also in the hope of reducing
our footprint on the planet.
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RESUMEN

Partiendo del lema de Mies van Der Rohe
«menos es mas», la presente investigaciéon
pretende identificar fendmenos y lineas de
pensamiento que se relacionan de distintas
maneras con el vinculo entre las ideas de
«menos» y el disefio. Mas alla del reduc-
clonismo, la contribuciéon explora diferen-
tes interpretaciones surgidas en nuestra era
postindustrial, que pueden representar una
nueva inspiracién para la cultura del di-
sefio del futuro proximo. Sobre esta base,
se seleccionan proyectos emblematicos, es-
pecificamente desde el ano 2000 hasta la
actualidad; se presta especial atencién a las
visiones italianas, historicamente asociadas
aun concepto no estandarizable del disenio
y a una idea humanistica de la simplici-
dad. Los multiples «caminos del menos»
que surgieron en la investigacién muestran
algunas cualidades deseables para el futuro
del diseno; creemos que estas vias pueden
seguir explorandose, también para reducir
nuestra impronta en el planeta.
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1. INTRODUCTION: FROM ONE TO MORE “LESS”

The idea of minimization is typical of Modernism, implying a strict adherence of the
project to well-expressed needs, as an ideal coincidence among scientific, economic and
aesthetic requirements; in its best known expression it is summed up in Mies van Der
Rohe’s slogan “less is more”, and Dieter Rams clarification, “less but better”.

As is well known, Functionalism has its roots in Darwinian theories, from which it draws
scientific legitimacy. This aspect is already visible in the mid-19th century in the work of
Horatio Greenough, which assimilates natural organisms, machines, and human artifacts
(Greenough, 1853). The principle “form follows function”, represents the adoption of a
basic principle of Darwinian evolutionism (Steadman, 1988). Despite its origin in bio-
logical theories, Rationalism veers toward an interpretation of the efficiency of systems
that implies a stringent reductionism of the design equation; a paradigm fascinated by
Machinism thus ends up prevailing. The cultural complexity inherent in the slogan
less-is-more, — also evident in its purely aesthetic matrix — therefore gives way to a rigid
economic-productive version; the result is the idea of an optimization of the production
process, along the lines of Tayloristic theory.

As of the 1960s, reductionism and hyper-rationalism have been subjected to scrutiny of
an increasingly critical design culture. Among the most refined critical voices were those
of Radical groups who, provocatively, present in their most extreme consequences the
myth of a concept of efficiency that strips the object to the bone. In 1971, the Italian
groups Archizoom and Superstudio curate a double issue of the magazine IN (edited by
Pierpaolo Saporito) on the theme of the “destruction of the object.” Along similar lines
was the contribution of Jean Baudrillard, for whom an absolute focus on function leads
to the “zero degree of objects” (Baudrillard, 1968). If the less-is-more principle i3 exas-
perated the object is destined to implode on itself: emblematic in this sense 13 Alessandro
Mendini’s 1974 performance Lassit (“Up There”), wherein he sets fire to a geometric
chair on an unreachable pyre.

A conception of “less”, marred by such reductionist drifts, runs the risk of tarnishing or,
worse, rendering invisible other multifaceted interpretations, that have existed historically,
and that are now re-emerging with significant peaks.

The aim of this article is to investigate the meaning that the idea of simplicity in objects
has taken on in different cultural contexts, ultimately arriving at hypotheses for new future
interpretations consistent with the pressing needs of sustainable development.

Taking a leap into the contemporary, we can see in the exhibition “The Essence of Things.
Design and the Art of Reduction” (Vitra Design Museum, 2010) an excursus of the
expression of simplicity in the evolution of industrial design artefacts. The exhibition
aspires to trace the history of the “principle of simplicity”, showing both the most sin-
gular solutions and common objects. The tendency towards “less” includes a focus on
functionality, the idea of lightness and transparency, the need for compactness, based on
the requirements of production and logistics, and the pursuit of geometric abstraction
and synthetic expression.

2. NOTES ON METHODOLOGICAL CRITERIA

The present research does not have the ambition nor can it have the space to give an
exhaustive history of “less” in contemporary design; however, unlike the aforementioned
exhibition, we are especially interested in highlighting divergent visions, irreducible to a
single model of thought and embodied in some design examples. The visions of “less”
are interpreted in relation to philosophies, traditions of the past, and artistic currents,
which appear to have a strong influence on the project.

We have explored phenomena with specific reference to the field of design, selecting
some emerging lines of thinking at different times with an in-depth look at Italian design.
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Although the survey is mostly concerned with industrial design, conceptual paradigms
that emerge are obviously pertinent to all scales of living.
The method adopted includes a critical selection of projects, which are considered em-
blematic with respect to identified lines of thinking. Due to the scope and space of the
article, we could select only a small number of images, which consequently hold exem-
plary value. Given these limitations, the main criterion that has guided the selection of
projects in this research was to reflect the variety of cases to the fullest extent— in relation
to the function and nature of the objects (whether more practical or more artistic), their
aesthetics, and the production processes involved, ranging from advanced technologies
to low-tech and handmade approaches.
The research was developed by drawing mainly on projects from 2000 to the present days,
but with free references to previous significant episodes and to the Modern roots of the
less-is-more idea. We have specifically identified: the essential feature of simplicity in its
religious root and in pre-industrial societies; Japanese minimalism; the Italian version of
“less”; the ideas of reduction in its connection with the ecological crisis. In these cultural
contexts the idea of essentiality does not imply a model of mere technical optimiza-
tion, but rather an original expression of humanistic values. It encompasses visions of
simplicity that are full of anthropological meanings and a refined ability to condense
complex thoughts into an object. The Japanese and Italian points of view were chosen as
particularly interesting because of their ability to combine Modernity and technological
innovation with their deep cultural roots.
From a methodological point of view, it was particularly interesting to analyze the “sense
of less” by choosing cultural contexts that have very different starting points or are even
polar opposites. The Western tradition that we can identify in “less is more” is based
on economic imperatives, with the desire to resolve them by following a precise line of
rationality. The Japanese tradition, on the other hand, is determined by a mystical and
symbolic imperative, which has endowed that society with a perfect, ancient, and abstract
balance; a balance that nevertheless contemplates the acceptance of incompleteness
and impermanence (wabi-sabi), in which the refinement of technologies contributes to
a mystical reduction and rarefaction of the object.
The Italian vision, differently from orthodox rationalism, sees simplicity as a very concrete
code, which has its roots in an idea of the Mediterranean that is at once rural, religious,
and metaphysical. This will generate a version of Italian simplicity, still alive in design
culture, in which the coldness of the reductionist object is tempered by an imagination
that freely interprets the artifacts of the past.
A small focus on contemporary eco-sustainable design has been deliberately placed at
the end of the paper, which can draw new inspiration from the survey of interpretations
of simplicity: eco-design culture can in fact gain strength by referring to an explicitly
pluralistic paradigm.

3.SIMPLEORPOOR: PREINDUSTRIAL LIFE AND RELIGIOUS ROOTS

It may be interesting to mention how the idea of “less” can, in different ways, go beyond
its modern positivist origin. On the one hand, the idea of “less” can be linked to a state
of poverty, intended as a lack of resources; on the other hand, it can take on a shade of
meaning that tends towards spirituality. These are two movements of meaning which can
appear to be opposites — one looking down towards reality, the other looking up towards
transcendence — though both share an attitude of sublimation.

An influential form of simplicity for the project is linked to the life conditions in pre-
industrial society, with reference to the peasant world. Material and intangible rural culture
is a “transnational universe”, as Pierpaolo Pasolini defined it in the 1970s. He sought
the values of pre-industrial civilization that he considered lost in the Italy of his time, in
the context of “Third World countries’, where consumerism and cultural homologation
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Fig. 1 - Michelangelo Pistoletto,
“Quadro da pranzo”, 1965.

had not yet taken root (Pasolini, 1975). In this type of sociocultural context the availability of
resources, which are frequently scarce, is strictly related to construction technologies, control
of the landscape, working tools, and objects of everyday life. The more scarcity prevails, the
more the relationship between artifice and nature is conceived on the basis of effectiveness and
simplicity, although this in no manner excludes the presence of the symbolic and imaginative
dimension. This idea appears clearly in the research that Bernard Rudofsky carried out in
the 1960s and brought to the stage in the exhibition “Architecture without architects”, which
became so famous that its title became a slogan. With the eye of the ethnographer, he presents
building traditions that are the result of local knowledge handed down, continuously refined
within a community of experience (Rudofsky, 1964). This form of simplicity does not imply
for Rudofsky a general standardization but, on the contrary, a variety of evolving models.
Simplicity can be also combined more directly with religiosity, affirming the idea of a life that
1s as rich inwardly as it is naked and essential in its material environment.

Tor the Amish, for example, simplicity signifies a rejection of any technical solution that is
not immediately comprehensible. They adopted a theorem of maintenance and reparability,
ante-litteram, well before it became a paradigm of thought to counter the planned obsoles-
cence inherent in the capitalist system. (Latouche, 2013)

Popular culture influenced by Catholicism elaborates simple prototypes for objects: this is a
living matrix in the Italian interpretation of rationalism. Just think of the ‘poor’ representa-
tion of a room in Giovanni Michelucci’s 1920 drawing, entitled “I fioretti di San Francesco”.
As Branzi wrote:

“Unlike other European or international design cultures, italian design has preserved
its roots in popular and peasant culture, developing single prototypes that interpret
modernity as the emergence of a new basic alphabet that allows us to rediscover spir-
itual and ideal values” (Branzi, 2008 p. 314).

If following a timeline we sequence the works “Quadro da pranzo™ by Michelangelo Pistoletto
(1965) (fig. 01), “Sedia di paglia” by Alessandro Mendini” (1974), “Trono” by Francesco Fac-
cin (2000), “Architettura da centro stanza” by Lapo Lani (2011), we understand the vitality
of this origin. Unexpectedly, this origin was also explored by the Radical Avant-garde. “The
exhibition “Extra-urban Material Culture”, curated by Adolfo Natalini, displayed his interest
for the tools of marginalized cultures of farmers, fishermen, artisans, shepherds and coalmen;
objects such as a straw chair, a wooden stick, a wicker basket come onto the scene: things of
“simple use”, for a new journey “towards the region of the memory” (Natalini, 1978).
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Accessing the interior of “Una casa tutto di un pezzo” (fig. 2), we have the impression
of entering an archaic rural stone structure; in reality we are in an artefact made, layer
upon layer, with a stereolithographic technique.

The collection “Cruciale” by Giulio Iacchetti (2010) (fig. 3) starts from the essentiality of the
religious symbol, to interpret it in various ways, with a sensitivity that is never desecrating
All the practices that we have highlighted are not the result of an ingenous process, quite
the contrary: they are often the outcome of a sophisticated procedure which selects
forms, technologies, processes, to meet complex requirements and maximum expression.

Fig. 2 - Marco Ferreri, “Casa
tutta d’un pezzo”, 2010.

Fig. 3 - Giulio Iacchetti,
“Cruciale”, 2010.
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Fig. 4 - Chachy Murata, Sisuki
lighting, 2008.

4. JAPANESE MINIMALISM

The peculiar sense of simplicity of the contemporary Japanese culture of project, can
be interpretated as emptiness (ku), space or silence (ma); lightness and beauty of imper-
manence, of the phenomena of usury that reveal the passage of time (wabi-sabi); and
asymmetry, non-definition and imperfection. These ideas are rooted in diverse philosophi-
cal schools, ranging from Zen Buddhism to Shinto animist thought (Menegazzo e Piotti,
2015), and are clearly evident in the recent exhibition “Origin of simplicity. 20 Visions
of Japanese Design” (Adi Design Museum, 2024).

The traditional Japanese garden of rocks and sand exemplifies for Tessen Soki, a 15th-
century Zen monk, «the art of reducing thirty thousand miles to the length of thirty
centimetres». The poetics of the compression of the universe into a space-hologram
includes all the scales of design: research on the essentiality of inhabiting a space has a
particular history in Japanese architecture, full of contradictions, in the polarity between
technological innovation and tradition.

In the 1990s, a new version of the poetics of ‘less’, far from orthodox rationalism, emerge
in Japan. The minimal living unit of the “Nagagin Gapsule Tower”, devised by Kisho
Kurokawa, had represented in the 1970s the emblem of machinist reduction, without
pointing out any concrete ways forward. With the essay “Rediscovering Japanese space”,
Kurokava turns to a poetics of “symbiosis”, promoting a future, beyond the Modern,
that hybridizes marked innovation with traditional values (Kurokava, 1985). A genera-
tion of architects in the 1990s has to deal with the further altered character of the urban
landscape in metropolises such as Tokyo: real estate parcels are often so reduced in size
that they appear almost like leftover spaces from the built environment. The challenge
1s met by adopting Kurokawa’s lesson: the designers know how to rework their historical
propensity for space reduction into highly unconventional solutions. The extraordinary
results are documented in the exhibition “The japanese house. Architettura e vita dal
1945 ad oggi” (museo MAXXI, Roma - Barbican Center, Londra, 2016-2017)

At the industrial design scale, the works of Tokujin Yoshioka, Shiro Kuramata, Toyo Ito,
Ciachy Murata (fig. 04), Nendo, Mugi Yamamoto, are among the most significant examples
of the Japanese minimalism tendency. Issey Miyake starts with the simple act of folding,
combining origami and hi-tech. Recent and emblematic examples are the works “Chaise
medaillon” (2021) and “Drift” (2024) by Nendo (fig. 03), a collection of glass shelves.
Sometimes impalpable, other times completely transparent, the objects are often on the
verge of becoming metaphysical. A distinctive feature of Japanese design results in the
ability to combine pre-industrial simplicity, with the use of natural materials and manual
technologies, and sophisticated technological innovation. In an obsessive attention to detail,
technology is sometimes forced to disappear, contributing to an enigmatic character of
the object and creating a final product that can appear almost “cruel” in its perfection.

SO b o
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5. VERSIONS OF ITALIAN SIMPLICITY

The Italian project is characterized by a simplicity far removed from the less-is-more of orthodox
rationalism, even when this secemed like an absolute ethical-aesthetic imperative. It is rather a
metaphysical simplicity, an anthropological study of everyday gestures: but what emerges above
all 1s the ability to condense a sophisticated thought.

The simplicity of Italian rationalist architects of the 1930s-1940s was influenced by the atmos-
pheres of the Metaphysical movement — notably the paintings of Giorgio De Chirico. They
also sought to escape the monumentalism of the fascist regime: think of the works of Figini
and Pollini, or Franco Albini (Branzi, 1999, p. 87).

For Gio6 Ponti, simplicity is a universal value. It is a hidden thread in the history of mankind,
progressing from heavy to light, thick to thin, dark to light, fragmentary to unity, and from compli-
cated to linear. If «fantasy is a hallucination», it is «as lucid and precise as dreams». It is incorrect
to call an imprecise person a dreamer. «True dreamers “dream precisely” (Ponti, 1957, p. 74).
For Albini, a piece of furniture must simply be a piece of furniture, «without the artificial quest
for the extraordinary at any cost». His poetics is averse to the exceptional, to technical acrobatics,
to one-ofl pieces; innovation is pursued in schemes but through «common and poor materials,
pure technical solutions, serial objects» (Albini, 1936).

Bruno Munari’s simplicity 1s sometimes so sophisticated to the point of having been patented.
Indeed, the “Occhialini a 5 lire”, made of folded and cut cardboard — inspired by the immedi-
ate gesture of shielding the eyes from the light with the hand, and by Eskimo glasses — were in
fact patented in 1954.

In the 1960s-1970s, the Radicals’ point of view provocatively exaggerates the reductive and
multiplicative logic of industrial society. In Archizoom’s “Mies” chair (1969) (fig. 06), essential-
ity reaches «the limit of functional irony», as Charles Jencks observed (Jencks, 1972, pp. 18-19).
Imagining a sort of reduction to the “zero-degree” for objects Archizooms propose a useful to
raise the issue of creative stagnation resulting from the homogenization of the International Style.

Fig. 5 - Nendo, Drift, 2024

Fig. 6 - Archizoom, poltrona
“Mies”, 1969.
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Fig. 7 - Giorgia Zanellato,
“Affinita naturali”, 2013.

On a different front, the artistic movement “Arte Povera” demonstrates a poetics
linked to basic elements of nature. The artists drew on minimal objects such as a
leaf, a twig, a stone, to point out its marveltous and enigmatic appearance; their
inspiration from an alchemic tradition leads to a rediscovery of the anthropological
value of things (Celant, 1969). The movement influenced, in a partly subliminal way,
Italian and international design.

Bruno Munari collects small scraps on the coast to make compositions of them, pre-
senting them in the book “The Sea as Craftsman”.

“You throw something into the sea, and the sea (after an unspecified and un-
specified amount of time) returns it to you processed, finished, polished, shiny
or matt depending on the material, and even wet because the colours are more

vivid this way” (Munari, 1995).

Going back to the works of artists such as Pino Pascali, Pier Paolo Calzolari, Giovanni
Anselmo and some contemporary design research, we recognize the long trail of Arte
Povera. It is evident, for example, in the project “Affinita Naturali” by Giorgia Zanel-
lato (2013) (fig. 07), who composes small stones with plant elements; or in the work
“De natura fossilium” by Formafantasma (2014) (fig. 08), which is an investigation
into the culture of lava, from the Sicilian volcano Mount Etna.

All the versions of “less” that we have highlighted, share a common feature: a critical
and original point of view towards industrial society and the attention for a world of
objects that contemplates materiality, morality and sustainability. This ethical and
aesthetic value of simplicity is expressed well in the exhibition “Il design italiano
oltre le crisi. Autarchia, Austerita, Autoproduzione” (Triennale Design museum,
Milan 2014) curated by Beppe Finessi: showing different historical moments of the
20™ century, the exhibition explores the original attitude of Italian design in dealing
with the scarcity of resources.
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6. REDUCTION PRINCIPLES AND ECO-DESIGN

The sustainable project culture has coined a new international slogan, destined to
surpass that of Mies: the 3 R’s, of “reduce, recycle, reuse”. To focus on environmental
requirements means to consider, at every scale of the project, the “Life Cycle As-
sessment”. The aim of the project is to help reduce the input of material and energy;,
as well as the impact of emissions and waste, in every phase from pre-production to
the disposal (Vezzoli, 2016).

Sustainable products appear today to express a crucial quality, investigating a micro-
sociology of the everyday: an attention to small gestures and detail, far from obsessive
ergonomics, however. An emblematic product of refined modesty, encapsulating the
3Rs, like a hologram, 1s “Moscardino” (Giulio Iacchetti e Matteo Ragni 2000) (fig.
09); 1t 1s a disposable fork in compostable plastic, combining both the function of
fork and spoon, winner of the XIX edition “Compasso d’Oro” Award, and part of
the Moma permanent design exhibition.

In the post-industrial age, the emergences of the two “soft sciences” — life sciences
and information and telecommunication sciences — influences our conception of
objects and encourages us to also re-think our idea of simplicity in relation to sus-
tainability (Serres, 2016). It 1s no coincidence that Gillo Dorfles in his essay “Horror
pleni” extends the need to reduce both material and immaterial invasion: he observes
an «unstoppable multiplication of objects, information, sensory stimulations», that
afflicts our society (Dorfles, 2008). The dematerialization allowed by contemporary
electronics and telematics also brings the promise of a lighter world; technologies and
materials can gradually become more impalpable and thin; furthermore, we are now
in an era where our technology is becoming increasingly biology-based.

In this context, the focus on the conceptual richness of less appears to be an antidote
to a double misunderstanding: on the one hand, the obsolete idea of sustainable
design as an impoverishment of matter, sense, lifestyle; on the other hand, the con-
ception of ecological quality as incessant optimization, in adherence to the models
of Total Quality.

The culture of sustainability is actually leading us to a methodological pluralism. The
strategies of eco-design are plural, as are the technological levels, the strategies and
the aesthetic visions, that coexist and inform experimentations. But this happens,
mind indeed, without the 3 R’s paradigm being altered or affected.

The project “Transparent Tools”, developed by Jesse Howard in 2016 (fig. 10), far
from the standards of the dominant technology, consists of a series of small household

Fig. 8 - Formafantasma, “De
natura fossilium”, 2014.
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Fig. 9 - lacchetti & Ragni,
“Moscardino”, 2000.

Fig. 10 - Jesse Howard,
“Transparent tools”, 2016.

appliances, predisposed to simple reparability and, if desired, self-manufacturing; the
objects are made, as detailed in axonometric exploded views, through components of
three types: reusable, purchasable in a common hardware store, or designed ad hoc to
be reproduced with a 3D printer. This form of “transparence” also embodies a new
aspect of simplicity, that moves away from the purity of form as a typical aesthetic
category of Rationalism, tolerating instead imperfection in the name of sustainability.
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But the Do-It-Yourself practices nowadays even involve biodesign: the particular
mix between the worlds of design and biology has spread in recent years; prompt-
ing designers to personally undertake experiments in the fields of synthetic biology,
which can become a future new form of simplicity (Bailey, 2010). This emergent
and decisive form of “complex simplicity” has been advancing in the last decade. It
concerns the integration of the biological and the digital, allowing on-demand and
customized robotic bio-fabrication; as in Officina Corpuscoli’s “Bio Ex-machine” (fig.
11), a research project still in progress, interweaving digital and biological computa-
tion and exploring the potential expressed through additive fabrication techniques.

The XXII Triennale International Exhibition (Milan 2019) “Broken Nature. /Design
Takes on Human Survival” focuses on the state of the relationship between design
and the natural environment on the international scene, promoting both low-tech
and hi-tech solutions and showing the works of a generation that investigates plural
escape routes from a muscular artificiality of technology.
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Fig. 11 - Officina Corpuscoli,
“Bio ex machine”,; 2022 - in
progress

7. CONCLUSIONS: LITTLE REMARKS ON THE FUTURES OF LESS

The survey we have attempted to carry out in this article aims to contribute to the discus-
sion, highlighting some possible connections between cultures and design experiences
that may express, if not a common inspiration, the answer to shared questions that
reality itself imposes. Aspects of this reality have long emerged in some traits of the
contemporary world. In the 1960s Jean Baudrillard expressed his critique of what he
calls the grade zero of the object, as the extreme consequence of Rationalism; it coincides
with concentrating on object’s function, cut off and out of any scenario (Baudrillard,
2004, pp. 22-23). In the same period, the school of Ulm is challenged — especially by
the radical Avant-Garde — for its excessive focus on the method and identified as an
advanced point of orthodox Rationalism. Ulm appears to be the quintessential emblem
of a reviewed scientific industrial version of the less-is-more. However, in spite of this
interpretation, an almost metaphysical nature of the object emerges in Ulm’s products,
beyond the intentions themselves: probably in adherence to the Latin roots of its direc-
tor, Tomas Maldonado (La Rocca, 2017, pp. 30-32).

When we analyze through the framework of real cultural scenes of Modernity, the
less-1s-more principle often ends up going beyond its own rigidity. As an approach to
problems that, somehow, pervades the whole history of human artefacts, simplicity has
been cultivated in very different fertile soils.

We have attempted to make some cultural lines of design more visible, sometimes resolv-
ing a conflict between tradition and technology, finding new ways for an unconventional
form of simplicity. The most significant visions of “less”, highlighted here, show some
desirable qualities for the future of design; they will steer us away from risks — which
have never been entirely dispelled — such as technicist drift, absolutization of green
thinking, homogenization to corporate-style “Total Quality” models.

Ettore Sottsass, in “Di chi sono le case vuote”, discusses a utopian dwelling and its
inhabitant: a person free from the compulsive need of accumulating objects; identified,
in the end, with a man who is nomadic and, therefore, constitutively without a home
(Sottsass, 2002, pp. 307-310). He uses this paradox to explain how we are inextricably
bound to a double tension: of making our habitat complex and figuratively rich, through
objects and symbols that give it anthropological density; or, on the contrary, of living
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in a simple, bare, reduced space; an environment in this sense capable of hosting a
creativity free from the pre-existence of the past.

Aware of this existential tension inherent in dwelling, it is still difficult to imagine a
neutral, cold simplicity, that does not embody divergent anthropological values.

As we have seen, the idea of the object’s essentiality takes on particular meanings in
different historical moments and in the material cultures of each country. But if we
were to similarly investigate the phenomenon of luxury throughout history and its
various conceptions, we would find an equally remarkable richness of interpretations
(Byzantine luxury and its sacredness, the sense of rarity in Chinese luxury, the sobri-
ety of Italian luxury, and so on). We know how the theme of sustainability influences
industrial production today at every level. The most prestigious luxury companies now
invest in minimizing waste, reusing materials, and reducing environmental impact—and
they make a point of communicating this. Are these contradictory phenomena, or do
they represent a new paradigm of thought still to be explored and validated? What,
then, will the less ts more of the future look like? Will the dematerialized technologies
of digital innovation and Al play a decisive role?

The multiple “paths of less” that we have analyzed can be further explored, to reduce
our footprint on the planet; in an ecological perspective the reduction is primarily to
stop the exponential deluge of objects, which are produced to the detriment of any
logic of quality; on the opposite front, to the new myths of “excellence” at any cost,
we might prefer the idea of “supernormal”, following the Naoto Fukasawa and Jasper
Morrison cultural hybridization: a paradigm of simplicity, that brings together Japanese
and Western cultures (Fukasawa & Morrison, 2007).

As Emanuele Quinz suggests, rather than mere utilitarianism, simplicity, seen from the
point of view of sustainability, must be synonymous with “frugality” (Quinz, 2020).
Facing the urgent challenges of the planet, our post-industrial age needs both the techni-
cal and humanistic contribution of design culture. Only a view that encompasses both
dimensions is able to transform the most ordinary product into a distillation of thought.
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RESUMEN

A'lo largo de la historia, los creativos han
desempenado un papel decisivo en mo-
mentos clave, y hoy sulabor adquiere una
relevancia particular al abordar problemas
complejos de manera sistémica, holistica
e innovadora. Este enfoque resalta la im-
portancia de la creatividad en la basqueda
de soluciones sostenibles en un entorno en
constante evolucion. Este articulo explora
la integracién de la creatividad en el plan
de estudios del Master de Diseno Industrial
y Desarrollo de Producto de la Universi-
dad Internacional de La Rioja, analizando
competencias y campos semanticos. Se
evaltia como estas competencias se alinean
con las habilidades creativas y los Obje-
tivos de Desarrollo Sostenible (ODS) en
el marco de un proyecto de investigaciéon
MINECO en desarrollo.

Con la implementacién del Plan de Bolo-
na, la educacién superior se centra en el
desarrollo de competencias orientadas a
la practica profesional. En este contexto,
el master, integra disefio, gestion y fabri-
cacion desde una perspectiva empresarial,
social y ambiental. A través del método
STEAM, el programa busca formar pro-
fesionales capaces de aplicar creatividad,
cienciay tecnologia en sectores industria-
les, promoviendo el disefio sostenible y la
responsabilidad como agentes de cambio.

ABSTRACT

Throughout history, creative professionals
have played a decisive role at key moments,
and today their work takes on particular
relevance in addressing complex problems
through systemic, holistic, and innovative
approaches. This perspective underscores
the importance of creativity in the pursuit
of sustainable solutions within an ever-
changing environment. This article ex-
amines the integration of creativity into
the curriculum of the Master’s Degree in
Industrial Design and Product Develop-
ment at the International University of
La Rioja (UNIR), analyzing competencies
and semantic fields. It further assesses how
these competencies align with creative skills
and the Sustainable Development Goals
(SDGs) within the framework of an ongo-
ing MINECO research project.

With the implementation of the Bologna
Process, higher education has shifted its
focus toward the development of compe-
tencies oriented to professional practice.
In this context, the master’s program in-
tegrates design, management, and manu-
facturing from business, social, and en-
vironmental perspectives. Through the
STEAM methodology, the program seeks
to train professionals capable of applying
creativity, science, and technology across
industrial sectors, fostering sustainable design
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Este articulo se desarroll6 en tres fases.
Primero, se estableci6 la semantica de la
creatividad, basandose en investigaciones
clave, como la revision sistematica de
Fernandez Diaz et al. (2019) y el estudio
de Martinez-Villagrasa (2020), que formu-
laron competencias creativas esenciales. En
la segunda fase, se compararon estas com-
petencias con los ODS, identificando como
la creatividad contribuye al complimiento
de los objetivos globales. Finalmente, se
evalué cémo estas competencias se inte-
gran en el curriculo del master.

Los resultados muestran que las compe-
tencias del master estan alineadas con los
ODS, destacando lainnovacion, laresponsa-
bilidad social y la sostenibilidad. El master
forma diseiadores capaces de enfrentar los
retos econémicos, sociales y ambientales,
contribuyendo a un desarrollo inclusivo
y sostenible.

PALABRAS CLAVE

Creatividad, Diseno Industrial, Planes
de estudios, Competencias, Objetivos de
Desarrollo Sostenible (ODS)

1. INTRODUCCION

and promoting responsibility as a driver
of change.

The study was carried out in three phas-
es. First, the semantics of creativity were
established on the basis of key research,
including the systematic review by Fernan-
dez Diaz et al. (2019) and the study by
Martinez-Villagrasa (2020), both of which
identified essential creative competencies.
In the second phase, these competencies
were compared with the SDGs, highlighting
how creativity contributes to the achieve-
ment of global objectives. I'inally, the study
examined how these competencies are in-
corporated into the master’s curriculum.
The findings show that the program’s com-
petencies are closely aligned with the SDGs,
emphasizing innovation, social responsibil-
ity, and sustainability. The master’s program
equips designers to confront economic, so-
cial, and environmental challenges, thereby
contributing to inclusive and sustainable
development.
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Ao largo de la historia, los creativos han tenido un papel clave. Hoy, su labor cobra especial
relevancia al abordar problemas complejos con enfoques sistémicos, holisticos e innovadores,
destacando la creatividad como motor de soluciones sostenibles en un entorno cambiante
Este articulo explora la integracion de la creatividad en el plan de estudios de Universidad
Internacional de La Rioja (UNIR) universidad online del Master en Disefio Industrial y De-
sarrollo de Producto mediante el analisis de competencias y campos semanticos. Se evaliia
como las competencias se alinean con las habilidades creativas y los Objetivos de Desarrollo
Sostenible (ODS) como parte de un proyecto financiado por el Ministerios de Economia y
Competitividad de Espafia (MINECO) en desarrollo. Los resultados del estudio concluyen
que las competencias universitarias, al integrar habilidades creativas, fortalecen una formacion
alineada con los ODS y preparan a los estudiantes para afrontar desafios sociales, econémicos
y ambientales.

Con laimplementacién del Plan Bolonia, la educacién superior prioriza el desarrollo de com-
petencias orientadas a la practica profesional. En este marco, el Master en Disefio Industrial
y Desarrollo de Producto integra diseno, gestion y fabricacién desde una vision empresarial,
social y ambiental. Mediante el enfoque STEAM, formas profesionales capaces de aplicar
creatividad, ciencia y tecnologia en la industria, fomentando el disefio sostenible y la respon-
sabilidad social como agentes de cambio
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Las experiencias cotidianas se transforman en aprendizajes aplicables ala educacion en disefio,
permitiendo al estudiante reflexionar sobre vivencias propias y del entorno para entender
el comportamiento humano y mejorar actividades diarias (Nuere & de Miguel, 2021, p.48).

2. ESTADO DEL ARTE

El diseniador industrial cumple una funcion estratégica en la innovacion, integrando conoci-
mientos interdisciplinarios y considerando impactos econoémicos, sociales y ambientales. Esta
formacion es esencial para afrontar desafios actuales y futuros, contribuyendo al cumplimiento
de los 17 ODS de la ONU. La Agenda 2030, que integra dimensiones econémicas, sociales
y ambientales, es fundamental en su practica. Las universidades deben formar disenadores
con conciencia sostenible, alineados con los ODS y el Pacto Verde, para enfrentar desafios
sociales, ambientales y econémicos. (Pet & Colombo, 2023).

El enfoque holistico e innovador en el Diseno Industrial es esencial para mejorar la calidad de
vida y el éxito empresarial. Segin la World Design Organization™(WDO), el disefio indus-
trial es un proceso estratégico que impulsa la innovacion y genera valor mediante productos,
sistemas y servicios (World Design Organization, s.f.). En este marco, la creatividad es central
en el proceso de disefio, abarcando funcionalidad, innovacién y sensibilidad hacia factores
psicologicos y sociales, como sefiala Munari (1997), destacando asi su dimensiéon humana y
cultural mas alla de la estética.

Existe una brecha entre la reflexion sobre el aprendizaje y la evaluacion de la creatividad, ya
que suele valorarse mas el disefio final que el desarrollo del proceso creativo (Li et al., 2024).
En la ensefianza del diseno, los docentes deben fomentar una actitud creativa que permita
adaptarse, enfrentar lo nuevo y resolver problemas con conciencia de sus impactos. Esto
exige desarrollar habilidades cognitivas y profesionales para identificar, formular y resolver
problemas (Contreras Bravo et al., 2019).

Rodrigo-Martin etal., (2022) destacan la importancia de repensar la educaciéon porla relevan-
cia de la creatividad en la vida personal y social. Esta debe abordarse cientificamente, desde
perspectivas monodisciplinarias o multidimensionales, para describir, explicar y controlar el
fenémeno. Las instituciones de educacion superior son clave en desarrollar competencias
que preparen a los estudiantes para un entorno laboral cambiante y retos profesionales. La
sociedad demanda egresados capaces de aprender a aprender, innovar y resolver problemas
complejos (Contreras Bravo et al., 2019).

El pensamiento creativo implica la generacion de ideas originales y diversas, y abarca las
etapas de sintesis, articulacién e imaginacion. Este proceso creativo se compone de cuatro
dimensiones: fluidez, flexibilidad, originalidad y elaboracién. La fluidez permite generar
multiples ideas en poco tiempo; la flexibilidad, transitar entre diferentes modos de pensar; la
originalidad, concebir soluciones innovadoras; y la elaboracion, mejorar las ideas con mayor
profundidad (Li et al., 2024). Este marco integral es esencial para evaluar y fomentar el pen-
samiento creativo en contextos académicos y profesionales.

El proceso creativo en disefio no se desarrolla de manera lineal; su flexibilidad permite a los
diseniadores adaptarse a factores externos y a contextos cambiantes —culturales, econémi-
cos, sociales y ambientales— (Sanches, 2017). Guilford (1957), pionero en el estudio de la
creatividad, sostiene que esta es una capacidad intrinseca al ser humano, aunque se expresa
en distintos grados. En el ambito profesional, la creatividad es considerada una “habilidad
clave” (Martinez-Villagrasa, 2020), y puede potenciarse mediante entrenamiento y practica
sistematica.

En este sentido, el disefio industrial exige no solo competencias técnicas, sino también una
comprension profunda de los factores contextuales que configuran la practica y resultan
determinantes para afrontar los desafios contemporaneos de forma innovadora y sostenible
(Samaniego et al., 2024).

Asimismo, la creatividad en el disenio puede entenderse como un proceso mental compues-
to por las fases de preparacion, incubacion, illuminacion y verificacion (Li et al., 2024), en
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Fig. 1 - Focos proyectuales del
proceso de disefio. Adaptado
de Sanches (2017) y Silva et al
(2020)

concordancia con los estudios de Lawson (2011, 2019). Para este autor, el pensamiento
del disenador se caracteriza por cinco aptitudes fundamentales: formular, representar,
moverse, evaluar y reflexionar, estrechamente vinculadas al pensamiento creativo,

esenciales para una accién proyectual flexible que equilibra pensamiento 16gico e ima-
ginativo (Cross, 2015; Lawson, 2011).

Dichas aptitudes se desarrollan dentro de un proceso proyectual que integra las etapas
de delimitar, evaluar, generar, refinar y consolidar, como se muestra en la Fig. 1.

La creatividad en el diseflo se basa en integrar conocimientos de distintas disciplinas.
Amabile (2000) sefiala que combinar ideas diversas es esencial para la creatividad,
mientras Bassat (2014) destaca que esta integracion facilita innovaciones mediante
transferencias conceptuales. Cardoso (2012) ve el diseio como un vehiculo que co-
necta y genera soluciones originales.

Finalmente, Martinez-Villagrasa (2020) afirma que uno de los principales objetivos
en la enseflanza del disefio es formar a los estudiantes en sintonia con la realidad
profesional a través de una educaciéon basada en proyectos. Este enfoque permite a
los estudiantes adquirir habilidades practicas al enfrentarse a situaciones y proyectos
similares a los que encontraran en su desempeno profesional.

3. METODOLOGIA

La metodologia del articulo es cualitativa y comparativa, estructurada en tres fases.
En la primera, se realiz6é una revisiéon documental y un analisis semantico para definir
la creatividad, basandose en dos estudios clave. Fernandez Diaz, Llamas Salguero y
Gutiérrez-Ortega (2019) realizaron una revision sistematica de 52 articulos de Scopus
(2007-2017), identificando quince conceptos clave sobre creatividad. Martinez-Villa-
grasa (2020) analiz6 a 105 estudiantes y jovenes profesionales de tres universidades
europeas, proponiendo diez habilidades creativas (HC) y sus dimensiones (D), esenciales
para el desarrollo profesional en diseno. Al comparar ambos estudios, se identifican
nueve habilidades creativas fundamentales para los disenadores.

En la segunda fase, se realizé un analisis que relaciona las nueve competencias crea-
tivas de ambos estudios con los Objetivos de Desarrollo Sostenible (ODS), identifican
sinergias y alineaciones entre estas competencias y las metas de la agenda global, lo
que resalta el papel de la creatividad en su cumplimiento.

La tercera fase vincul6 dichas competencias con las competencias especificas del Mas-
ter en Disefio Industrial y Desarrollo de Producto, visualizando cuéles se desarrollan
en el programa y su relacion directa con los ODS. Esta metodologia permite evaluar
como la creatividad se integra en el curriculo del master, destacando su aporte al
desarrollo sostenible desde el disefio.
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4. RESULTADOS
4.1.Campo semantico de la creatividad

El campo semantico de la creatividad esta relacionado con caracteristicas personales, habili-
dades cognitivas, contextos y entornos, procesos creativos, aplicaciones practicas y resultados e
impactos, para analizar cuales de las competencias estan afines a la semantica de la creatividad
en el Master de Diseflo Industrial y Desarrollo de Producto.

Segtn Rodrigo-Martin etal. (2022) enla seleccion de definiciones sobre creatividad, se observan
numerosos elementos diversos que las conforman, desde la simplicidad hasta la complejidad.
Entre estos elementos destacan: la capacidad y actitud de las personas, inventar, crear algo
nuevo, relacionar, reorganizar, solucionar problemas, descubrir deficiencias y la necesidad
de relacionarse con el entorno para alcanzar la satisfaccion. Los procesos u operaciones se
centran en las estrategias utilizadas para resolver problemas, incluyendo procesos metacog-
nitivos. Ademas, se estudian el ambiente y los factores sociales que influyen en la produccién
creativa. Los productos creativos finales se analizan por su novedad, elaboracion, sensibilidad,
fluidez, flexibilidad y utilidad.

Para analizar la semantica de la creatividad en el Master se utilizan como referencia dos in-
vestigaciones: la revision sistematica realizada por Fernandez Diaz et al. (2019), una revision
que analiza 52 articulos de Scopus publicados entre los periodos de 2007 a 2017, que utilizan
la palabra clave “creatividad”; y la investigacion de Martinez-Villagrasa (2020), que investiga
105 estudiantes y jovenes profesionales en tres universidades europeas y formula diez habili-
dades creativas (HC) y sus dimensiones (D).

En el analisis de las definiciones de creatividad, Fernandez Diaz et al. (2019) identifican cinco
enfoques clave sobre la creatividad. Primero, destacan su capacidad holistica y transversal,
abarcando distintas dimensiones humanas y sociales. Segundo, senalan que la creatividad
puede desarrollarse con practica y entrenamiento. Tercero, resaltan la importancia de un
entorno creativo y las oportunidades de interaccion para potenciarla. Cuarto, establecen una
relacion intrinseca entre creatividad e inteligencia. Por ltimo, definen la creatividad como
una capacidad esencial para generar respuestas divergentes e innovadoras.. Teniendo en
cuenta lo anterior, se seleccionaron quince conceptos clave de la investigacion de Fernandez
Diaz et al. (2019):

* Capacidad de producir ideas nuevas

*  Originalidad e innovacion

* Habilidad multidimensional: muchas ideas (fluidez), variadas (flexibilidad), nue-
vas (originalidad) y detalladas (elaboracion)

* Capacidad de resolucion de problemas

* Capacidad de promover, crear y conservar la cultura

*  Relacién con conceptos de novedad, utilidad y constructibilidad

* Busqueda de realidades alternativas

*  Gestion de informacion para la resolucion de problemas

*  Pensamiento abstracto y critico

* Capacidad de asociar, combinar, estructurar elementos reales o imaginativos
y crear nuevas relaciones

* Capacidad para emplear preguntas adecuadas, ver y descubrir

* Innovacion econdémica y social

* Adaptacion a cambios y creacion de soluciones a los problemas

* Independencia cognitiva: avidez por el saber, flexibilidad y fluidez del pen-
samiento,

*  Autoevaluacion y realizacion adecuada

* Creatividad depende de las caracteristicas: personales, habilidades cognitivas,
conocimientos técnicos, circunstancias socioculturales y recursos



Convergéncias: Volume X1X (37), 31 de maio, 2026

Segun Martinez-Villagrasa (2020), las habilidades creativas que los disefiadores deben desa-
rrollar son 10:

* Aprendizaje (HC) - Curiosidad + Interiorizacién del Conocimiento

* Sensibilidad Estética (HC)- Apreciacion Estética + Criterio Estético
*  Trabajo en Equipo (HC)- Delegacion + Tolerancia

¢ Pensamiento Critico (HC)- Cuestionamiento + Propuestas de Mejora
*  Comunicacién Oral (HC)- Planificacion + Carisma

*  Sensibilidad Social y Ecolégica (HC)- Conciencia + Compromiso

*  Autonomia (HC)- Autogestion + Iniciativa

* Liderazgo (HC)- Vision Estratégica + Motivacion

* Investigacion (HC)- Busqueda de Informacién + Experimentacion

* Innovacion (HC)- Originalidad + Realizacion

En el analisis de las teorias de Fernandez Diaz et al. (2019) y Martinez-Villagrasa (2020) sobre
la creatividad, se observan varias similitudes que permiten identificar puntos de coincidencia
en como ambos autores abordan este concepto, aunque lo hagan desde enfoques ligeramente
distintos, llegamos a nueve habilidades creativas que los disefladores deben tener. Estas son:

Creatividad como Habilidad Multidimensional: Fernandez Diaz et al. (2019) describe
la creatividad como una habilidad multidimensional que incluye la capacidad para generar
muchas ideas (fluidez), ideas variadas (flexibilidad), nuevas (originalidad) y detalladas (elabo-
racion). Esta idea estd alineada con Martinez-Villagrasa (2020), quien también entiende la
creatividad como un conjunto de habilidades creativas. Ambos autores coinciden en que
la creatividad no es una caracteristica unidimensional, sino que involucra varios componentes
o habilidades que se complementan.

Originalidad e Innovacién: ambos autores destacan la originalidad como un aspecto
central de la creatividad. Fernandez Diaz et al. (2019) menciona explicitamente la “origi-
nalidad e innovacién”, mientras que Martinez-Villagrasa (2020) lo hace en su definicion de
Innovacién (“Originalidad + Realizacion”). En ambos casos, la capacidad de generar algo
nuevo, distinto o innovador es considerada un rasgo esencial del pensamiento creativo.

Resolucion de Problemas: La capacidad de la creatividad para ayudar en la resolucién
de problemas es otro punto de coincidencia. Fernandez Diaz et al. (2019) habla de la gestion
de informacién para la resolucion de problemas y la capacidad de buscar solucio-
nes alternativas, mientras que en la teoria de Martinez-Villagrasa (2020) se menciona el
Pensamiento Critico como la capacidad de cuestionar y proponer mejoras, un proceso
que también esta orientado a encontrar soluciones efectivas.

Adaptacion y Flexibilidad: Fernandez Diaz etal. (2019) menciona que la creatividad implica
la capacidad de adaptarse a cambios y crear soluciones a problemas. Esta idea es
reflejada en la nocion de autonomia de Martinez-Villagrasa, que incluye la autogestion y
la iniciativa, lo que sugiere una capacidad para actuar de manera independiente, adaptarse
a nuevas situaciones y ser flexible al enfrentar desafios.

Pensamiento Critico y Abstracto: Ambos autores hacen hincapié en la importancia del
pensamiento critico dentro de la creatividad. Fernandez Diaz etal. (2019) habla de la capa-
cidad para emplear un pensamiento abstracto y critico, mientras que Martinez-Villagrasa
lo menciona de forma explicita bajo la categoria de Pensamiento Critico, destacando el
cuestionamiento y la propuesta de mejoras. Esto subraya que la creatividad no solo se basa
en generar ideas nuevas, sino también en evaluarlas criticamente.
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Dimensiones Sociales y Colaborativas: Fernandez Diaz et al. (2019) introduce la pro-
mocién, creacion y conservacion de la cultura como un aspecto de la creatividad,
vinculando la creatividad a su contexto sociocultural. Esta dimensién social también aparece
en la teoria de Martinez-Villagrasa (2020), quien menciona la Sensibilidad Social y Eco-
logica, con un enfoque en la conciencia y compromiso hacia el entorno social y ecologico.
Ademas, ambos autores incluyen la colaboracion en su definicion: Martinez-Villagras a
hace referencia al trabajo en equipo y Fernandez Diaz et al. (2019) el contexto cultural y
colectivo en el que la creatividad se desarrolla.

Curiosidad y Busqueda de Informacioén: La curiosidad y el deseo de explorar lo des-
conocido son rasgos esenciales de la creatividad para ambos tedricos. Fernandez Diaz et al.
(2019) menciona la avidez por el saber, mientras que Martinez-Villagrasa (2020) destaca la
curiosidad ylainteriorizacion del conocimiento como componentes clave del aprendi-
zaje creativo. En ambos casos, la curiosidad es vista como el motor que impulsa la creatividad.

Liderazgo e Innovaciéon Social: Martinez-Villagrasa (2020) define el liderazgo como
vision estratégica y motivacion. Aunque Fernandez Diaz et al. (2019) no lo menciona
directamente, su enfoque en la innovacién econémica y social implica un liderazgo
creativo con impacto en la sociedad. Ambos autores coinciden en que la creatividad no solo
genera ideas, sino que también guia y transforma el entorno.

Autonomia e independencia cognitiva: son claves en la creatividad. Fernandez Diaz et
al. (2019) destacan la independencia cognitiva, mientras que Martinez-Villagrasa (2020)
vincula la autonomia con autogestion ¢ iniciativa. Ambos coinciden en que el pensamiento
creativo implica actuar y gestionar ideas sin depender de directrices.

Los estudios coinciden en que la creatividad es una habilidad multidimensional que abarca
originalidad, innovacioén, resolucién de problemas, pensamiento critico, adaptabilidad y au-
tonomia. Ademas, resaltan la importancia de habilidades sociales, colaboracién, liderazgo y
sensibilidad al contexto social y ecologico. Asi, la creatividad no es solo individual, sino que
se nutre del entorno cultural y social, influyendo desde lo personal hasta lo colectivo.

4.2. 0ODS y creatividad

En el contexto global actual, los Objetivos de Desarrollo Sostenible (ODS) constituyen un
marco esencial para abordar desafios como la pobreza, la proteccién ambiental y la mejora
de las condiciones de vida a nivel global. Adoptados en 2015 por los 193 Estados Miembros
de la ONU como parte de la Agenda 2030, los 17 ODS buscan un cambio transformador
en las dimensiones sociales, econémicas y ambientales (ONU, n.d.).

La creatividad es esencial para desarrollar soluciones innovadoras ante problemas globales
como desigualdad, cambio climatico y educacién, ademas de fomentar habilidades como
liderazgo y pensamiento critico, claves para cumplir los ODS. Fernandez Diaz et al. (2019)
y Martinez-Villagrasa (2020) senalan que las competencias creativas estan directamente ali-
neadas con los ODS,; subrayando su importancia en su logro.

La creatividad impulsa una educacién inclusiva (ODS 4) mediante el desarrollo de habilidades
como fluidez y originalidad, fomenta la innovacién en la industria (ODS 9) y el crecimiento
economico sostenible (ODS 8), y facilita soluciones para patrones de consumo responsables
(ODS 12). Ademas, se vincula con la adaptaciéon a cambios (ODS 13), la reduccion de des-
igualdades (ODS 10) y el fortalecimiento de instituciones justas (ODS 16).

El Disetio Industrial se destaca como actor clave en el cambio social y ambiental, integrando
creatividad y sostenibilidad en su practica. Este enfoque se alinea con ODS como la educacion
de calidad (ODS 4), igualdad de género (ODS 5), innovacién industrial (ODS 9) y consumo
responsable (ODS 12). Ademads, fomenta alianzas estratégicas (ODS 17), esenciales para
maximizar su impacto.
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En el Master Universitario en Disefio Industrial y Desarrollo de Producto (UNIR), las compe-
tencias estan diseniadas para alinear creatividad y sostenibilidad con los ODS. Las competencias
basicas promueven originalidad y responsabilidad social (ODS 8, 9 y 12), mientras que las
generales refuerzan el pensamiento critico y la creatividad multidimensional (ODS 4, 8 y 9).
Las competencias transversales destacan habilidades de adaptacion y comunicacion (ODS
10, 13 y 16), mientras que las especificas enfatizan sostenibilidad e innovacién, integrando
perspectivas éticas y sociales (ODS 5y 10).

Este enfoque demuestra como el disenio puede tener un impacto positivo en la sociedad y
contribuir activamente al desarrollo sostenible.

5. CONCLUSION

El estudio confirma la integracién de los Objetivos de Desarrollo Sostenible (ODS) en el
plan de competencias del Disefio Industrial y Desarrollo de Producto de la Universidad
Internacional de La Rioja (UNIR), resaltando su aporte a la formacién de profesionales con
visién sostenible. Las competencias universitarias no solo fomentan habilidades creativas,
sino también conocimientos clave para enfrentar desafios actuales desde la sostenibilidad,
vinculando el disefio industrial con la Agenda 2030. Asi, el programa académico promueve
una capacitaciéon que responde a la demanda social de profesionales capaces de aprender,
mnovar y resolver problemas complejos para un desarrollo inclusivo y equitativo.

Las Competencias Basicas (CB) del master refuerzan la originalidad y la innovacién en la
solucion de problemas complejos, vinculando el conocimiento técnico con la responsabilidad
social y el desarrollo sostenible (ODS 8, 9y 12). Especialmente, la CB8 destaca la integracion
de juicios éticos y compromiso social en el proceso de disefio (ODS 5 y 10), fomentando una
vision ética 'y social en los futuros disenadores.

Las Competencias Generales (CG) fomentan el pensamiento critico y la capacidad de ana-
lisis, esenciales para evaluar el impacto ambiental y social de los disefios (ODS 5y 10). Estas
competencias promueven ademas una creatividad multidimensional que considera aspectos
estéticos y funcionales del diseflo universal (ODS 4, 8 y 9), preparando a los estudiantes para
crear productos inclusivos y sostenibles.

Por su parte, las Competencias Transversales (C'T) desarrollan habilidades de adaptacion,
flexibilidad y comunicacion, indispensables en el ambito profesional. La CT3, enfocada en
la claridad comunicativa, es fundamental para presentar ideas a audiencias diversas (ODS
4, 8 v 9), mientras que las competencias de aprendizaje auténomo y adaptaciéon a nuevas
tecnologias reflejan el compromiso del master con la justicia social, la accién climatica y el
fortalecimiento institucional (ODS 10, 13 y 16).

Finalmente, las Competencias Especificas (CE) son clave en la sostenibilidad y la innovacion
en disefio de productos. Las competencias como la CE17 y CE2 destacan la capacidad de
aplicar criterios de sostenibilidad y creatividad, integrando también aspectos historicos y
antropolégicos que fomentan una comprension inclusiva y ética del disefio (ODS 5y 10).
La siguiente tabla muestra la relacién entre cada competencia, las habilidades creativas y los
ODS, se incluyen solo las combinaciones mas significativas y frecuentes.
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Tab. 1 - Vinculacién de
Competencias con Habilidades
Tipo de Competencia Competencia Creativa ODS Creativas y ODS. Elaboracién
Relacionados e
Originalidad e Innovacién 8,9,12
Basica (CB) Resolucion de Problemas 11
Pensamiento Critico 4,8,9
General (CG) Creatividad Multidimensional 8,9, 12
Dimensiones Sociales y Co- 5, 10
laborativas
Adaptacion y Flexibilidad 10, 13, 16
Transversal (CT)
Curiosidad y Basqueda de 4,9
Informacion
Especifica (CE) Liderazgo e Innovacién Social 8,12, 16

El cruce de datos entre Competencias, Competencias creativas y ODS muestra que el master
prepara a sus estudiantes para un ejercicio profesional creativo y responsable, alineado con
los ODS, donde el disefio de productos impacta positivamente en la sociedad y el desarrollo
sostenible.

El andlisis del estudio muestra que las competencias del Master en Diseno Industrial y Desa-
rrollo de Producto de la UNIR promueven un enfoque integral en la ensefianza, que incluye
creatividad y sostenibilidad. Ademas, valida la presencia de habilidades creativas en el curri-
culo, alineadas con los ODS, que fortalecen la capacidad de los estudiantes para enfrentar
impactos econdémicos, sociales y ambientales en su ejercicio profesional.
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CIRCULAR ECONOMY: PROPOSAL
FOR SUSTAINABLE SNEAKER
PRODUCTION IN A SMALL
FOOTWEAR COMPANY

Economia Circular: proposta para a produgdo de ténis
sustentdvel em empresa calgadista de pequeno porte

ABSTRACT

A'solution for the destination of discarded
textile scraps from clothing companies is
textile shoddy. The process is known as
textile recycling. The shoddy fibers are ob-
tained from the processing of residual ma-
terials and reinserted into the textile chain
to produce new fabrics through circular
economy strategies. In this context, the
main objective of this article is to present
a proposal to produce sustainable sneakers
for small footwear companies. To produce
the yarns, shoddy fibers originating from
garment scraps discarded by industries in
the city of Ibitinga (SP, Brazil) were used.
Textile materials discarded by the clothing
manufacturers with a 100% polyester com-
position were selected; the fabric scraps
were shredded and mixed with recycled
polyester fibers (PET) to produce the yarns:
50% shoddy fibers / 50% recycled poly-
ester from PET bottles. The yarns were
produced on ring spinning frames and the
uppers on rectilinear knitting machines.
The produced articles showed that there
1s technical viability to produce seamless
knitted uppers using shoddy fibers as raw
materials.

KEYWORDS

Seamless knitted uppers; Sustainability;
Textile recycling; Sneakers; Circular econ-
omy.

RESUMO

Uma solugdo para a destinacdo das apa-
ras de tecidos descartadas pelas empresas
de confeccdo sao os desfibrados téxteis. O
processo é conhecido como reciclagem de
tecidos. As fibras desfibradas sdo obtidas a
partir do processamento dos materiais resi-
duais e reinseridas na cadeia téxtil para a
producao de novos tecidos através das es-
tratégias da economia circular. Nesse con-
texto, o principal objetivo deste artigo ¢
apresentar uma proposta para a producao
de ténis sustentavel para empresas calca-
distas de pequeno porte. Para a producao
dos fios foram utilizadas fibras desfibradas
oriundas de aparas de confecgdes descar-
tadas pelas industrias da cidade de Ibitinga
(SP). Foram selecionados materiais téxteis
descartados pelas confec¢oes com compo-
sicao 100% poliéster, as aparas de tecidos
foram desfibradas e misturadas com fibras
de poliéster reciclado (PET), para a produ-
¢ao dos fios: 50% fibras desfibradas/ 50%
poliéster reciclado de garrafas PET. Os fios
foram produzidos em fiagao de anéis e os
cabedais em maquinas retilineas de malha-
ria. Os artigos produzidos mostraram que
existe viabilidade técnica para a confecgao
cabedais de malha sem costura utilizando
como matérias-primas as fibras desfibradas.
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1. INTRODUCTION

The first sports shoes were produced in the mid-19th century, using cotton canvas and
rubber soles as raw materials. The use of textile materials in sports footwear provided
greater functionality or added benefits to consumers.

More recently, in 2012, Nike and Adidas launched sneakers with seamless knitted
uppers on the market, using weft flat knitting technology. The sneakers are produced
using various structures, making the upper seamless, comfortable, ultralight, durable,
and with an adjustment to the user’s foot (Power, 2018). Currently, there are other
technologies for the production of seamless knitted uppers, such as raschel machines
(warp knitting) and large and small diameter circular machines (weft knitting).
According to ABICALCADOS (2024), footwear production can be divided by predomi-
nant material and by type of use. The main raw materials used in the production of
Brazilian footwear are: plastic, rubber, synthetic laminate, textile, leather, and other
materials. By type of use, they are classified as: flip-flops, casual, formal, sports, safety,
and orthopedic. Sneakers can be classified as casual, inspired by sneakers, or sports,
inspired by existing sports modalities (Marcondes Silva & Sanches, 2025).

The Brazilian footwear chain operates in a linear production. According to Schuch
et al. (2020), this scenario needs to be remodelled because the extensive exploitation
and degradation of the natural ecosystem will lead to a scarcity of raw materials.
Large quantities of solid waste are discarded by textile companies at all stages of the
production process. In the footwear sector alone, about 25% of the raw materials used
are discarded as material scraps, like garbage.

Thus, the main objective of this article is to present a proposal to produce sustain-
able sneakers for small footwear companies. Regarding the methodology, according
to Gil (2010), scientific methodology is characterized by the nature of the research,
its methodological approach, its objectives and approach to the research problem,
and the technical procedures adopted. From the point of view of its nature, the pre-
sent research is classified as applied, with an inductive method of approach; it is an
exploratory research study with a qualitative approach, and the technical procedure
adopted was the case study.

2. RESEARCH SCENARIO
2.1. Brief History of Footwear Evolution

Prehistoric man used materials such as raw leather, wood, straw, and fabrics in the
production of his rudimentary footwear. The assembly was quite simple: the leather,
usually thin, from goats or dogs, was cut to a size close to the foot and braided with
strips usually made of fibers or papyrus. The leather used to make the soles were
thick, such as those from horses or oxen, and in some cases, the soles were made of
wood (Ferreira, 2010).

Primitive shoes remained unchanged for many years; only in the fourth century was
there a change in concept, introducing decorative variations in footwear. From this
point on, footwear became, in addition to a protective artifact, an object symbolizing
power and wealth among ancient civilizations. The period of the Middle Ages in Eu-
rope was, for footwear artisans, one of the best times to unleash their creativity. The
most used material was cowhide, but the highest quality boots were made of goatskin.
In the Renaissance the shoes began to be made to measure to fit the wearer’s foot
perfectly. Luxurious materials such as silk, velvet, and fine leather were widely used,
and shoemakers began to experiment with heels and ornaments (Ferreira, 2010).
Before the Industrial Revolution, shoemaking was a meticulous art. Artisan shoemak-
ers used techniques passed down through generations to produce custom-made shoes
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that were comfortable and stylish. Shoe production was predominantly a manual
craft, practiced by artisans who personalized shoes for each client. The process was,
by nature, time-consuming and limited the number of shoes produced. However,
customers could choose the specific design, materials, and adjustments to meet their
needs and preferences.

The First Industrial Revolution marked the transition from artisanal shoemaking to
mass production. According to Cardoso (2008), instead of hiring many skilled artisans,
companies hired a good designer to create the project, a good manager to oversee
production, and many unskilled workers to perform small tasks as machine operators.
The high remuneration of the former two was offset by the lower wages paid to the
latter. Thus, mass production came to represent a saving of time and money for the
manufacturer.

With the 1st Industrial Revolution came innovations such as the sewing machine and
the rubber vulcanization process, which revolutionized shoe manufacturing. The in-
troduction of sewing machines and assembly lines completely changed the way shoes
were made. The main advantage of mass production is the ability to manufacture large
quantities of shoes in a short period, aiming to meet the growing demand for products
while reducing production costs. Reduced costs allowed more people to buy quality
shoes at lower prices. However, mass production also brought challenges. Standardiza-
tion can lead to a loss of quality and exclusivity, in addition to environmental issues
related to the use of synthetic materials and large-scale manufacturing processes.
After World War IT until the late 1960s, footwear industries were concentrated in the
wealthiest countries that had developed high-performance production models. How-
ever, after the beginning of the 1970s, these production models proved unviable due
to the need for abundant labor and high labor costs, forcing the footwear industry to
undertake a permanent migration in search of countries or regions with abundant
labor and lower wages.

A first migration of the footwear industry was observed towards the so-called Asian
Tigers (South Korea, Taiwan, and Hong Kong), and another migratory movement of
footwear production took place in Asia towards less developed countries such as China,
Indonesia, and Vietnam. Currently, about 80% of footwear production is concentrated
in the following countries: China, India, Vietnam, Indonesia, and Brazil, with China
alone accounting for 54.6% of global footwear production (ABICALCADOS, 2024).

2.2. Brief History of Footwear Evolution

The Brazilian footwear chain operates in a linear production, where significant quanti-
ties of fossil resources are extracted from nature and used as raw materials to produce
footwear. At the end of their useful life, these products are discarded by consumers
and sent to landfills. This production model is based on the extraction, production, use,
and disposal of resources and materials (Sanches et al., 2022). A traditional sneaker
1s composed of more than 50 parts, as shown in Fig 1, which illustrates the main
components of a sneaker.
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Fig. 1 - Main parts of a
sneaker. Source: (Dos Santos&
Silva, 2009).

Fig. 2 - Conventional process
of fabric sneakers: productive
chain from the textile industry
to the final consumer. Source:
Adapted from Sanches et al.,
(2022).

Fig. 3 - Conventional
production process of sneakers
in the footwear industry.
Source: Adapted from Duarte &
Sanches (2022).

The upper, which is the upper component attached to the sole, has the function of protection
and safety, providing comfort and convenience to the feet. The upper can be produced
from a single material or it can be produced with several materials, the main materials
are leather, woven or knitting, synthetic laminates, etc. According to Duarte & Sanches
(2022), the production of conventional fabric sneakers begins in the textile chain: with the
production of textile fiber, yarn, woven fabric, knit fabric, and non-woven fabric, textile
processing. The finished fabric is sent to the footwear industry to produce sneakers. Fig
2 shows the main stages of the production process of conventional fabric sneakers.

Textile Industry
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In footwear companies, the production process is carried out through the following activi-
ties: modelling preparation (shoe creation), cutting of the upper parts, upper assembly
(sewing of the parts), upper assembly on the sole, finishing, quality control, and packaging
(Sanches et al., 2024), as illustrated in Fig. 3.
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Brazilian footwear industries are known as traditional industries, have existed for many years,
and are labor-intensive, as the vast majority are small and family-owned, use artisanal pro-
duction methods, and make little investment in technology. According to ABICALCADOS,
(2024), approximately 50.0% of companies consist of up to four employees, and only 6% of
companies in the sector have more than 100 employees.

In addition to the conventional process, knit uppers can be produced by new seamless tech-
nologies: knitted on flat knitting machines, large diameter circular knitting machines, small
diameter circular knitting machines, or raschel machines (Cuden, 2022; Sanches ¢t al., 2021).
These new technologies function as outsourced companies, meaning they deliver ready-made
seamless knit uppers to the footwear industry, in the size and shape to be assembled onto the
sole. Fig. 4 illustrates the main stages of the production processes for seamless knitted uppers.

Textile Industry Footwear Industry

,  Knittingflat i Closing the
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In the textile industry, knitting receives dyed yarns to produce seamless uppers. In the
footwear industry, the preparation of seamless uppers produced using different tech-
nologies follows different flows, as illustrated in IFig 4. The steps of assembling the upper
onto the sole, quality control, and packaging of the sneakers are carried out, following
the same production flow described for sneakers produced by the traditional process
(Sanches et al., 2024).

2.2.1 Flat Knit Uppers

The production of seamless upper knit using flat knitting is carried out without generating
waste, with the uppers produced in the size and shape requested by the footwear industry.
This technology reduces the production time of sneakers in the footwear industry, gener-
ates no waste, and reduces the costs of the final product (Basu & Gupta, 2019). According
to Krinner (2023), flat knitting machines produce one upper every 10 minutes and can
knit three uppers simultaneously. The uppers produced on straight machines are open.
The machines can produce closed uppers, but this operation is not normally carried out
by the knitting because it reduces the production capacity of the machines.

2.2.2 Small Diameter Circular Knit Uppers (Sock-shoe)

According to Sandonini (2017), the 3D knit uppers produced have the shape of a sock
(3D) and are produced in three minutes. The upper is delivered to the footwear industry
ready to be assembled onto any type of sole, reducing waste generation, production time,
and the cost of the final product for this industry.

2.2.3 Large Diameter Circular Knit Uppers

Large diameter circular knitting machines have a productivity that, depending on the
type of structure used, can be twenty times greater than the productivity of a flat knit-
ting machine. According to Cunha (2018), the energy consumption for the production
of one upper is about five times lower than the same upper produced on a flat knitting

Fig 4 - New technologies used
in the production of seamless
knit uppers. Source: Sanches e
al., (2025).
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machine. The uppers produced by this technology are knitted side by side. The fabrics
produced between the uppers need to be cut, and the footwear sector discards 10% of
the raw materials used in the form of material scraps when this technology is used.

2.2.4 Double-bar Raschel Machine

The productivity of this technology is much higher than the productivity of large diameter
circular knitting machines. However, to produce uppers using a raschel machine, it is nec-
essary to prepare the warp beam, making the technology viable only for large quantities
of uppers (Krinner, 2023). The knit uppers are knitted in the fabric side by side, and, just
like the uppers from large diameter circular knitting machines, the knitted fabric between
the uppers, about 10% of the produced knit, needs to be cut by the footwear industry.

2.3. Main raw materials and their impacts on the production process

The selection of raw materials and the production process will define the impact
that footwear will have on the environment. The materials commonly used in the
manufacture of sneakers are: polyester, polyamide, polypropylene, elastane, cotton,
and wool are the textile materials most used by the footwear industry. The synthetic
materials make sneakers lighter and more comfortable, improve the performance of
athletes, and reduce the cost of the final product, but these raw materials are derived
from fossil fuels. According to McLoughlin (2020), the footwear industry is responsible
for 1.4% of global greenhouse gas emissions. Sneaker producing companies generate
313 million tons of CO2 per year. According to, the upper, normally produced with
polyester threads, a material that uses a lot of energy during processing, is responsible
for 41% of total carbon emissions.

The production of a standard pair of sneakers generates 14 kilograms of carbon emis-
sions, MIT (Massachusetts Institute of Technology) researchers conducted a study that
determined the production process stage is the most polluting, generating 9.5 kilograms
of carbon emissions, representing 64% of the total carbon emissions of a pair of sneak-
ers. The raw material extraction/production stage generates 4 kg of carbon emissions,
which represents 29% of the carbon footprint of a pair of sneakers. Within the produc-
tion process stage, Granskog et al. (2020) stated that textile processing is responsible for
25% of industrial water pollution and point to the use of chemicals, liquid waste, and
intensive water use as the main contributors to the loss of biodiversity.

2.4. Circular Model and Textile Recycling

According to the Ellen MacArthur Foundation (2020), in the circular model, products
are designed with a view to their reuse, recycling, and recovery. The circular economy
has as its principle the implementation of a new production model that does not cause
negative impacts on the environment.

Recycling is an alternative to incineration and landfill disposal of waste. It allows the
production of new products from discarded raw materials, with lower production costs
and a reduction in the consumption of energy and other resources (Sanches ¢t al., 2022).
The recycling of textile materials can be carried out through four routes: fiberizing, me-
chanical recycling, chemical recycling, and energy recycling. The choice of recycling route
1s made based on the composition of the material to be recycled. Recycling is carried out
in three main stages: collection and sorting of materials, selection of the recycling process,
and choice of a manufacturing process to transform it into a new product.
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2.4.1 Textile Recycling: Fiberized Fibers

Polyester fiber is obtained from synthetic polymers. Many types of polyester can be synthe-
sized; however, they are all produced by a condensation reaction and all contain an ester
functional group. The most used type of polyester for fabric production is polyethylene
terephthalate (PET). The production of virgin PET emits volatile organic compounds, re-
leases toxic pollutants into groundwater, and, when compared to the production of natural
fibers, consumes a large amount of energy and a low amount of water (Stone et al., 2019).
Manufacturing scraps (pre-consumer) can be fiberized and reinserted into the textile chain
to be used as raw materials in the production of a new product. The fiberizing process
consists of cutting the fabrics and defibrating them to transform them into fiberized fibers,
which will then be transformed into yarns and then into new fabrics. Fabric scraps (pre-
consumer) must be separated by material type and color so that the recycling result is as
satisfactory as possible and there is no damage throughout the process.

De Souza Pereira et al. (2016, pp. 10-11) mention in their research that the reuse or recycling
of one ton of cotton clothing “uses only 2.6% of the energy needed to manufacture these
products from virgin material.” [...] “Another positive factor is the absence of dyeing, |...],
and with this, pollutant emissions are lower [...]”.

When comparing fiberized fibers from polyester fabrics with fiberized fibers from cot-
ton, polyester fibers have an additional technical advantage: the length of the fibers, as it
1s possible during the process to cut the fibers to the necessary length to produce yarns,
with 100% fiberized fibers or to be mixed with other materials (Sanches et al., 2022). In
the production of fiberized polyester fibers, volatile organic compounds are not emitted,
there is no release of toxic pollutants into groundwater, it consumes a smaller amount of
energy when compared to the production of virgin polyester, and there is no dyeing, as it
uses dyed raw materials.

3. MATERIALS AND METHODS
3.1. Materials

Fabric scraps with 100% polyester composition, discarded by garment factories in Ibitinga
(SP), Brazil, were selected. The material was cut with an average length of 30mm and
fiberized by a fiberizing machine, which transformed the material into fiberized fibers.
Recycled polyester fibers from PET bottles were acquired on the market. Fig 5 shows
the selected material.

Fabric scraps (woven, knit and nonwoven filling) Fabric scraps cut Shredded fibers

3.2.1 Production of Recycled Yarns

The selected spinning process was conventional short-staple spinning. The fiberized
fibers were mixed with recycled polyester fibers from PET bottles in a carding machine
to produce the blended yarn with 50% fiberized fibers/50% recycled fibers from PET
bottles. Then, the fiber web formed in the carding machine was processed in a drawing
frame/roving frame and transformed into yarn by a ring spinning frame. Fig 6 illustrates
the blended yarn production process.

Fig. 5 - Manufacturing scraps
(pre-consumer). Source:

Sanches et al., (2022).
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Fibers Carding Drawing Roving Spinning Recyled yarn

Fig. 6 - Blended yarn
production process. Source:
Adapted from Sanches et al.,

(2022).

3.2.2 Production of Seamless Knit Uppers

Fig 7a, 7b, and 7c illustrate, respectively, an open upper produced by flat knitting machines,
the closed upper after the sewing stage carried out by the footwear industry, and a Shima
Seiki brand flat knitting machine used for knitting seamless uppers.

Open upper Closed upper Flat Knittig machine

Fig. 7a, 7b, 7c - Stages of the
production process. Source:

Sanches et al., (2024).

3.2.3 Final Product

A three-dimensional model was created so that the product could be better visualized
even before it was actually manufactured. Fig 8a and 8b shows the 3D sneaker.

Fig. 8 - Simulation of the final
product. Source: Faustino,

(2023).
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4. RESULTS AND DISCUSSION

When comparing the production process of conventional fabric sneakers with new technologies
to produce seamless knit uppers, it can be stated that the production process of conventional
sneakers is longer and has a greater number of steps to be carried out by the industries in the
textile chain. The number of operations is also greater in the footwear industry, and it uses a
large amount of labor, mainly in the cutting and sewing sectors of the upper and discards a large
amount of fabric scraps from the cutting sector into the environment. Higher energy consump-
tion, due to the process having a greater number of steps, and the disposal of fabric scraps into
the environment are the main contributors to the environmental impact caused by this sector.
The different technologies used in the production of knitted uppers produce different textile
products, but there are also products that can be made by more than one technology; as is the
case with uppers for sports shoes. Knitting mills typically select the technology based on the needs
of their customers.

Sneakers produced with seamless knitted uppers, compared to those produced by the traditional
process, are lightweight, durable, breathable, flexible, have a comfortable fit, and all the neces-
sary functionalities, defined based on the activities that will be performed by users. At the same
time, they reduce working hours in the industry and environmental impact, improve inventory
management, speed up time to market, and allow ultimate customization of sneakers.

In addition to the quantity of uppers produced by each technology, the raw materials that can
be used in each technology must also be analyzed. In weft knitting, the variety of materials is
wider; the technology allows selecting yarns from natural, artificial, and synthetic fibers. In warp
knitting, the raw materials used are synthetic fibers (filaments), with polyamide and polyester
being the most common.

5. CONCLUSIONS

Replacing virgin polyester with recycled polyester in the production of uppers will reduce the
amount of carbon emissions, as the production of raw materials will not be necessary, and the
process of transforming fibers into yarns will have fewer steps. Since garment scraps are colored,
the yarns produced will be colored, meaning that the dyeing operation of the recycled yarns
1s eliminated during textile processing. In addition to reducing the consumption of virgin raw
materials, it reduces the consumption of energy and water, and the emission of effluents, thus
reducing the environmental impact caused by the production process.

Tor the production of knit uppers in a small footwear industry, the ideal is to use flat knitting
machines. The technology for producing seamless uppers using flat knitting will contribute to
the reduction of the environmental impact caused by the conventional footwear industry, the
reduction of textile solid waste disposal in the environment and will reduce the number of steps
in the production process, aiming to increase the competitiveness of companies, reduce their costs
with taxes and fees, increase production, and decrease human errors. Flat knitting technology
also allows for the production of small batches of uppers, increasing the possibility of product
diversification when compared to uppers produced on small diameter circular knitting machines.
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BRIDGING EPISTEMOLOGIES:
RETHINKING CO-DESIGN PRACTICE
ROOTED FROM LOCAL EXPERTISE

IN MARGINALIZED SLUM COMMUNITIES
OF INDONESIA AND MEXICO

Tendiendo puentes entre epistemologias: Repensando la prdctica
del co-diseio a partir de la experiencia local en comunidades
marginadas de barrios informales en Indonesia y México

ABSTRACT

This paper critically examines the practice
of co-design in marginalized urban com-
munities through comparative case studies
in Campana-Altamira (Monterrey, Mexico)
and Kampung Gedong Pompa (Jakarta,
Indonesia). Drawing on in-depth interviews,
field-based reflections, and direct involve-
ment in ongoing community-based work-
shops, we analyze how epistemic hierarchies,
institutional logics, and inherited assump-
tions about expertise influence participatory
design efforts in urban slums. Both commu-
nities, while considered “marginalized,” are
highly connected to technological infrastruc-
tures and have access to global narratives;
yet they are often reduced to passive recipi-
ents of externally driven interventions. Our
findings reveal that co-design efforts, while
well-intentioned, often fall into extractive or
paternalistic patterns that fail to meaning-
fully integrate local knowledge. Despite the
rhetoric of participation, design processes
risk reproducing outsider-centric models
unless epistemological shifts are made. We
argue for reframing co-design as a recipro-
cal and situated learning process rooted in
social epistemology and behavior change
intervention ontology—one that sees local
communities not as knowledge gaps to be

RESUMEN

Este articulo examina criticamente la prac-
tica del co-diseno en comunidades ur-
banas marginadas mediante estudios de
caso comparativos en Gampana-Altamira
(Monterrey, México) y Kampung Gedong
Pompa (Yakarta, Indonesia). Con base en
entrevistas en profundidad, reflexiones de
campo y participaciéon directa en talleres
comunitarios, analizamos céomo las jerar-
quias epistémicas, las l6gicas institucionales
y los supuestos heredados sobre la exper-
ticia influyen en el disefo participativo en
barrios informales. Ambas comunidades,
aunque consideradas “marginadas”, estan
conectadas a infraestructuras tecnologicas y
narrativas globales; sin embargo, suelen ser
reducidas a receptoras pasivas de interven-
ciones externas. Nuestros hallazgos mues-
tran que los esfuerzos de co-diseno, aun bien
intencionados, caen en patrones extractivos
o paternalistas que no integran el conoci-
miento local. Pese a la retorica participativa,
los procesos de disefio tienden a reproducir
modelos centrados en actores externos si no
hay un cambio epistemologico. Defendemos
replantear el co-disefilo como un proceso
reciproco y situado de aprendizaje, enraizado
en la epistemologia social y en la ontologia de
laintervencién en cambio de comportamiento,
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filled, but as experts of their own realities.
The paper explores the ontological and epis-
temological tensions between institutional
agendas and lived experience, emphasizing
the need to move beyond universal models
toward more context-sensitive engagements.
We propose a set of actionable recommen-
dations to guide future co-design projects,
especially those involving academic actors
such as university students conducting social
service. This study contributes to the devel-
opment of more equitable and contextually
grounded approaches to co-design, broad-
ening efforts to decolonize participatory
design by situating knowledge production
within the lived realities and strengths of
the Global South.

KEYWORDS

Decolonizing design; Co-design; Global
south; Local knowledge; Social service.

que reconozca a las comunidades locales no
como vacios por llenar, sino como expertas de
sus propias realidades. El articulo aborda las
tensiones ontologicas y epistemologicas entre
agendas institucionales y experiencia vivida,
subrayando la necesidad de superar mode-
los universales hacia compromisos sensibles
al contexto. Proponemos recomendaciones
practicas para futuros proyectos de co-disefio,
en especial los que involucran a actores aca-
démicos como estudiantes universitarios en
servicio social. Este estudio aporta al desarrollo
de enfoques de co-disefio mas equitativos y
contextualizados, ampliando los esfuerzos por
descolonizar el disefio participativo al situarla
producciéon de conocimiento en las realidades

y fortalezas del Sur Global.

PALABRAS CLAVE

Descolonizando el diseno; Co-disefio; Sur
b b
global; Conocimiento local; Servicio social.

1. INTRODUCTION

1o truly understand the context, one must begin by observing in silence, then ask questions, and only after
that, offering any opinions.
- Victor José Gonzdlez Fregoso (Parra, V. 2024)

Community-led development is often idealized in participatory frameworks, yet in
practice, external institutions frequently set the agenda. Even when claiming facilitation,
development agencies typically “own the tools, choose the topics and ultimately shape
and direct the processes” (Colom, 2013), reinforcing dominant positions (Sintomer et
al., 2008). A central site of this tension is co-creation, which ideally promotes shared
decision-making, but in practice often replicates top-down dynamics (Pearce et al.,
2020). Co-design, a subset of co-creation focused on collaboratively developing solu-
tions, is similarly at risk. Research shows that such processes often maintain or deepen
institutional power imbalances (Udoewa, 2022). The invitation to participate may raise
local expectations, but if ultimate control over decisions remains with the institution,
the process risks becoming performative. Given the above challenges, scholars and
practitioners are increasingly calling for a shift in how co-design is conceptualized
and practiced. Traditional models of co-design must evolve from one-way teaching
paradigms to genuine reciprocal learning processes.

Indonesia and Mexico offer compelling comparative cases for examining these co-
design dynamics. Both are Global South nations shaped by colonial histories and
enduring structural inequalities, yet each provides a distinct cultural and institutional
context. In Mexico, co-design has been applied across diverse settings, including mar-
ginalized urban districts, youth, and indigenous communities, and adapted to cultural
contexts, such as renaming “storyboarding” to Vifietas de Plditicas for Latina mothers
(Beltran-Grimm, 2023). However, despite its potential, many initiatives remain top-
down. For example, Mexico’s servicio social, a mandatory undergraduate community
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service requirement (Sarasola Sanchez-Serrano et al., 2019), is frequently implemented
without genuine community involvement. Reframing this as a co-design platform
could move students beyond charity models, positioning communities as knowledge
partners with lived expertise.

In Indonesia, co-design cannot be generalized across its diverse cultural landscapes.
Practices are shaped by local collectivism, adaptability, and occasionally, political
constraints (Setiawan et al., 2018). Government programs like the Designer Dispatch
Service (DDS) aim to bridge professional designers with small-scale craft produc-
ers (Triharini et al., 2024), while figures like Singgih Kartono exemplify grassroots,
community-centered design (Crosby, 2019). Similar to Mexico, Indonesia’s Ruliah Kerja
Nyata (KKN) requires university students to engage in community service, with grow-
ing efforts to embed co-design principles in design education (Aristi & Putri, 2024).
These initiatives suggest a broader shift toward integrating co-design into educational
frameworks, though challenges remain in ensuring they truly reflect local voices.
This paper seeks to interrogate and reimagine co-design through the lived experi-
ences of community practitioners in Mexico and Indonesia. We ask: Why do osten-
sibly participatory initiatives often fail to overcome top-down dynamics, and what
alternative approaches might foster more equitable collaboration? To explore this
question, we draw on in-depth interviews (IDIs) and our experience in co-designing.

2. SITES CONTEXT
2.1. Campana-Altamira (Monterrey, Mexico)

Our first study site is Campana-Altamira, a marginalized informal neighborhood nestled
in the highland periphery of Monterrey, Nuevo Leon, Mexico. This area includes 15
neighborhoods and is home to more than 20,000 residents It is located near important
economic centers, offers various labor opportunities, yet faces considerable challenges,
including a 96% poverty rate (Iniciativa Campana-Altamira, n.d.). Residents experience
urban segregation in access to infrastructure; for example, basic services like electricity
and water are deficient (Gonzalez Sanchez, 2022). The area has long faced institutional
neglect and political clientelism, with drug-related violence further disrupts its social
fabric and everyday life.

At the same time, the community possesses a strong social fabric and local knowledge
traditions that provide a foundation for co-design. Many residents expressing pride
in their colonia and maintaining relatively strong relationships with their neighbors
(Centro CEMEX-Tec para el Desarrollo de Comunidades Sostenibles, 2021). More often,
sponsored initiatives in this area emphasized convivencia—communal coexistence—as
a pathway to strengthen social ties and enhance neighborhood security (Parra, 2024).

2.2. Kampung Gedong Pompa (Jakarta, Indonesia)

The second site, Kampung Gedong Pompa, is a low-income riverside neighborhood
located in North Jakarta. It is classified as a kampung kota, or urban kampung, referring to
informal settlements that have developed organically within the city. These neighborhoods
are often characterized by high population density, limited infrastructure, and blend of
rural and urban socio-cultural dynamics. Kampung Gedong Pompa is located along
coastal floodplains and is highly vulnerable to environmental and social stresses. The
community also lives under threat of forced evictions as authorities pursue redevelopment
and flood-mitigation projects.

Studies have highlighted the ability of urban kampungs to adapt through community
participation and informal settlement strategies, which can mitigate the impacts of
urbanization (Astuti et al., 2024). Resilience is a key theme in urban studies focused



Fig. 1 - Co-Creation Workshop
in Campana-Altamira. Source:
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on such communities, encompassing not only the ability to withstand physical changes
but also the cultural integrity and social capital that remain pivotal in times of distress.

3. METHODOLOGY

This research uses a qualitative case study approach to explore co-design dynamics in two
urban slum communities. Data collection methods included in-depth interviews, participant
observation, and reflections gathered during multiple co-design workshops. Primary data
sources consist of two long-form interviews: one with a senior social worker in Campana-
Altamira and another with the community leader (Pek RT) in Kampung Gedong Pompa.
Thematic analysis was used to identify patterns related to participation, local knowledge,
epistemic hierarchies, and the evolving role of external actors in co-design processes.

4. RESULTS
4.1. Co-Design in Campana-Altamira

The Campana-Altamira Polygon became a focal site for the Post-Urban Living Innovation
(PULI) program, a cross-cultural initiative active since 2015. Since 2023, the program
has focused on co-design efforts with youth in this neighborhood (Baca et al., 2024).
During the first workshop together with the Campana-Altamira community conducted
in Tecnologico de Monterrey, the focus remained largely instructional. The participating
junior high school students (aged 13 to 15) were selected based on their prior affiliation
or perceived behavior, meaning the activities did not fully reflect the broader commu-
nity of youth in Campana-Altamira. To shift towards problem-solving, the workshop
began with an exercise mapping how students mapped ways plastic waste was used in
their daily lives.

A more meaningful co-design practice emerged when the students were invited to iden-
tify 1ssues (such as trash, street lighting, and stray animals) and co-develop potential
solutions with the team. Once the students began articulating their own perspectives
and priorities, the ideas generated proved far more grounded and actionable than
those developed in the previous workshops. Reflecting on this process, we noted how
prevailing academic cultures often reinforce the belief that university participants are
the “experts.” This assumption proved counterproductive when working in contexts like
Campana-Altamira, where real understanding only began after genuine engagement
with the local students. Once students were given space to lead, they demonstrated
deep contextual knowledge and became active co-designers.

RESULTADOS DE INTELIGENCIA ARTIFICIAL A RESULTADO DE INTELIGENCIA ARTIFICH
PARTIR DEL SKETCH PROTOTIPOFISICO o protomeo

SKETCH DE PROPUESTA DE ILUMINARIA
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4.2. Insights from a Social Worker

We conducted a two-hour interview with a local social worker, with over a decade of
experience in the area, who supported our workshop in Campana-Altamira. He ex-
plained that efforts to support marginalized communities in Mexico often neglect the
voices of those most affected. Government and institutional interventions tend to focus
on development and modernization without involving residents, leading to the erosion
of cultural roots and mutual support systems. He emphasized that the issue 1s not the
intent to help, but the lack of humility and time invested in building genuine relationships.
Many institutional projects fail because they rely on rigid, top-down frameworks that do
not reflect the lived experiences of communities. Preventive and community-centered
strategies—such as engaging youth through education, revitalizing public spaces, and
fostering consistent, positive relationships with law enforcement—are more effective
than punitive or reactive approaches. Ior him, co-design must empower local leadership,
viewing residents as experts of their environment. He also emphasized that meaningful
engagement is a two-way process: practitioners, too, are transformed by working with
communities. Humility, reflexivity, and a willingness to listen are essential to fostering
respectful and lasting collaboration.

4.3. Co-design in Kampung Gedong Pompa

The co-design workshops in Kampung Gedong Pompa (Fig. 2) engaged residents in
reimagining a future orphanage and reflecting on their changing relationship with wa-
ter—once central to their livelihoods, now seen as a threat. The workshops were co-led by
one author of this paper alongside other researchers. The activities were divided into two
main iterations. The first focused on creative ideation with teenagers and adults. Youth
responded to the prompt, “If water were not dangerous, how would you imagine life?” by
drawing floating homes and nostalgic scenes. Adults engaged in participatory mapping,
tracing movements before and after the 2007 flood and imagining future routes. Adults
and teenagers then collaborated to shape clay models that envisioned a flood-resilient
village and orphanage.

The second phase of the workshop shifted focus to materials and shared knowledge.
Residents exchanged experiences using reclaimed resources like wood and old fishing
equipment, offering practical insights into their value and reuse. Discussions also touched
on how digital tools and information flow through the community, revealing opportuni-
ties to connect local know-how with new technologies. Even under environmental strain
and social uncertainty, these workshops showed that creative collaboration can flourish
when built on trust and mutual respect. The orphanage became more than a building;
it was imagined as a shared space for care, learning, and resilience, rooted in Kampung

Gedong Pompa’s longstanding relationship with water.

Fig. 2 - Co-Creation Workshop
in Kampung Gedong Pompa.
Source: Authors, 2025

4.4. Insights from Pak RT

The interview with Pak RT informed about complex dynamics between government mes-
saging, urban development pressures, and community resilience. Potential eviction often
circulates indirectly, through media or rumors, rather than through direct engagement with
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residents. This mode of communication grows psychological uncertainty among residents,
eroding trust and leaving them vulnerable to speculation and fear-driven decision-making. In
response to these pressures, the community has sought to reclaim agency through initiatives
such as cooperative land ownership and neighborhood self-management, in collaboration
with advocacy groups. These grassroots efforts reflect a shift toward collective stewardship
as a form of resistance against potential displacement. The theme of preserving komunalitas
(communal life) emerges as central to the community’s resilience.Reflecting on the co-design
process, Pak RT revealed the community’s mixed reactions. Hands-on, creative approach
was appreciated by the residents. Some residents expressed that they had never experienced
such activities before. Discussion-based activity received less enthusiasm. Residents also
expressed desire to be involved in future iterations and to be kept informed about ongoing
activities. They wanted to know when researchers would visit the area again and how that
data would be used. As highlighted by Pak RT, the success of these workshops and future
development efforts depends on their ability to engage with the community on their terms:
acknowledging their aspirations while empowering them in designing their own environment.

5. DISCUSSIONS

Co-design 1s often treated as a one-size-fits-all method for working with marginalized
communities, yet our findings show that even when two sites appear similar, each has
different needs and experiences. Approaches that assume uniform needs overlook these
differences and risk reinforcing outsiderled dynamics. Both communities’ residents showed
a strong desire to participate in shaping the interventions that affect their lives, and
when they were meaningfully included, the outcomes felt more relevant and sustainable.
Because knowledge is situated and contextual, any attempt to create a universal co-design
framework is unrealistic; instead, future work should focus on contextspecific strategies
and adaptive practices tailored to each community’s lived realities. Table 1 offers flexible
recommendations, as starting points to be adapted with communities.

Guideline Area

Example Focus

Practical Steps / Activities

Preparation and

Training in participatory methods

Pre-departure workshops on cultural

Orientation and local context humility
Assign readings about local context
Building Trust Respect local rhythms and leader- | Early informal visits to local leaders/
ship structures social workers. Observe first, act later
Valuing Local Use participatory tools to center Photo walks & mapping sessions with
Knowledge community expertise residents, local tool demonstrations
Balancing Avoiding imposing hierarchies in Use tools like “knowledge mapping”
Knowledge exchanges to visualize, spaces for both parties’

critique

Co-Defining Goals

Collaboratively define success crite-

ria and shared outcomes.

Use visual tools
Co-create success metric checklist

Ethical Practice

Ensure transparency & consent

Build in regular feedback loop

Reflective Learning

Encourage structured student

reflection

Weekly journals, post-activity reflec-

tions sessions with community members
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6. CONCLUSIONS

This paper argues that co-design in marginalized slum communities is not only a meth-
odological process but also a relational and epistemological one. Through comparative
case studies in Campana-Altamira and Kampung Gedong Pompa, we learnt that even
when contexts appear similar (such as informal urban settlements facing poverty and
infrastructural neglect), specific social dynamics and local knowledge systems require
tailored & adaptable approaches. Universal frameworks often overlook this complex-
ity. Practitioners must learn to recognize which local insights should shape the process,
while ensuring external expertise supports. Genuine co-design is built on shared power,
co-defined goals, and acknowledgment of community members as knowledge holders.
It requires long-term relationship building and a commitment to mutual learning for
locally driven design processes. This study acknowledges its limitations, as the findings
draw primarily from two interviews. Further research should explore how institutions can
support adaptive collaboration over time, and how communities themselves define success.
These insights can inform more ethical co-design practices in urban marginalized contexts.
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ABSTRACT

The Blended Intensive Program (BIP)
“Castelo Branco: A Timeless Tapestry of Memory
and Emotion” was developed as a pilot peda-
gogical model, which integrated web-based
preparatory, and intensive and practical
training implemented in heritage environ-
ments. Targeted at the students who are
studying cultural and visual studies, the pro-
ject was to promote the direct and physical
interaction with the tangible and intangible
heritage of the city. Through the combina-
tion of quantitative and qualitative data, the
current study examines the way in which
artistic and conceptual understanding of
cultural heritage developed among partici-
pants through the interdisciplinary coop-
eration, reflective practice, and immersion
to the historical environment of Castelo
Branco. Results indicate that the experi-
ential approach significantly increased the
representational and interpretative abilities
of students, and the modality of blended
delivery increased the accessibility and
readiness. Furthermore, the incorporation
of artistic inquiry in the heritage education
promoted the participants to render his-
torical stories in creative forms that would
intersect between academic analysis and
social participation. This research therefore
indicates that experiential learning, which
is based on interdisciplinary exchange, en-
hances critical thinking, development of
cultural awareness and emotion attachment

RESUMO

O Programa Intensivo Misto (BIP) “Caste-
lo Branco: Uma Tapecaria Intemporal de
Memoéria e Emocao” foi desenvolvido como
um modelo pedagégico piloto, que integrou
uma fase preparatéria online, bem como
formacao intensiva e pratica realizada
em contextos patrimoniais. Destinado a
estudantes das areas dos estudos culturais
e visuais, 0 projeto procurou promover a
interacao direta e fisica com o patriménio
tangivel e intangivel da cidade. Combinando
dados quantitativos e qualitativos, o presente
estudo analisa de que forma a compreensao
artistica e conceptual do patrimoénio cul-
tural se desenvolveu entre os participantes
através da cooperagao interdisciplinar, da
pratica reflexiva e da imersao no ambiente
histérico de Castelo Branco. Os resultados
indicam que a abordagem experiencial au-
mentou significativamente as capacidades
representacionais e interpretativas dos estu-
dantes, e que a modalidade de ensino misto
potenciou a acessibilidade e a preparagao.
Além disso, a incorporacao da investigacao
artistica na educacao patrimonial incentivou
os participantes a traduzirem narrativas
historicas em formas criativas que cruzam
a analise académica com a participacao
social. Assim, esta investigacao sugere que
a aprendizagem experiencial, assente na
troca interdisciplinar, favorece o pensamento
critico, o desenvolvimento da consciéncia
cultural e o vinculo emocional com o lugar.
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to place. The findings suggest that BIP-type
hybrid models can be useful prototypes of
introducing art-based and heritage-centred
pedagogy in higher education, thus, becom-
ing part of sustainable practice in cultural
education and preservation.

KEYWORDS

Blended Intensive Program (BIP), Experi-
ential learning, Gultural heritage, Visual
studies, Interdisciplinary pedagogy.

As conclusoes apontam para o facto de que
modelos hibridos do tipo BIP podem cons-
tituir protoétipos uteis para a introducao de
pedagogias baseadas nas artes e centradas no
patriménio no ensino superior, tornando-se
parte integrante de uma pratica sustentavel
na educacao e preservacao cultural.

PALAVRAS-CHAVES

Programa Intensivo Misto (BIP), Aprendi-
zagem experiencial, Patrimoénio cultural,
Estudos visuais, Pedagogia interdisciplinar.

1. INTRODUCTION
1.1. Background and Context of the Study

Cultural heritage education is a key factor in maintenance of narrative traditions and
continuation of artistic expression. With the development of online and experiential
pedagogy, there is an increasing tendency among teachers to consider hybrid-oriented
forms of education thatinvolve online and face-to-face learning in order to enhance more
engaging, participatory learning forms (Garrison & Vaughan, 2008). In this context, the
Blended Intensive Program (BIP) Castelo Branco: an Interwoven Tapestry of Memoir
and Feelings was designed as an experimental learning program that combines theoretical
training with immersive learning based on site-based exploration. It was created specifi-
cally to address the needs of students of cultural and visual studies that intend to relate
conceptual reflection to a practical artistic experience.

The intermingling of the BIP based on the combination of online lectures, virtual discus-
sions and field based learning allowed the students to flow freely between the digital and
material aspects of heritage study (Means et al., 2010). This two-fold mode of thinking
would stimulate the learner to think and feel simultaneously, converting the intellectual
into the embodied knowledge. In this regard, the BIP offered a lively educational experi-
ence where students were directly engaged with the Castelo Branco monuments, museums
and craftsmen and as such placed creative practice into the historical context of the city.

1.2. Significance of Studying the Cultural and Historical Heritage of Castelo
Branco

Castelo Branco provides an ideal location of experiential learning in heritage education.
Visiting the city, one can observe many strata of Portuguese cultural identity, including
the Baroque-inspired Episcopal Palace and its gardens, Museu Cargaleiro, and the Cen-
tro de Interpretacao do Bordado (Antunes et al., 2020; Pereira, 2019). The centuries old
embroidery tradition, especially, is an example of a cultural practice that is alive and
combining craft work, local memory and symbolic representation. The interaction with
such spaces allowed students not only to record the heritage using artistic medium but
also to comprehend the relations among the material culture and community identity.

The pedagogical and social significance of learning the heritage of Castelo Branco is
based on the study of its heritage. It fosters a consciousness of conservation manage-
ment, encourages responsible cultural tourism and creates a sensitive approach to the
soclo economic reality that informs heritage management. The local immersion in a
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globalizing era also serves to intercultural competence of students, which supports the
idea that cultural heritage works as a mirror of the collective memory and interpersonal
intercommunication at a communal level. Including artistic practice into this historical
context, the program placed learners as active interpreters of culture as opposed to pas-
sive observers of culture.

1.3. Objectives of the Blended Intensive Program (BIP)

The Castelo Branco BIP was designed by a number of interconnected purposes that in-
terdependent artistic production, cultural perception and interdisciplinary cooperation.
It was mainly aimed at giving students the ability to approach the artistic and heritage
traditions of the city and hence increasing their ability to decode and render historical
accounts using the media of creation. The participants were advised to render their
observations in the form of art pieces that demonstrated both technical and conceptual
mastery and made artistic practice a cultural investigative instrument.

It was also critical that the program focused on the interdisciplinary cooperation. The BIP
tried to provide a platform of dialogue where different perspectives would meet through
creative synthesis by drawing participants representing different academic disciplines from
institutions of education from around Europe, such as architecture, visual arts, cultural
studies, and design. The aim of this process was to develop critical thinking, problem
solving, and reflection in groups. The program ended with a group exhibition, which
offered the participants an opportunity to present their results, thus making learning an
action of reflection and sharing public.

By means of these purposes, the BIP was trying to fill the gap between learning the heritage
and creative activity. It placed cultural heritage not in the areas of preservation as an object
but as something that could be imaginatively redefined using interdisciplinary practice.

1.4. Research Questions or Hypotheses

The research questions used in the study to evaluate the pedagogical and interpretative
effectiveness of the BIP were as follows: 1. What was the impact of direct experience
in cultural heritage sites upon artistic interpretation of students? 2. How effectively can
interdisciplinary cooperation promote the knowledge of the participants with regard to
cultural heritage? 3. How did the final exhibition affect the synthesis and presentation
of historical narratives using artistic media by students?

Based on these questions, three hypotheses were formulated: the first one is that direct
interaction with heritage sites would result in a better conceptual understanding of his-
torical narratives in works of art, the second is that interdisciplinary collaboration would
lead to a rich diversity of interpretation and critical understanding, and the third is that
the culminating exhibition would serve as a reflective space, consolidating the learning
process through the public expression of historical events. All these hypotheses were used
in analyzing the outcomes of the program and their approach to methodology.

2. LITERATURE REVIEW
2.1. Preservation of Cultural Heritage and the Role of Art

Cultural heritage over the past few decades has had an immense development trajectory,
moving out of the major concern of those aspects that can be physically handled and
with a comprehensive approach to it, embracing social practice, lived experiences and
the symbolisms attached to them. The Portuguese legal heritage preservation —i.e. Law
No. 107/2001 (Lein.” 107/2001, 2001) codified the principle that the heritage preserva-
tion should cover both the material and the immaterial. Ferreira (2011) notes that this
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paradigm recognizes that cultural heritage is a dynamic aspect that is constantly created
through the two-way communication between communities and their surroundings.
Historians are making it clear that heritage conservation is not just about physical con-
servation. As Munaier (2013) argues, the protection of cultural assets implies a similar
effort to preserve their social and educational activities. Based on this, art is not only a
mere artefact but something that is to be preserved but is also an interpretive medium
that reactivates memory and identity. In this regard, art would act as a channel connect-
ing the past with the present hence allowing communities to pass accounts in a manner
that would be both emotionally gripping and thought provoking.

Empirical findings of Viana and Cura (2019) also indicate that the effectiveness of pres-
ervation is optimized in the case of multidisciplinary cooperation by policy, education,
and arts. This integrative process does not only lead to technical conservation, but also
to preservation of continuity of culture. It can be said that artistic expressions, be it
painting, sculpture, photography, or the digital media, are used as educational tools
that create bridges among various publics and any historical meaning (Souza, n.d.).
The mutual connection of both creative practice and heritage consciousness also reflect
some tangible socio-economic consequences; heritage projects with an arts focus often
revitalize local economies, draw tourism, and support sustainable development goals
(Harvey & Jones, 2018).

In this context, the BIP model puts an art based inquiry into the forefront making artis-
tic expression as a research modality on its own. Leavy (2015) observes that arts-based
research systems can open up the knowledge-building and knowledge-sharing processes
and allow the learners to explore cultural phenomena in terms of sensory and emotional
facets that might be overlooked by the traditional academic approaches. The introduction
of creative practice into heritage education, therefore, does not only maintain historical
content but reconstructs it into an active process of participation and interpretation that
appeals to the modern viewer.

2.2. Hybrid and Blended Teaching Methodologies in Heritage Education

Frameworks of hybrid and blended learning have become increasingly more popular in
the higher education sector, which provides scalable, high-enrolement models capable of
combining digital learning with face-to-face interaction and experience. This has become
a beneficial pedagogical shift in the context of heritage studies. Blended formats enable
both online modules to enable the learner to explore theoretical underpinnings before
gaining a fuller understanding in the field through site visits or workshops. Empirical stud-
ies have also supported the fact that this type of multimodal strategies improve retention,
engagement, and self-inquiry (Bonk & Graham, 2012; Means et al., 2010).

The projects of the University of Coimbra in blended heritage education can be taken
as good examples of such possibilities. This was demonstrated by their programs that
hybrid learning both enhances individual reflections and collaborative knowledge building,
which helps the students to approach cultural topics through various disciplinary lenses
(Ensino Hibrido, 2025). Similarly, it was found by projects carried out by the Universities
of La Laguna and Barcelona that virtual preparatory elements enhance the pedagogical
effectiveness of physical heritage itineraries to facilitate student autonomy and enhance
analytical involvement (Frontiers, 2025).

In addition to logistical flexibility, blended learning does allow what Schon (1983) called
reflection-in-action: thinking critically and in a responsive way, whilst actually doing. The
principle is closely similar to such pedagogical principles as experiential and design-based
learning, where students are able to alternately move between observation, creation and
critical reflection. These reflective processes are expanded into the digital space with the
implementation of digital tools including virtual reality and interactive archives thus
creating a learning space in which heritage is understood as a dynamic, interpretable
object as opposed to a fixed object.
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This hybridization in heritage education too carries a democratic aspect. Blended frame-
works make cultural materials more inclusive by reducing geographic and temporal
differences. The students with the range of cultural and educational backgrounds can
cooperate online, thus, creating the common projects that can reflect a combination
of the views on heritage. Garrison and Vaughan (2008) bear out that the effectiveness
of blended learning is not only based on the technological support but on its ability to
maintain community and dialogue which are imperative aspects to cultural preservation
and transformative education (Mezirow, 1991).

2.3. Comparative Programs and International Practices

The Erasmus + Blended Intensive Program (BIP)is a model that builds on a wider European
trend of inclusiveness, which is in favour of experiential and intercultural education. As an
example, the Polytechnic Institute of Cavado and Ave (IPCA) has instated BIPs that focus
on the areas of digital reading design, sustainable production, and virtual environments
in which students work on the real-world challenges through cross-border collaboration
(IPCA, 2025). Similarly, the BIPs of the University of Coimbra include at least three
international institutions of higher learning, which promotes a common pedagogical spirit
of hybrid learning and creative interchange (Universidade de Coimbra, 2025).

Beyond Portugal, the Hermitage Museum Volunteer Initiative in St. Petersburg represents
an example of how experiential learning can be employed to promote cultural stewardship.
Participants obtain direct experience in organizing exhibitions and facilitating commu-
nity events, thereby actively engaging in museum practices. Through such involvement,
volunteers develop a sense of responsibility toward cultural sustainability and continuity,
contributing to the preservation and transmission of cultural heritage (Gorlova, 2024).
These examples are close to the mission of Interpret Europe that since 2010 has promoted
heritage interpretation as a participatory process that involves the citizens in their cultural
milicus on an intellectual and emotional level (Interpret Europe, 2025).

Such intercontinental projects confirm the relevance of BIP model to the modern dis-
courses of heritage pedagogy. They indicate that experiential and blended system fosters
both the cognitive and affective aspects of learning and thus improves the capacity of the
students to find culture as a dynamic process. This teaching model reflects the definition
of experiential learning proposed by Kolb (2015) as cyclical, in which the knowledge is
actualized through the synthesis of the action, reflection, and conceptualization.
However, there are also such issues as the need to ensure richness of reflection and fairness
of involvement that demonstrate themselves in these models. As much as the benefits of
hybrid structures have been known, Mezirow (1991) underlines that transformative learn-
ing requires critical self-reflection as opposed to exposure to new situations. Reflectively,
transformatively, therefore, it is necessary to add insightful and structured elements such
as guided discourse, peer critique or artistic inquiry to avoid superficial work. The BIP
“Castelo Branco” in this respect adds to an increasing pedagogical trend which fuses
cognitive, emotional, and creative learning to the cultural education.

3. OBJECTIVES & DESCRIPTION OF THE BIP
3.1. Overview of the Program

The Blended Intensive Program (BIP) named Castelo Branco: A Timeless Tapestry of
Memory and Emotion was an interdisciplinary and experiential approach to learning, which
was introduced in the framework of Erasmus+. Its key assumption was the combination
of online preparatory tasks with short, physical mobile learning, hence, the facilitation of
the intercultural conversation, critical thinking, and creative investigation. This teaching
structure 1s compatible with modern claims that experiential learning helps to bridge the
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gap between theoretical abstraction and lived experience and allow students to work with
cultural heritage as a dynamic, but not a static phenomenon (Kolb, 2015; Dewey, 1938).
Organized in collaboration with a network of European institutions of higher learning,
the BIP combined rhetorical investigation and practical experience, which allowed their
participants to enter the artistic and historical environment of Castelo Branco. The archi-
tectural background, the crafts and narratives of the city provided an ideal background on
which the students could devise creative outputs that would combine empirical research
with sensory experience (Silva & Martins, 2020). This interaction led to the students
reimagining heritage in terms of interpretative praxis that is, where identity, place and
memory can be interrogated and rearticulated through artistic practice.

The instructional structure of the program was split. The first online pre-training course
provided the background familiarity with the cultural setting of Castelo Branco through
the professional lectures, online discussions, and interactive digital communications. This
part served as an introduction to the historical relevance of the site as well as a tool of
intercultural rapport among the participants (Bonk & Graham, 2012). The following
on-site immersion experience turned this knowledge preparation into direct experience.
Participants engaged in led exploration of heritage locations, museum tours and artisanal
workshops that helped to convert theoretical knowledge into a piece of art. The sequential
design was based on the experiential learning cycle developed by Kolb (2015) in which
learning 1s a dynamic process that takes place in the context of interactive interaction
between concrete experience, reflective observation, abstract conceptualisation, and ac-
tive experimentation.

3.2. Educational and Cultural Objectives

The BIP educational goals were defined in the framework of the interaction-based learn-
ing paradigm that included the disciplinary convergence, the teamwork of the people,
and the combination of the digital and the physical forms of engagement. In essence the
programme was an attempt to empower the students to question the heritage of Castelo
Branco critically and creatively through artistic expression. Students were encouraged
to explore how the visual, architectural, and performative media can act as channels of
historical interpretation and telling of cultural memories. This action of interpretive
praxis is also in line with the Dewey (1938) claim that learning occurs as a consequence
of active reconstruction of experience.

One of the key aims was the cultivation of cultural knowledge by direct interaction
with the heritage custodians, local artisans and historical monuments. The resulting
impacts of such encounters were technical understanding and a sense of place affec-
tion that led to empathy and intercultural sensitivity, which were considered crucial
to the larger venture of European heritage education (Knight, 2008; Deardorft,
2022). Development of critical thinking and reflective practice, which were enabled
by guided conversations, group critique, and presentations were equally important.
This reflective aspect relates to the theory of reflection-in-action described by Schén
(1983) where trainees meaningfully extract experience out of lived activities in a
recurrent cycle of practice and evaluation.

Interdisciplinary collaboration as one of the fundamental pedagogical principles was
also pre-empted by the programme. The initiative, through bringing together differ-
ent students with different levels of academic and cultural backgrounds, generated
innovative projects that integrated architectural analysis, visual arts and cultural in-
vestigation. This kind of collaboration showed the pedagogical significance of group
creativeness in addressing multifaceted inquiries of culture (Garcia & Fernandez, 2021).
The fulfillment of these aims was in the form of a final exhibition which was both
a judgmental node and a performative continuation of the learning process. The
student-centered curation and presentation of their works in front of a live audience
made the exhibition turn the process of reflection into action and frame their learn-
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ing outcomes in a wider socio-cultural framework. In this process, subjects simulated
a change of mindset that is in line with the notion of transformative learning that
Mezirow (1991) described it through critical reflection on the already existing as-
sumptions and behaviors.

3.3. Structure, Process, and Pedagogical Design

The Castelo Branco BIP was designed in such a way that the preparation, immersion, and
synthesis stages would be balanced. The online element provided theoretical background
and put the ethos of collaboration in the programme into practice. The students were
engaged in online classes that outlined key principles in cultural heritage, sustainability
and artistic interpretation. Historical background and methodological advice were given
by a series of guest lectures, such as: Heritage Perceptions Professor Sara Cura and De-
sign and Heritage in Crafts Professor Eugenia Chiara, and discussions and collaborative
digital working environments enabled the exchange of ideas and collaborative project
development even before the actual meetings.

The next face-to-face stage was five hectic days in Castelo Branco. The activities involved
guided tours of representative heritage sites, such as Centro de Interpretacao do Bor-
dado, Museu Cargaleiro and Jardim do Paco Episcopal, in which interactions were not
strictly observational. Those who took part were actively involved with curators, artisans,
and educators that resulted in mutual learning processes. The participants noted down
their impressions through sketching, photography and reflective writing which was later
translated into creative works in the studio classes.

The workshops in artistic methods (ranging between printmaking and mixed media and
digital visualization) were organized in such a way that they would promote experimenta-
tion and collaborative practice. The participants worked within interdisciplinary teams
sharing methodologies and ideas to create works of art that combined historical research
and individual interpretive orientations. Critique sessions and reflective processes were
moderated by the faculty and allowed students to justify the ways in which the choices
of their artistic practices were examples of larger cultural stories.

The programme was culminated by a group exhibition at the Polytechnic Institute of
Castelo Branco whereby the participants were required to showcase their creative deliv-
erables to the local stakeholders and an academic audience. This resolution served both
of the purposes: not only did it allow students to share their research and artistic knowl-
edge, but it also made the audience a part of the discussion about the importance of the
heritage preservation and interpretation of the same matter in an innovative way. The
exhibition therefore served as an experiential learning laboratory of life, which blurred
the boundary between education and culture dissemination.

3.4. Significance of Inter-University Collaboration and Cultural Exchange

One of the keystones of conceptual and empirical effectiveness of the BIP was the
inter-university cooperation. Faculty and participants of Finland, Poland and Bulgaria
met up with their Portuguese colleagues to jointly investigate the issue of cultural
heritage. This variety enhanced the learning environment by adding various levels of
epistemology and artistic cultures. Empirical studies and literature always point to the
fact that intercultural collaboration promotes creativity, critical awareness and adapt-
ability due to exposing learners to other conceptual frameworks (Smith & Jones, 2020).
This type of collaboration also supported the academic internationalisation, which
1s one of the key pillars of Erasmus+ goals, through enabling the joint pedagogical
projects and cross-border mobility. Internationalisation at the national level can
make national intercultural learning more profound as stated by Beelen and Jones
(2015) even when people are not able to travel widely, which in turn makes global
education more democratic. This intercultural interaction in the BIP developed
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both a sense of vocabulary of heritage interpretation and at the same time a sense
of respect towards local specificity and difference.

Such exchange has a pedagogical worth that is absolute of the immediate programme.
Students created professional and academic networks that may help in future research
cooperation and creative projects. The BIP created long-term collaboration possibili-
ties and collaborative research projects in the areas of cultural heritage, art education,
and digital pedagogy to the host institutions. Such results are consistent with the recent
literature that emphasizes the role of sustainable academic networks in the process of
fostering innovation and professional development (Brown et al., 2019).

Finally, the Castelo Branco BIP was able to show that a carefully designed interdiscipli-
nary programme can help mediate academic, cultural, and creative practices. Blending
both the experiential learning and the intercultural collaboration, it offered a good model
that could be implemented in other institutions of higher learning that wish to involve
students in active interpretation and preservation of cultural heritage.

4. METHODOLOGY
4.1. Methodological Framework and Blended Learning Design

The Blended Intensive Program (BIP) Castelo Branco: A Timeless Tapestry of Memory
and Emotion was planned as the methodological design to explore the possibilities of
transformational learning through experiential learning in cultural heritage education. The
mixed-methodology was employed to represent both quantitative and interpretive aspects
of the student learning process and combine quantitative responses of the engagement
and satisfaction with the qualitative responses of the reflection analysis, collaboration,
and creative production (Creswell & Plano Clark, 2018).

The programme design was that of a blended learning model with virtual prepara-
tion and on-site immersion. The online phase of preparation formed a common
intellectual and intercultural base, and the physical mobility phase made embodied
experience, artistic experimentation and dialogic learning possible. This mixed
format indicates what Bonk and Graham (2012) envision blended learning as a
spectrum of integration between digital and physical files to bring about long-term
engagement and contemplation.

The design was philosophically based on the argument by Dewey (1938), learning is
reconstructing an experience and the argument presented by Kolb (2015), which sees
learning as a cyclical process of doing, observing, thinking, and applying. Making these
principles a part of a systematic pedagogical process, the BIP placed the cultural experi-
ence not on the margins of the learning process but on the center of the stage.

4.2. Participants and Collaborative Context

The programme gathered 23 participants (students and six academic staff represent-
ing four partner institutions), that is, South-Eastern Finland University of Applied Sci-
ences (Finland), Wyzsza Szkola Ekonomiczno-Humanistyczna (Poland), St. Cyril and St.
Methodius University of Veliko Turnova (Bulgaria), and the University of Architecture,
Construction, and Geodesy (Bulgaria). Such heterogeneity was a manifestation of the
interdisciplinary nature of the project whereby the project encompassed knowledge in the
fields of architecture, design, visual arts, and cultural studies. The gender ratio (around
91% female and 9% male) reflected the overall population of the creative education
programmes in Europe (Jones & Reynolds, 2019).

The selection of participants was focused on academic diversity, intercultural balance,
and interest in research based on heritage. The faculty mentors were chosen based
on their experience in visual arts and cultural mediation so that both the conceptual
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and the practical parts of the learning cycle were properly scaffolded. The Erasmus+
framework offered not only logistic assistance but also the ethical background of in-
tercultural cooperation, which is in line with the goals of the European Commission
(2021) of inclusive and experiential learning.

4.3. Learning Phases, Activities, and Timeline

The program was implemented over three connected stages, 1.e., pre-mobility (online
preparation), mobility (physical immersion), and the post-mobility (reflection and dissemi-
nation). All stages were methodologically synchronized with one certain element of the
experiential learning cycle and were meant to produce different types of data to interpret.

Online Preparation

The virtual stage was utilized to determine the conceptual background and intercultural
intercourse. Through collaborative tools, the participants took lectures that included:
Heritage Perceptions (Professor Sara Cura) and Design and Heritage in Crafts (Profes-
sor Eugenia Chiara). These workshops presented theoretical background on heritage
conservation, design ethics and sustainability. These ideas were discussed online and in
breakout groups, and participants were encouraged to relate them to their own cultural
context, to generate preliminary reflections that were subsequently analysed thematically.
Students were assigned to create brief multimedia portfolios, or a conglomeration of
text, sketches and photos, which conveyed their preliminary impressions of the concept
of memory and emotion in place. These submissions were used as diagnostic instruments
and also baseline data to make future comparisons. Observational logs indicated the
level of engagement and the dynamics of the discussion, faculties as mentors captured
this information, and thus, they were able to see how students were transforming their
perception of things, even before they began to move physically.

In-Person Immersion in Castelo Branco

The face-to-face stage constituted the pedagogical fundamental of the program. There
was a mix of structured fieldwork, guided reflection and studio based creation each day,
with a distinct methodological purpose.

Day 1 was devoted to the geographical orientation and history with visiting the Museu
Francisco Tavares Proenca Junior and Jardim do Pago Episcopal. Such visits were made
through the prism of learning laboratories, during which the participants were encouraged
to see physical remnants of the past and identify them with shared memory. The notes and
drawings of this day were valuable qualitative data that helped to understand how concrete
experience can be used to form the idea.

Day 2 focused on material culture and handicraft by taking part in a workshop at Centro
de Interpretagao do Bordado de Castelo Branco. Students also worked with local craftsmen
and could note the methods of embroidery, which combine symbolic and manual skills.
This experience prefigured the form of learning Schén (1983) termed reflection-in-action
learning that is developed in the process of making. Memoirs and snapshots of this session
were later used as the main pieces of evidence in the thematic analysis of embodied learning;

Day 3 was devoted to the creative work in the studios of the Polytechnic Institute, during which par-
ticipants represented their experiences through artistic works. Group critiques were enabled by faculty
mentors who wanted participants to explain the connection between form, meaning and cultural inter-
pretation. These recorded and transcribed dialogues constituted a corpusin the discourse analysis and
theme determination.
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Day 4 was the introduction of inter-disciplinary cooperation, where students in other
fields and institutions work together to come up with collaborative projects. This design
was specifically modelling to experience professional co-creation processes typical of
heritage and design practice (Klein, 2020). The data collected during this period through
observations revealed the effectiveness of negotiation and dialogue in understanding each
other and gaining innovation through synthesis.

Day 5 ended with a mass exhibition known as A Tapestry of Memory which took place
at the Polytechnic Institute of Castelo Branco. The participants showed their artistic in-
terpretations, which included installation, photography and digital media. The exhibition
was both a final evaluation and a performative research exercise, where the community
and local stakeholders were invited to come and interact with the student treatment of
cultural identity. The video-taped presentations of the participants were coded subsequently,
and were assessed using expression of self-awareness, cultural empathy and aesthetic
reasoning-major indicators of transformative learning (Mezirow, 1991).

Post-Mobility Reflection and Dissemination

The final stage underlined the integration and reflection. The post-program surveys
that assessed the learning outcomes were completed by participants, and the faculty
members held focus-group discussions using videoconference. Entering reflective essays,
which related their creative processes to theoretical insights introduced earlier, were also
submitted by students.

Such reflection writings formed the most valuable sources of qualitative information.
Recurrent themes also emerged as a result of thematic analysis (Braun & Clarke, 2006)
covering self-discovery, cultural reinterpretation and shared development. Some of the
respondents have indicated that their original concept of heritage has evolved in terms of
being more dynamic instead of being static, a result that well substantiates the hypotheses
of the study on experiential transformation.

4.4. Data Analysis and Validity Procedures

Survey data was collected quantitatively and analysed through descriptive statistics where
engagement and perceived learning outcomes were evaluated. Thematic coding in Braun
and Clarke (2006) 6-phase model was used to analyse qualitative data, which consisted
of reflective essays, transcripts, and observational notes. To code data, two researchers
were used to promote intercoder reliability (Saldana, 2021). Such codes like intercultural
awareness, creative synthesis, and embodied interpretation were determined and placed
into larger categories of analysis.

Triangulation through comparison of patterns was used: e.g., consistency of question-
naire patterns (students with increased confidence in intercultural collaboration) and
qualitative commentary (students about changes in perception with group critique). This
triangulation enhanced internal validity (Lincoln & Guba, 1985).

4.5. Ethical and Pedagogical Considerations

The informed consent was given to all the participants in compliance with the Eras-
mus+ and institutional ethical requirements. Data were anonymised and placed in
a safe place. Since the research was artistic and collaborative, the principles of col-
lective authorship were used to credit the works that were co-created (Leavy, 2015).
The program had a pedagogical ethics that focused on cultural respect and reciprocity.
The engagement of the local artisans was done through heritage professionals to have
proper depictions of the traditional practices. The exhibition aspect was also community
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inclusive and thus met the social aspect of the experiential learning;
4.6. Methodological Reflections and Limitations

The strengths of the study are that in terms of methodology, the research and design of
the study are consistent with the objectives of the research. The study was able to cap-
ture learning in action as it occurred because it incorporated a data gathering process as
part of the natural flow of the program, not in retrospective abstraction. The mix of the
creative outputs, reflective writing, and observation were both in depth and in breadth
of understanding.

However, we were not able to conduct a longitudinal analysis due to the short duration
of the program. Although the short term effect was visible, the implementation in the
future can involve follow-up interviews that will be conducted several months later to
look at the continuation of transformative effects. Moreover, even though intercultural
diversity contributed to a deeper analysis, language obstacles were present and sometimes
constrained the subtlety of reflective articulation.

Nevertheless, the BIP showed a well-integrated fusion of artistic inquiry, experiential
learning and methodological rigor. The program design also provided a model that can
be replicated to combine creative pedagogy and empirical research in heritage educa-
tion- a model that gains more popularity in the context of higher education nowadays.

5. RESULTS

The given research illustrates how the experiential engagement, intercultural collabora-
tion and art praxis come together to promote transformative and reflective learning. The
triangulation of pre- and post-program questionnaires, reflective journals, observations of
the faculty, and artistic products produced during the final exhibition provide a detailed
description of the pedagogical and creative implications of the program.

5.1. Learning Outcomes and Cultural Awareness

Quantitative studies showed that there was a significant improvement in self-reported
knowledge and activities. First, 62 percent of the participants rated their knowledge of
the Castelo Branco cultural heritage as middle. After participating in the program, 91%
of them had a high or very high level of the historical and artistic value of the program.
Immediacy of creative experimentation and joint problem solving increased by a pre-
program mean of 3.4 to 4.6 on a five-point Likert scale.

Quantitative results were supported by qualitative thoughts. A large number of the par-
ticipants expressed a stronger emotional attachment to the city and its traditions. Ac-
cording to one student, I came to realize the strata of history within each tile, in each
shadow on the facade. Such an emotional involvement is consistent with the claim that
Dewey (1938) makes that education is created when experience is developed into active
reflection, and with the argument made by Kolb (2015) that learning is created when
experience 1s transformed into meaning.

5.2. Collaboration, Reflection, and Intercultural Exchange

Cooperation in the BIP played the role of an intercultural experiment and a pedagogical
approach. The teams of Finland, Poland, Bulgaria and Portugal negotiated on linguistic,
disciplinary and conceptual differences and thus represented the reflection-in-action of
Schon (1983). People talked about learning by dialogue and misunderstanding, in which
a negotiation itself was a creative tool.

Faculty observations were able to validate the fact that intercultural collaboration was
able to trigger adaptive thinking and broaden artistic interpretation. Respondents often
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Fig. 1 - House of Windows.
Source: Salla Koivunen; South-
Eastern Finland University of
Applied Sciences — Finland

Fig. 2 - Castelo Branco
Postcards. Source: Anastasia
Neikova; St. Cyril and St
Methodius University of Veliko
Turnovo — Bulgaria

admitted that when dealing with another cultural view of the world, it changed their
perception of the way they create work. Work was not only about Castelo Branco as one
of the participants noted, it was about the way we all see and feel things differently. These
findings support the hypothesis of the program that the collaborative and cross-cultural
interaction creates a better reflective and supportive learning

5.3. Artistic Outcomes and Thematic Contributions

The final exhibition, A Tapestry of Memory, presented a range of interdisciplinary
projects which understood Castelo Branco cultural heritage through the prism of visual,
digital and experiential media. These pieces of art served as the products of the research
themselves, incarnated considerations of how students received and recreated the heritage
via artistic practice (Leavy, 2015).

This installation explored the architectural tropes of the historic facades of Castelo Branco,
through the conversion of the rhythm of windows and balconies into layers of photographic
transparencies. The light that was projected through overlapping frames created changing
patterns which reflected the process of looking inside and outside. Symbolically, the work
also represented the connection between observation and interpretation, and this was
reminiscent of Mezirow (1991) notion of perspective transformation. It was referred to
as a portrait of perception by students with each viewer re-creating their own visual story.
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It was a collaborative project that revisited the traditional tourist postcard by using mixed
media by combining the cyanotype prints, sketches and pieces of local text to create
hybrid visual messages that disrupted the image of the city as a static image. The feel
of the work encouraged the consideration of the memory, travels, and representation
and reminded me of the perspective of Dewey (1938) regarding art as an experience.
The purpose mentioned by the group, which is captured in the reflections, was to send
memories back to the city itself hence making the documentation turn towards dialogue.

This project was inspired by the art of ceramic tiles in Portugal that adds hand-painted tiles
with augmented-reality overlays. As considered through mobile devices, each tile moved
in short stories that described movements of artisans when they were in the workshops.
This collaboration of craft and technology showed how digital media can project heritage
conservation into the modern forms (Means et al., 2010). The project demonstrated the
potential of embodied practice of craft to result in what Kolb (2015) refers to as active
experimentation, the creative use of learning through doing;

Fig. 3 - Azulejos of Castelo
Branco. Source: Raphael
Maloir, Ana Ilieva; St. Cyril
and St Methodius University of
Veliko Turnovo — Bulgaria

Fig. 4 - A Week in Castelo
Branco. Source: Evgeni
Yovchev, Georgi Bumbarov, Bo-
ryana Genkova; St. Cyril and St
Methodius University of Veliko
Turnovo — Bulgaria
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Fig. 5 - Conservation of Archi-
tectural and Cultural Heritage
using Virtual Reality. Source:
Gabriela Gancheva Atanasova,
Gergana Gancheva Atanasova,
Borislava

Blagoeva Manolova, Sonya
Parvanova-Yoncheva, Julicta
Manchey, | Ivana
Stefanovska-Cvetkovska;
University of Architecture,
Construction, and Geodesy —
Bulgaria

This project was structured in a multimedia form of a diary with combined photography,
sound recording and handwritten notes that were made during the five days program. The
installation that was obtained reflected the pace of discovery - the moments of sadness,
excitement and thinking. Its fragmentary nature reflected the rhythm of experience of
learning itself and thus turned time into an aesthetic form. It also doubled as documen-
tation, and as noticed by its mentors, as a kind of introspection, and it was a material
expression of reflective practice as defined by Schén (1983).

The architectural heritage of Castelo Branco was recreated in this digital project by 3D
scanning and use of the virtual-reality modelling. The subjects were recreated as dete-
riorating facades so that the audience could navigate and experience the space in three
dimensions. The piece put the conventional conservation into the involvement in digital
experience, thus demonstrating that technology could be used in an educational and
preservationist purpose. It was significant in terms of its methodology, as it was a way of
connecting immersion in sensory experiences with the re-creation of elements that can
be analyzed and organized analytically- an embodied implementation of the theory of
experiential learning (Kolb, 2015).

All these artworks show that the creative process is not simply a form of aesthetic expres-
sion but a form of epistemic investigation. By providing, students challenged the nexus
between material culture, emotion and historical context, therefore creating new knowl-
edge of cultural heritage that is interpretive, embodied and dialogic.

Reflections after the exhibitions remarked faculty members on the growing theoretical
fineness of the articulations of conceptual intent by students, and often mentioned refer-
ences to space, memory, and identity. The exhibition, therefore, was not just an evalua-
tive experience, but a social performance of scholarship, a creative production that was
turned into an academic discourse.

5.4. Integration and Interpretation of Findings

The cumulative outcome of the surveys, reflections, and artistic outputs when looking at them
as a whole was three major findings:

1) experiential contact, which entails visiting the site, tactile experience and immersion with sensory
experience, contributed to a deeper emotional and cognitive attachment to cultural heritage;

2) collaborative production that creates intercultural awareness and reflective communication,
increasing artistic and communicative competence;
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3) artistic production, in turn, as a research process, transforms experience into visual and
conceptual insight.

These convergences coincide with a notion of triangulated credibility developed by Lincoln
and Guba (1985) and support the hypotheses of the program in relation to transforma-
tive learning. Quantitative gains were measured in terms of impact and qualitative and
visual data helped to shed light on how the meaning was created.

5.5. Challenges and Pedagogical Reflections

Asmuch as the outcomes were generally positive, a number of limitations were realized.
The five days mobility did not allow the interactive optimization of the projects. It is
also important to note that the participants expressed different levels of digital fluency
levels in the online preparation stage and the importance of structured technical orien-
tation (Means et al., 2010). Faculty mentors noted incidences of emotional exhaustion
after making serious site visits and this might be considered on future interactions by
adding guided reflection sessions so as to balance immersion and analysis.

In spite of these limitations, the issues themselves then turned into pedagogical les-
sons. The need to negotiate language disparities, creative tension management, and
adjustment to the requirements of technology all supported the adaptability, which
1s one of the signs of experiential learning. The limitations, as noted by a number
of participants, also acted as a way to focus our thinking in a different way, turning
challenges into creative solutions to problems.

The outcomes prove that the Castelo Branco BIP was able to achieve its pedagogi-
cal goals. The quantitative data revealed a substantial improvement in the level of
student engagement and intercultural competence, and the qualitative and artistic
data revealed the process of transferring experience into knowledge. By developing
and exposing artworks; House of Windows, Castelo Branco Postcards, Azulejos of
Castelo Branco, A Week in Castelo Branco, and Conservation of Architectural and
Cultural Heritage Using Virtual Reality students were not only describing heritage
but being involved in its re-definition.

The results of these studies contribute to the thesis that experiential and arts-based
learning do not just contribute to the better comprehension but also produce knowl-
edge itself. The blended model of the BIP offered a framework by which cognition,
emotion, and creativity intersected, and offered a model to be replicated in heritage
education based on reflective and transformative practice.

6. DISCUSSION AND CONCLUSIONS

6.1. Reconsidering Learning through Experience and Art

The results of the Blended Intensive Program (BIP) Castelo Branco: A Timeless
Tapestry of Memory and Emotion prove that experiential and art-based pedagogies
could be effective in providing meaningful and multidimensional learning outcomes.
But even more than the expectation is met, the results begin to make one contemplate
the process of learning, as it occurred, in the moments of uncertainty, negotiation,
and creative synthesis.

The model of experiential learning by Kolb (2015) created a helpful framework to
interpret this process: the experience of encountering heritage was followed by tangible
experience, which was interpreted through reflective observation, tested in artistic
output, and was conceptually understood in case of presentation and discussion.
The program, however, as it turned out in practice, was less cyclical than recursive.
Educational spiralling was in between emotional and analytic, shared and solitary
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thinking, virtual and physical. This malleability indicates that the pedagogic usefulness
of the rigid models of experiential learning cannot be fully reflected by the affective
and interpretative complexity of the art-based inquiry.

The concept of experience as continuity and interaction that was developed by Dewey
(1938) 1s rediscovered here. Pieces of art, such as House of Windows and Azulejos
of Castelo Branco, were not simply the results of solitary imagination of students
but experiences of place, craft, and community. Both of the projects transformed
sensory impressions into enquiry, which disrupted the conventional distinction be-
tween artistic expression and academic analysis. In that regard, the BIP served as a
location of what Leavy (2015) refers to as an arts-based research: a process where
artistic activities create new ways of knowing.

6.2. Reflective and Transformative Dimensions

The intercultural format of the program promoted the perspective change which Mezirow
(1991) describes. The feedback provided by students revealed that there were changes
in cultural knowledge, but their vision of themselves as innovative students. The cross-
linguistic and interdisciplinary workings tended to be rather uncomfortable, but that
was fruitful. The idea of reflection-in-action as developed by Schén (1983) can be used
to outline the ways of how learning took place as a result of uncertainty- how partici-
pants were able to construct meaning as they created it, and how they simultaneously
interpreted and reconstructed meaning,

This aspect was particularly apparent in the team-work projects like Castelo Branco
Postcards and A Week in Castelo Branco in which different aesthetic sensibilities came
to meet. These projects are dialogic, which contributes to the argument suggested by
Deardorft (2022): intercultural competence is not formed when learning the knowledge
but rather via empathetic co-creation. The students also acquired skills of negotiating
meaning, listening visually and orally, a skill, which is central to both heritage inter-
pretation and creative practice.

6.3. Expanding Theoretical Horizons: From Experience to Transformation

Although Kolb (2015) and Dewey (1938) would still be central, the findings sug-
gest that a more comprehensive theoretical ecology of the experiential education is
necessary. The aesthetic and emotional aspects that were witnessed in the BIP can
be compared to transformative learning (Mezirow, 1991), arts-based inquiry (Leavy,
2015), and reflective practice (Schén, 1983), but also indicate similarities with mod-
ern debates in design-based education and practice-based research (Barrett & Bolt,
2019; Candy, 2020).

Making art in this program was epistemic and affective at the same time. The design of
Conservation of Architectural and Cultural Heritage with the help of Virtual Reality
helps understand how design mediators can result in the use of technology to balance
between the immersion of senses and analytical reconstruction. These practices can
be congruent with what Candy (2020) calls practice-based knowledge generation when
the understanding is generated by doing, not by a detached observation.

Similarly, House of Windows showed the way of how conceptual insight could manifest
themselves in aesthetic structure, of how the architectural motifs of the city could
be transformed into the metaphor of stratified perception. These results imply that
experiential learning in arts is not just a mere application of theory but a contribu-
tion to theory and it puts pressure on the educators to reevaluate the limits between
making, knowing and teaching.
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6.4. Critical Reflection on Challenges and Limitations

Despite the evident achievements of the program, the results show that there are struc-
tural and methodological constraints. The five days face-to-face phase, though intensive,
limited the possibilities of repeat experimentation. Future extensions would help in more
profound theoretical assimilation and more lasting mentoring.

Online preparation was also not equal among participants, and it showed the imbalances
of access and technical knowledge. Though these challenges were alleviated by using peer
support, these challenges highlight the need to have scaffolded digital literacy training,
a point that is supported in the literature on blended learning (Bonk & Graham, 2012;
Means et al., 2010).

The other limitation is related to data extent. Although reflective journals and artistic
outputs provided valuable qualitative information, the sample size can be considered
limited due to its relatively small size. But, again, according to Lincoln and Guba (1985),
transferability rather than replicability makes the qualitative research credible. The
richness of contextual knowledge gained in this situation is very valuable in models of
adaptation to other cultural and pedagogical settings.

Another difficulty was balancing on emotional involvement and analytical distance.
Faculty mentors noted that site visits could be overwhelming at times to the partici-
pants. Nevertheless, transformative insight is usually preceded by these instances of
affective dissonance as Kolb (2015) and Mezirow (1991) would insist. It is not avoiding
the uncomfortable but organizing the reflection in such a way that emotion can be
used in cognition.

6.5. Pedagogical Implications for Heritage Education

The Castelo Branco BIP highlights the fact that cultural heritage-based learning is enhanced
by the use of embodied, creative, and intercultural aspects. Conventional lecture-based
or information-driven methods can indeed pass knowledge of heritage, but they do not
develop the interpretive and empathetic skills that one needs to maintain it.

The BIP made heritage more alive and active by blending artistic practice with experi-
ence and inquiry, turning the heritage into a process of making meaning. Examples of
such projects are Azulejos of Castelo Branco and Castelo Branco Postcards because they
illustrate the way students can be critically inclined to the local traditions and reinterpret
them through modern media. This practice can be compared to the recent discussions
in heritage pedagogy that support participatory and co-creative practices (Giaccardi,
2012; Smith, 2021).

To teachers, the implication is twofold: first, experiential heritage learning is supposed to
pre-emulate the reflection as creation, as opposed to evaluation, and second, assessment
must appreciate process, rather than product, as epistemical of artistic experimentation.
The principles are not restricted to the fields of art and design, but provide knowledge
about cultural studies, education, and digital humanities.

6.6. Future Directions and Sustainability

The subsequent versions of the program might be developed in two ways. 1) Follow-up
(longitudinal) to determine how the participants will incorporate the experiences into
their current practice or research. 2) Greater interdisciplinarity, bringing on board other
fields like digital heritage, environmental design and anthropology in order to enhance
contextual insights.

The institutional acknowledgment of the pedagogical and research worth of art-based
inquiry is also necessary to sustainability. Creating cross-institutional libraries of student
work might become a changing memory of knowledge in common: making every BIP
issue a component of an expanding transnational discourse on cultural education.
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6.7. Conclusions

The Castelo Branco BIP offers strong grounds that experiential, reflective, and arts based
pedagogies can be used to develop profound transformative learning in cultural heritage
education. By means of the systematic immersion and intercultural collaboration as well as
the artistic production, the participants were able to not only acquire cognitive and techni-
cal skills but also reconfigure their relationship to culture, community, and learning itself.
The pieces of art, including House of Windows, Castelo Branco Postcards, Azulejos of
Castelo Branco, A Week in Castelo Branco, and Conservation of Architectural and Cul-
tural Heritage using Virtual Reality are physical evidences of learning through making.
They are an example of a type of investigation that is intellectual as well as sensitive,
personal as well as group, conservative and technological.

In the end, the BIP helps to realize that heritage is not the object of studying, preserv-
ing, but to experience, interpret, and reimagine. In the process of creativity in relation
to culture, students become not only learners of culture, but also custodians, part of the
continuing conversation that can be seen as memory and innovation that constitute the
living fabric of cultural heritage.
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Cooperate to create: the impact of the creation of a musical on
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RESUMEN

En una sociedad en constante cambio, los
estudiantes necesitan adquirir una variedad
de habilidades transferibles a los ambitos
académico, personal y social. Por ello, en
este articulo se investiga como la creaciéon
cooperativa de un musical fortalece el desa-
rrollo de competencias sociales y personales
en estudiantes de primer curso de Educacion
Secundaria Obligatoria en un centro educativo
de Madrid (Espana). Los participantes fue-
ron 48 estudiantes (22 de los cuales hombres,
45.8%, y 26 mujeres, 54.2%). Siguiendo un
diseflo mixto secuencial explicativo, se utilizo
un cuestionario adaptado a los objetivos de
este estudio para evaluar el uso del aprendizaje
cooperativo en la creacion de un musical y su
impacto en la adquisiciéon de dichas compe-
tencias. A su vez, se recurrio a la entrevista
semiestructuradayla observacion participante
del docente-investigador para tener una vision
mas amplia del constructo analizado en este
estudio. Los resultados obtenidos ponen de
manifiesto mejoras significativas en las habi-
lidades sociales, el procesamiento grupal, la
interdependencia positiva, la interaccion pro-
motoray la responsabilidad individual trasla
creacion del musical. El andlisis mediante la
prueba U de Mann-Whitney revel6 diferencias
significativas segun el género en varios de los
items de las habilidades sociales, con un tama-
no del efecto mediano (r=.32;r=.30yr=.49)y
una mayor suma de rangos positivos en varios
de lositems paralas mujeres. Los hallazgos de
este trabajo sugieren que las actividades coo-
perativas de creacion e interpretaciéon grupal
musical fomentan la inclusion, la regulacién
emocional y el desarrollo de las competencias
personales y sociales.

ABSTRACT

In an ever-changing society, students need
to acquire a variety of transferable skills in
the academic, personal, and social spheres.
Therefore, this article investigates how the
cooperative creation of a musical, strength-
ens the development of social and personal
competencies in first-year students of Com-
pulsory Secondary Education at a school in
Madrid (Spain). The sample included 48
students (22 males, 45.8%, and 26 females,
54.2%). Following a explanatory sequential
mixed-methods design, a questionnaire tai-
lored to the objectives of this study was used
to assess the use of cooperative learning in
the creation of a musical and its impact on
the acquisition of these competencies. Ad-
ditionally, a semi-structured interview and
teacher-researcher participant observation
was conducted to gain a broader perspective
in this study. The results obtained show sig-
nificant improvements in social skills, group
processing, positive interdependence, pro-
moting interaction, and individual respon-
sibility. Analysis using the U Man-Whitney
test revealed significant differences by gender
on several of the social skills items, with a
median effect size (r = .32; r = .30; and r
= .49) and a higher sum of positive ranks
on several items for females. These find-
ings suggest that cooperative group perfor-
mance and creation activities foster inclu-
sion, emotional regulation and personal and
social engagement.
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INTRODUCCION

La ley educativa vigente en Espana (LOMLOE, 2020) determina que la asignatura de
musica se ha de impartir en dos de los cuatro cursos que componen la etapa de la Edu-
cacion Secundaria Obligatoria. A este respecto, los saberes basicos que los estudiantes
han de conocer a la finalizacién de esta etapa estan distribuidos en tres bloques de con-
tenido que son: a) la escucha y percepcion; b) la interpretacién, improvisacién y creacion
escénica; y c) los contextos y culturas.

La educacién musical en la adolescencia ocupa un papel crucial en la formacién y en el
desarrollo de identidades musicales y de pertenencia al grupo, a la vez que contribuye
a la adquisiciéon de competencias en los ambitos académico, personal y social (Crema-
des-Andreu, 2022). En este contexto, la interpretacion y la creaciéon musical en el aula
fomentan actitudes positivas hacia la inclusién y la cooperacion, habilidades que son
necesarias para que los estudiantes pueden transferir al ambito social Lage-Gomez et
al., 2025). La participacion del estudiantado en actividades musicales escolares coope-
rativas fomentan la competencia social y personal, asi como el desarrollo de habilidades
de trabajo en equipo. Esto implica que las practicas educativas a través de la musica en
la adolescencia pueden fomentar estas relaciones y contribuir a la mejora del desarrollo
de la competencia personal y social (Taylor et al., 2022). De este modo, intervenciones
en las que el estudiantado coopera, fomentan el autoconcepto y la conducta prosocial,
ademas de promover la inclusion y la diversidad (Cook et al. ,2019). Esto converge con
las directrices en materia de inclusién y normalizacién educativa promovidas por los
principales organismos educativos internacionales (OCDE, 2024).

A pesar de las aportaciones de los estudios citados anteriormente que abordan el trabajo
en el aula de musica en secundaria desde la perspectiva del trabajo cooperativo y como
procedimiento para la transferencia a los ambitos social y personal, no existe un corpus
especifico sobre las contribuciones de la creacién de un musical de forma colaborativa
en dichas transferencias.

El objetivo de este trabajo es abordar esta carencia analizando el desarrollo de la com-
petencia social y personal a través de la creaciéon grupal de un musical, mediante el
aprendizaje cooperativo en estudiantes de primero de Educacién Secundaria Obligatoria
en Madrid, Espana.

2. MARCO TEOQRICO
2.1. Las competencias en la educacion secundaria

Las politicas educativas internacionales han constatado la importancia de determinar
qué competencias y el grado de adquisiciéon que han de tener los estudiantes al finalizar
la etapa educativa. De este modo, estos organismos concluyen que el desarrollo de estas
competencias han de contribuir a la adaptacién del estudiantado respecto a los cambios
sociales del mundo en el que viven (OCDE, 2024).

La categorizacién mas extendida respecto a las competencias es la siguiente: a) competen-
cias especificas, que serian las propias de una profesion o area; b) competencias genéricas.
Estas competencias son las competencias para la vida y son las que cualquier persona ha
de adquirir para aplicarlas a una variedad de situaciones, y que son determinantes en el
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desarrollo personal; y ¢) competencias clave, que son las que proporcionan aprendizajes
esenciales para la vida (Rychen & Salganik, 2003). A su vez, se incluyen las competencias
transversales, que son aquellas competencias que se aplican desde diferentes areas y si-
tuaciones y que desarrollan habilidades y actitudes con las que los estudiantes se puedan
adaptar a entornos cambiantes (Favre-Rodriguez et al., 2025).

Por ello, y tal como senalan estos autores, los principales &mbitos en los que se desarrolla
la persona y en los que deberia de ser competente son el ambito educativo, el ambito
profesional, el ambito social y el ambito personal. Respecto a los ambitos estudiados en
este trabajo, y en relacion con el ambito social, el estudiantado debe ser competente con
la finalidad de crear una sociedad mas justa, y ser ciudadano activo de la misma. A su vez,
en el ambito personal, han de ser capaces de convivir en diversos contextos, cooperar y
promover la tolerancia. Hay que sefialar que los recursos internos y externos adquiridos
en estos dos ambitos son los que disponen al individuo a ser capaz de afrontar diferentes
situaciones en los futuros ambitos laboral y educativo, de ahi la importancia de su trabajo
transversal en las aulas.

2.1.1. La competencia del ambito social y la Educacién musical en secundaria

El aula de secundaria es concebida como una micro representacion de la sociedad que
dispone de una serie de normas tanto de caracter explicito como implicito. A su vez, es
un espacio en el que los estudiantes han de desarrollar habilidades intrapersonales e inter-
personales con el fin de una convivencia adecuada. La participacion en tareas musicales
grupales refuerza las competencias sociales que ayudan a comprender el entorno desde la
empatia, el respeto, la cooperacion, la diversidad y la inclusion social (Cabero-Izquierdo
& Penalba-Acitores, 2023; Varner, 2020). A este respecto, la educacién musical permite
la convergencia con el aprendizaje social y emocional del estudiantado promoviendo
relaciones positivas y experiencias grupales, lo que sugiere, una mejora del clima escolar
y las interacciones sociales (Eerola & Eerola, 2013).

La cooperacién grupal es un componente necesario para la consecucion de objetivos
comunes. Esto muestra que, actividades cooperativas de creacion e interpretaciéon musical
grupal pueden ser consideradas como una ventana al desarrollo de habilidades y destrezas
sociales para la identidad y autoestima personal y social, la proactividad y la asertividad
(Hans & Son, 2020). Estos procesos de interacciéon grupal generan unos cambios en la
adolescencia que continuaran a lo largo de sus vidas (Stupacher et al., 2022).
Paralelamente, habilidades y destrezas transversales como la creatividad, el pensamiento
critico y el trabajo en equipo son desarrollas a través de las competencias musicales en
el aula de secundaria. Estas competencias transversales son habilidades esenciales para
una sociedad en constante cambio (Blanco-Garcia et al., 2025).

2.1.2.Lacompetencia del ambito personal y la Educacién musical en secundaria

La ensefianza musical en secundaria permite que los estudiantes puedan disponer de expe-
riencias efectivas y positivas en el aula, bien sea escuchando, creando o interpretando musica.
Esto se relaciona con beneficios psicologicos como la regulacion del estado del animo, la
reduccion del estrés, asi como la creacion de la identidad personal (De Witte et al., 2020).
A este respecto, que un estudiante participe con sus iguales en una practica musical
conjunta, infiere en el desarrollo de la habilidad para autorregularse y generar interde-
pendencia positiva en el proceso didactico (Vallerand, 2012).

De este modo, la practica musical grupal promueve el procesamiento auditivo, las habi-
lidades motoras y las destrezas visuales, lo que contribuye a una mejora en la estructura
cerebral implicada en las funciones ejecutivas y cognitivas empleadas en los procesos de
aprendizaje personal y social (Zaatar et al., 2024).
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2.2. El aprendizaje cooperativo en el aula de secundaria

Dentro de la innovacién pedagdégica y curricular llevada a cabo en las escuelas de todo
el mundo, el aprendizaje cooperativo se ha constatado como una de las estrategias de
aprendizaje activo en el aula de secundaria. El aprendizaje cooperativo se puede enten-
der como el empleo de pequenos grupos en el aula donde el estudiantado alcanza metas
individuales a través de objetivos y estrategias grupales comunes (Johnson & Johnson,
2014). Estos autores, sefialan la existencia de varios tipos de aprendizaje cooperativo que
implican los principios de interdependencia positiva, responsabilidad individual, interac-
ci6n simultanea, igualdad de participacion y la evaluacion del procesamiento grupal: el
aprendizaje cooperativo formal, que consiste en que el estudiantado trabaje de manera
conjunta durante un periodo de tiempo para lograr objetivos de aprendizaje grupales en
tareas designadas; el aprendizaje cooperativo informal, donde trabajan juntos para alcanzar
un objetivo comun, pero con una duracién determinada; y los grupos base cooperativos,
que son grupos heterogéneos por un periodo largo de tiempo, y donde el estudiantado
asume roles individuales. En el estudio que se presenta se han llevado a cabo segin las
estructuras de aprendizaje cooperativo informal, debido a que los equipos y los roles de
los estudiantes se restructuraban en funcién del objetivo final semanal.

Implementar esta estrategia en el aula, requiere un cambio de paradigma curricular y
estructural por parte del docente y el estudiantado, debido a que este tipo de técnicas,
demandan agrupamientos flexibles, espacios para la reflexion grupal y actividades de
participacion y didlogo (Pujolas, 2017).

En relaciéon con los beneficios del uso del aprendizaje cooperativo en el aula de secundaria,
cabe destacar que, diversos autores subrayan el fomento del desarrollo del lenguaje oral y
escrito en las estructuras cooperativas, ya que se tiene que leer, sintetizar, dialogar, escribir
y presentar informaciones en los productos finales solicitados (Davoudi y Mahinpo, 2012).
Por otro lado, también se evidencia una mejora en el contexto escolar motivado porque los
estudiantes no perciben competitividad ni individualidad en las tareas cooperativas. Y es
que, a través de esta estrategia, se desarrollan habilidades interpersonales como la comu-
nicacion, el liderazgo y la coordinacién, asi como intrapersonales como la autoestima, que
seran necesarias para el ambito personal y social (Juarez-Pulido et al., 2019).

Respecto a las experiencias cooperativas en el aula de musica de secundaria, se encuentran
propuestas relativas a actividades de escucha activa e interpretaciéon musical (Bernabé, 2013),
y en el area instrumental (Bailian, 2024). Otros estudios aportan resultados 6ptimos en el
aprendizaje musical a través de técnicas cooperativas en el area de composicion musical
(Lage-Gomez & Cremades-Andreu, 2020), en el aprendizaje de la historia musical (Sun et
al., 2024) y en el uso de la tecnologia musical (Palazon-Herrera, 2021).

A su vez, otros proyectos en los que se promueve la creaciéon cooperativa musical con
excelentes resultados en el desarrollo de las competencias genéricas y transversales son: el
proyecto La Opera, un Vehiculo de Aprendizaje (LOVA), donde durante un curso escolar
el alumando crea una épera (libreto, musica, escenografia, vestuario, etc.) de forma inter-
disciplinar; el proyecto Ubuntu, donde se fomenta la inclusion y el trabajo en equipo a través
del canto coral; y el proyecto Adoptar un Musico, en el que se realiza una creacién musical
colectiva entre la Orquesta y Coro Nacional de Espafia (OCNE) y los centros educativos.
Por todo ello, el objetivo principal de este trabajo es evaluar el desarrollo de las competencias
sociales y personales en la creacién de un musical a través del aprendizaje cooperativo en
el aula de secundaria.

Con relacién a este objetivo principal se platean los siguientes objetivos especificos:

1. Analizar los ambitos de las habilidades sociales y el procesamiento grupal en la crea-
cién musical.

2. Examinar las destrezas personales, la interdependencia positiva e interaccion promotora
grupal en una propuesta musical de creacién conjunta.
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3. METODO

En este estudio se ha seguido un disefio de investigacién mixto secuencial explicativo ob-
teniendo la informacién a través de diferentes instrumentos con la finalidad de describir
y comprender los procesos desde una perspectiva holistica (Creswell y Creswell, 2018).
La perspectiva cuantitativa se llevé a cabo mediante encuestas que fueron aplicadas al
finalizar el proyecto del musical. Con los datos recogidos del cuestionario se efectuaron
analisis estadisticos descriptivos en relacion con los ambitos estudiados. Posteriormente,
la perspectiva cualitativa se centr6 en los datos de la observacion participante del docen-
te-investigador durante todo el proceso creativo desde el inicio hasta la escenificacion, asi
como en la realizacion de entrevistas semiestructuradas dirigidas a estudiantes y docentes
participantes al concluir el proyecto.

3.1. Participantes

Los participantes fueron 48 estudiantes de primero de educacién secundaria obligatoria
(M=13 anos) que estudiaban en un centro educativo de Madrid (Espana). De ellos, 22
eran hombres (45.8%) y 26 mujeres (54.2%). También participé la profesora especialis-
ta de musica con el rol de docente-investigadora. Para ello, se empled un muestreo no
probabilistico por conveniencia puesto que participaron en el estudio los estudiantes que
dieron su consentimiento firmado para formar parte de esta investigacion.

3.2. Instrumentos de recogida de la informacién

Como instrumento de recogida de datos se adapto el cuestionario de medicién del apren-
dizaje cooperativo en contextos educativos disennado por Fernandez-Rio et al. (2017). Tras
la modificacién de los items del cuestionario a los objetivos de este estudio, se procedié
a determinar la validez y fiabilidad del nuevo cuestionario.

En relacion con la validez de contenido, se recurri6 a la técnica del juicio de expertos,
contando con 6 especialistas que eran profesionales educativos en activo con mas de 20
afios de experiencia, asi como investigadores del ambito de la educaciéon, que valora-
ron la pertinencia, relevancia y claridad de los 20 items del cuestionario agrupados en
las categorias de: habilidades sociales (estrategias de conducta para aplicar y resolver
situaciones sociales; procesamiento grupal (reflexiéon que deben hacer los grupos para
evaluar el proceso; interdependencia positiva(acciones de vincular a los demas en el gru-
po); interacciéon promotora (promocién del esfuerzo y el trabajo de todos para alcanzar
el objetivo grupal); responsabilidad individual (toma de decisiones informadas y éticas).
Todas estas respuestas fueron analizadas a través de la técnica de la 7 de Aiken, obtenién-
dose valores iguales o supriores a .75, lo que indica la existencia de validez de contenido
(Merino-Soto, 2023). A su vez, para conocer la fiabilidad del instrumento, se analizo el
coeficiente de Alfa de Cronbach del que se obtuvo un valor de .90 lo que indica un alto
indice de fiabilidad.
El cuestionario fue proporcionado a los estudiantes tras la finalizacion de la representacion
final en la sesién semanal de musica a través de un enlace a google forms https://forms.
gle/e4eocuRqvPoTDpxo7 .
Tras el cuestionario, se realizaron dos entrevistas semiestructuradas colectivas con ambos
grupos abordando las categorias analizas, fomentando asi un ambiente distendido parala
participacion activa y extracciéon 6ptima de informacioén (Luke &Goodrich, 2019). Estas
entrevistas fueron realizadas en las sesiones de tutoria tras la representaciéon del musical.
Del mismo modo, la docente del aula registré durante todo el proceso de creacion la
observacion de las sesiones en un diario de campo, y ademas se conté con la observacion
no participante de los tutores de los grupos en varias sesiones.
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3.3. Procedimiento didactico

Para una mejor comprension del procedimiento didactico implementado, se ha de hacer
una breve concrecién del término “creacion de un musical” en este trabajo. En la crea-
ci6n de este proyecto musical, se han integrado diferentes formas de expresion artistica
a través de disciplinas como el teatro (dramatizacion en escena), la creacién lingiistica
(elaboracién del guién y la narrativa), la creacion performativa y plastica (creacion de
vestuario y decorados), asi como la expresion corporal y musical.

El primer paso para llevar a cabo la creacion del musical consistié en una reunion con todos
los participantes donde se realizé un analisis DAFO de la propuesta. Tras el estudio de los
resultados obtenidos se realizé una lluvia de ideas y un cronograma con las tareas a realizar.
De este modo, se concretaron cuatro tareas principales en las que dividir el trabajo de la
creacion por parte del estudiantado: a) creacion de elementos y decoracion del escenario
(elaboracién de seis caballetes y disefio plastico de los carteles anunciantes de cada uno de
los musicales interpretados: El Rey Ledn, The Greatest Showman, Fantasma de la 6pera,
Vaiana.. ademas de la ambientacién de cada una de las escenas); b) disefio de la ropa y
accesorios (creacion de los collares Mahories de Vaiana, careta del fantasma de la dpera, pul-
seras ritmicas para el Rey Ledn, cartulinas fluorescentes para 7he Show must go on, banderas
con palabras que designaban valores para Los miserables); c) musica y acompafiamiento
instrumental (Interpretaciéon con instrumentos orff, bajo, guitarra, ukelele, cotidi6fonos,
samples y Garageband); y d) didlogos y gestion cultural (creacion de la historia y narrativa,
difusion en el colegio y en la web, elaboracién del programa de mano, gestiéon del sonido
y grabacién de la funcion para su deposito en el blog y el sonido.

Una vez divididas las secciones de las tareas del musical, se cre6 un google forms donde el
estudiantado se registré en los diferentes grupos de trabajo por orden de preferencia y, tras
ello, se adjudicaron las diferentes tareas grupales.

Los trabajos de creacién de materiales, ropa, decorado, etc., se realizaron en las sesiones
de musica y en algunas sesiones de tutoria. Paralelamente, las actividades de creaciéon e
interpretacion musical se llevaron a cabo en las dos sesiones semanales de musica de los
grupos durante un trimestre. La seleccion final de los temas del meddley musical fueron:
“Shadowland” de El rey ledn, “How far i’ll go” de Vaiana, “1t’s me” The grealest Showman, “Do you
hear the people sing” The Miserables, “The phantom of the opera” de Phantom of the opera, y “Show
must go on” de Queen.

El proceso de creacion se llevo a cabo durante el 3° trimestre del curso escolar y concluyd
con la funciéon en el saléon de actos del centro el 15 de junio de 2024. Este es el enlace al
musical completo en el blog publico del centro educativo contando con los permisos ne-
cesarios de difusion:

https://aulamusicasanra.blogspot.com/2023/06/musical-1-eso.html

4. RESULTADOS

A continuacién, se presentan los resultados, para cuyo analisis se ha utilizado el programa
informatico SPSS para Windows en su versiéon 26. Las diferentes categorias analizadas
son: habilidades sociales, procesamiento grupal, interdependencia positiva, interaccion
promotora, y responsabilidad individual. Tras ello, se analizaron los resultados de las en-
trevistas grupales, asi como los datos del diario de campo de la profesora e investigadora
y de las percepciones de los tutores.

4.1. Habilidades sociales a través del proyecto

En la tabla 1 se muestran los resultados en relacién con los estadisticos descriptivos del
ambito de las habilidades sociales.
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Ambito | item [N Minimo | Maximo | Media | Mediana Des’vlaczon
estandar
1 48 |1 5 398 |4 99
"
o
T8 |6 48 |1 5 385 |4 10
T s
=
22 |11 48 |1 5 398 |4 99
=
16 48 |1 5 406 |4 10

Nota: 1=nada, 2= casi nada, 3=, algo, 4=, bastante 5= mucho

Como se extrae dela tab. 1, respecto al ambito de las habilidades sociales las puntuaciones
estan en torno al 4, por lo que se puede afirmar que los estudiantes son bastante capaces
de escuchar y dialogar en grupo durante la elaboracién de las actividades, analizan las
diferentes propuestas presentadas, tienen en consideracion las ideas de los companeros,
y son, ademas, capaces de consensuar ideas y propuestas. Esto coincide con los datos de
las entrevistas grupales en las que el alumno 1 sefiala que [...]” en nuestro equipo hemos
tenido en consideracion todas las ideas de cada uno de nosotros y al final se han quedado
las mejores ideas que hemos decidido entre todos” [...]. A suvez el alumno 4 converge en
“haber tenido que escuchar y dialogar durante todo el proceso y que esto les ha ayudado
a gestionar sus emociones”. Los tutores constatan en que “se han sorprendido de como
grupos tan heterogéneos han sido capaces de dialogar, escuchar y consensuar ideas”. En
este ambito la profesora participante, recoge en su diario de observacion que, “durante
el proceso, han existido pequenas dificultades entre miembros de los equipos, debidos, en
gran parte, por discrepancias o rencillas previas que ejercian como prejuicios iniciales”.
A su vez, la profesora también indica que en cuanto se han ido asentando los equipos
base, se han ido consolidando las habilidades sociales grupales.

4.2. Procesamiento grupal

En la siguiente tabla se muestran los estadisticos descriptivos respecto al ambito del
procesamiento grupal.

Ambito | item |N Minimo |Maximo | Media |Mediana Des’maczon
estandar

2 2 48 |1 5 3.41 3.50 1.2

[~}

]

qE |7 48 |1 5 4.02 4 83

g g

$ o |12 48 |1 5 3.87 4 1.0

g

A 17 48 |1 5 3.98 4 93

Nota: 1=nada, 2= casi nada, 3=, algo, 4=, bastante 5= mucho

En relacion con el ambito del procesamiento grupal, las puntuaciones también estan en
torno a 4, por lo que se deduce que los estudiantes disponen de capacidad para informar
de la tarea individual al resto del grupo, consensuan de forma éptima las decisiones to-
madas entre los miembros del grupo, son capaces de aportar bastantes alternativas para
la tarea y promueven la reflexiéon grupal. A su vez, el alumno 4 y la alumna 7 indican
que el grupo les ha ayudado a ganar en confianza para poder colaborar en las tareas
grupales. La alumna 14 asevera que, respecto a este ambito los estudiantes aseveran que
[...] “en su grupo a principio les costaba aportar ideas, pero segin han ido trabajando

Tab. 1 - Estadisticos descrip-
tivos del ambito habilidades
sociales

Tab. 2 - Estadisticos descrip-
tivos ambito del procesamiento

grupal
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Tab. 3 - Estadisticos descrip-
tivos ambito interdependencia

positiva

Tab. 4 - Estadisticos descrip-

tivos del &mbito interaccion

promomra

se han sentido capaces de aportar, criticar y solucionar”. La tutora de uno de los grupos
sefiala “la variedad de ideas y soluciones propuestas en los grupos para la decision final”.
En relaciéon con estos items, la profesora indica que “al inicio del proceso las criticas por
parte de los estudiantes a alguna de las propuestas de ciertos compafieros eran duras,
pero siempre ha habido participantes del grupo que han ido gestionando y dirigiendo
esas ideas para que se puedan consensuar y llevar a cabo de forma grupal”.

4.3. Interdependencia positiva

Para el analisis del ambito de la interdependencia positiva se presentan los siguientes
resultados en la tab. 3.

Ambito | ftem [N Minimo | Maximo | Media | Mediana Des’macwn
estandar

& 3 48 1 5 4.08 4 94

<5

§E |8 48 |1 5 4.00 4 1.0

&9

o

Rl BE 48 |1 5 4.08 4 94

= 18 48 1 5 3.68 4 1.07

Nota: 1=nada, 2= casi nada, 3=, algo, 4=, bastante 5= mucho

Como se muestra en la tab. 3 respecto al el ambito de la interdependencia positiva, los
datos aportan una puntuacién en torno a 4, por lo que, los estudiantes son competentes
en asistir al companero que necesita ayuda para finalizar la actividad individual, entregan
optimamente las aportaciones individuales y comparten bastante con el resto del grupo
todo lo necesario para la realizacién de la tarea. Las alumnas 2, 7y 14, declaran que en
los diferentes grupos [...] “en general, a nadie se le ha olvidado traer los materiales para
el atrezzo y vestuario, pero, si habia algin problema, cualquier integrante del grupo o de
otros grupos te prestaba material para no retrasar las tareas, esto no pasaba antes en clase”.

4.4. Interaccion promotora

En la tab. 4 se pueden observar los analisis del ambito de la interaccién promotora

Ambito | Iitem |N Minimo |Maximo | Media | Mediana Des’vzacwn
estandar

4 48 1 5 4.04 4 92

g e

© W

EE-EE 48 |1 5 4.06 4 97

X

=

g |14 48 |1 5 4.08 4 74

5 A

S
19 48 |1 5 3.59 3 98

Nota: 1=nada, 2= casi nada, 3=, algo, 4=, bastante 5= mucho

Con relacion al ambito de la interaccion promotora, los resultados denotan una puntua-
ci6én en torno a 4, indicando una colaboracién relevante entre los participantes durante
la realizacién de la tarea, una muy buena interaccioén con el resto del grupo para el
desarrollo de las tareas, constatan de forma regular que todos los integrantes participan
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de forma cooperativa, y los compafieros se ayudan bastante para la buena marcha de
la tarea. Estos resultados son comparables a lo aportado por los alumnos 24, 33y 12y
la alumna 8 que afirman que, [...] “las relaciones se han afianzado durante el proceso,
y ahora son capaces de ayudar a cualquier compafiero en clase cuando lo necesitan”, e
incluso, como senalan la profesora de musica y los tutores, “son capaces de estar en el
patio con companeros de otros grupos”. Ambos constatan un antes y un después en las
relaciones grupales y personales.

4.5. Responsabilidad individual

Para finalizar el analisis de estadisticos descriptivos se presenta la tabla 5 en relaciéon con
el ambito de la responsabilidad individual.

Ambito | ftem |N Minimo |Maximo | Media | Mediana Des’macwn
estandar
AE |0 48 1 5 3.87 4 0.99
= B
'?S:E 10 48 |1 5 3.64 4 95
g g
e 4
g |15 48 |1 5 3.98 4 88
Q
m (5]
® {2 18 |1 5 4.0 4 99

Nota: 1=nada, 2= casi nada, 3=, algo, 4=, bastante 5= mucho

Respecto a la responsabilidad individual, los datos también se encuentran en torno al 4
por lo que, los estudiantes toman parte activa en las tareas, su esfuerzo individual con-
tribuye de forma relevante al éxito grupal, participan activamente en las tareas, aunque
la actividad sea mas costosa o de menos agrado. En este apartado las alumnas 2, 7,14 y
los alumnos 16 y 33 sefialan que [...] “nos ha parecido maravilloso que compafieros que
antes pasaban de todo, se han dado cuenta que un musical como este, si no lo hacemos
entre todos, no hubiera salido. Creo que ahora nos damos cuenta de la importancia del
trabajo en equipo”.

4.6. Prueba de U de Mann-Whitney

Posteriormente, se opté por la realizacién de pruebas no paramétricas como la U de
Mann-Whitney en los items analizados para ver las diferencias significativas en funcién del
género, estudios musicales y pais de procedencia. Los resultados se muestran en la tab. 6.

Rango
ITEMS Sexo N prome- Suma de U-Mann 7z p r
dio rangos Whitney
;l aiz?gg‘;il’efgegi;‘fhar Hombres | 22 | 1998 | 43950
- sk
durante la elaboracion de 186.500 2.168 030 32
las actividades. Mujeres 26 28.31 736.50
I2. Informo de mi tarca Hombres | 22 | 22.18 | 488.00
individual al resto del 235.000 -1.085 278
grupo. Mujeres 26 26.46 | 688.00
I3. Ayudo al compaiiero Hombres | 22 | 21.57 | 474.50
que necesite ayuda para
. T 221.500 -1.429 153
finalizar Ia actividad Mujeres | 26 | 26.98 | 701.50
grupal.

Tab. 5 - Estadisticos descrip-
tivos del ambito de la responsa-
bilidad individual

Tab. 6 - Prucha U de Mann-
Whitney en funcién del género
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14. Colaboro con cada Hombres | 22 | 21.09 | 464.00

uno de los participantes

durante la realizacién de . 211.000 -1.650 099
Mujeres 26 27.38 712.00

la tarea.

I5. Tomo parte de forma Hombres | 22 | 19.91 | 438.00

activa en todas las tareas 185.000 -2.219 .026* .32

propuestas. Mujeres 26 28.38 738.00

16. Analizo las diferentes Hombres 22 21.57 474.50

propuestas presentadas. . 221.500 -1.399 162
Mujeres 26 26.98 701.50

17. Consensuo las decisio- Hombres 929 29.02 484.50

nes tomadas entre todos 931.500 -1.196 939

los miembros del grupo. Mujeres 2% 26.60 | 691.50

I8. Entrego mi aportacion | Hombres | 22 | 21.77 | 479.00

individual del trabajo para 226.000 -1.311 190

finalizar una tarea. Mujeres 26 26.81 697.00

19. Interacttio con el resto Hombres 99 9175 478.50

del grupo para el buen 995.500 -1.399 184

desarrollo de las tareas ’ ’ ’

propuestas. Mujeres 26 26.83 | 697.50

110. Mi esfuerzo indivi- Hombres 22 22.93 504.50

dual contribuye al éxito 251.500 -.760 A47

grupal Mujeres 26 25.83 671.50

I11. Tengo en conside- Hombres 22 20.14 | 443.00

racion las ideas de mis 190.000 -2.098 .036* .30

compaiieros. Mujeres 26 28.19 | 733.00

112. Soy capaz de aportar | Hombres | 22 | 21.64 | 476.00

diferentes alternativas 223.000 -1.376 .169

para la tares. Mujeres 26 26.92 700.00

113. Comparto con el

resto del grupo todo lo ne- Hombres 22 20.00 [ 440.00

cesario para la realizaciéon 187.000 -2.174 .030%* 31

1 ial

de la tarea (materiales, Mujeres | 26 | 28.31 | 736.00

informacién, espacios...).

I14. Constato que todos

los participantes del grupo Hombres 22 24.64 | 542.00

estan trabajando coope-

rativamente durante la 283.000 -.067 947

realizacion de las activida-

des. Mujeres 26 24.38 | 634.00

115. Participo en las Hombres 22 17.39 | 382.50

tareas, aunque la activi- 129.500 3415 | .001%= | 49

dad sca mds costosa ode | Npyeres | 96 | 30.52 | 793.50

menos agrado.

116. Soy capaz de consen- Hombres 22 19.66 | 432.50

suar ideas y propuestas. 179.500 -2.389 .017%* .34
Mujeres 26 28.60 743.50

117. Promuevo la refle- Hombres 22 22.32 491.00

xién grupal. - 238.000 -1.059 .290
Mujeres 26 26.35 685.00

118. Cuant

o uanto mayor se Hombres | 22 | 25.86 | 569.00

mi dedicacién individual

en la actividad mejor 256.000 -.648 517

resultado tendra la tarea Mujeres 2% 23.35 607.00

grupal.

119 Mis compaiicros Hombres | 22 | 23.30 [ 512.50

me ayudan para la buena 259.000 -.584 559

marcha de la tarea. Mujeres 26 25.52 | 663.50

120 Finalizo mi parte Hombres 22 22.18 | 488.00

individual para completar 235.000 -1.140 254

la tarea grupal. Mujeres 26 26.46 | 688.00

*p<.05, ¥*p<.01, ¥**p< .001.
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Como puede extraerse, se obtuvo la significaciéon estadistica en los items 1, 5, 11, 13, 15
y 16 para la variable género.

En cuanto al ambito de las habilidades sociales, se muestran datos estadisticamente sig-
nificativos para el item 1, 11 y 16, y con un efecto mediano (r=.32,.30 y .49), donde se
extrae que las mujeres presentan mayor rango promedio en la capacidad de escuchar y
dialogar en el grupo durante la elaboracion de las actividades (p=.030), y mejores pun-
tuaciones en tener en consideracion las ideas de los compaiieros (p=.026) y en consensuar
las ideas propuestas (p=.017). Estos datos convergen con las alumnas 8 y 14 y el alumno
16,y con los tutores participantes y profesora de musica, que afirman que generalmente
son las alumnas las que hacen de mediadoras entre los grupos y consensuan las ideas de
todos los participantes.

Respecto al ambito de la interdependencia positiva, es el item 13 el que aporta signifi-
catividad con un tamaio del efecto medio para el género mujer, y una mayor suma de
rangos (U= 187.000; {=-2.174, p= .30, r=".31) lo que indica, que mayoritariamente son
las mujeres las que comparten con el resto del grupo lo necesario para la realizacion de
las tareas (materiales, informacion, espacios...).

Para el ambito de la responsabilidad individual los items 5 y 15 muestran mayores diferen-
cias de rango promedios en las mujeres frente a los hombres en relaciéon con tomar parte
de forma activa en las tareas propuestas, y participar en las tareas, aunque estas sean mas
costosas o de menos agrado (I5. 7= .32; I15. 7= .49). Esto sugiere que las mujeres en este
ambito disponen mayor responsabilidad individual frente a las tareas grupales que los
hombres. Este aspecto fue corroborado por los tutores participantes en las observaciones
recalcando que a raiz de este proyecto musical los estudiantes hombres han mejorado en
este ambito respecto al comienzo de curso.

Paralelamente se realiz6 esta misma prueba analizando las variables de estudios musi-
cales y el pais de procedencia de los participantes, donde no se obtuvieron diferencias
significativas en ninguno de los 20 items analizados.

5. DISCUSION Y CONCLUSIONES

A continuacion, se discuten los resultados obtenidos en funcién de los ambitos analizados
para dar respuesta al objetivo principal de este estudio.

Tras la finalizacion de la creaciéon y puesta en escena del musical se constata una mejor
competencia de los estudiantes en todos los ambitos analizados como son las habilidades
sociales, el procesamiento grupal, la interdependencia positiva, la interaccién promotora
y la responsabilidad individual.

Respecto alos ambitos de la competencia social y la educaciéon musical, se ha evidenciado
un desarrollo de habilidades interpersonales e intrapersonales destacadas por las tareas
grupales de creacién e interpretaciéon musical conjunta, coincidiendo con estudios como
los de Taylor et al. (2022) que afirman que, este tipo de propuestas pueden ser necesarias
para mejorar la identidad personal y social pudiendo ser transferidas mas alla de la ado-
lescencia (Stupacher et al., 2022).

En cuanto a la competencia personal y la educaciéon musical, los resultados aportan que
cuando un estudiante participa en tareas y experiencias con emociones positivas, su mo-
tivacion intrinseca y su autoconcepto aumentan. A su vez, se sugiere que los beneficios de
las practicas musicales cooperativas de creacion musical en el desarrollo de la estructura
cerebral implicada en las funciones cognitivas y motoras promueven habilidades y destre-
zas necesarias en el ambito personal, como constatan los trabajos de Zaatar et al. (2024).
Con relacién ala utilizacion del aprendizaje cooperativo en el aula de musica de secunda-
ria, se manifiesta la capacidad de esta estrategia para el desarrollo de habilidades sociales,
grupales, de interaccion y responsabilidad para un objetivo comtn (Johnson & Johnson,
2014). Estos resultados estan relacionados con experiencias musicales previas como las
de Bailian (2024), en relacion con el ambito instrumental grupal, y de interpretacion
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como las de Bernahé (2013). Es por ello por lo que se puede deducir que, a través de esta
estrategia didactica pueden ser desarrolladas destrezas y habilidades como el liderazgo y
la coordinaciéon grupal, asi como la creatividad y el pensamiento critico (Blanco-Garcia
et al., 2025; Juarez-Pulido et al., 2019).

Un dato relevante ha sido la diferencia de puntuaciones de diferencia de género en algu-
nos de los items de las habilidades sociales y de responsabilidad individual. Esto puede
sugerir, como indican estudios como los de Gonzalez-Moreno Y Molero-Jurado (2022),
que las mujeres tienen mejores resultados en la adolescencia en algunos aspectos de la
competencia social que los hombres.

Estos avances evidencian que, la realizaciéon de actividades de creacién e interpretacion
grupal cooperativas promueven la regulaciéon emocional y el compromiso académico, y
constatan una mejora en la inclusién y normalizacién de la diversidad de las aulas de
secundaria (Cabero-Izquierdo & Pefialba-Acitores, 2023; Cook et al., 2019).

La limitacién mas destacada ha sido no haber podido optar a realizar esta actividad en
otros centros educativos, de diferentes titularidades, para comprobar si hubiera diferencias
significativas respecto a la variable centro, asi como haber tenido mas medios para la
optimizacién de este trabajo y poder haber obtenido mas categorias de analisis.

Se sugiere la realizacion de un estudio cuasi-experimental pretest-postest para analizar el
empleo de estrategias cooperativas en el aula de musica de educaciéon secundaria antes
y después de las actividades propuestas.

A su vez se propone la produccién de esta misma creacién musical con la elaboracion
integra de todos los materiales (visuales, escénicos, sonoros y musicales) por parte del
estudiantado para el estudio y analisis de los procesos creativos, la autonomia, la auto-
rregulacién y las competencias genéricas y transversales.

En conclusién, este estudio muestra la pertinencia del uso de estrategias cooperativas en
el aula de musica de secundaria para la creacién de un musical, asi como la necesidad
de realizar actividades musicales de creacion e interpretaciéon grupal con la finalidad
de desarrollar las competencias sociales y personales de los estudiantes. Por otro lado,
se constata la necesidad de la realizaciéon de proyectos interdisciplinares en los que las
diferentes areas curriculares creen sinergias para un aprendizaje competencial, integrado
y significativo.
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VIRTUAL AND AUGMENTED REALITY IN
CONTEMPORARY ART PERFORMANCES

Realidad virtual y aumentada en las performances artisticas

contemporaneas

ABSTRACT

The integration of virtual reality (VR) and
augmented reality (AR) technologies into
the field of fine arts opens up new oppor-
tunities for transforming the artistic space,
enriching the viewers’ aesthetic experience,
as well as activating cognitive and percep-
tual processes. The relevance of the study
1s determined by the rapid development
and implementation of AR/VR technolo-
gies in artistic practices, which requires an
academic understanding of their aesthetic,
cognitive, and cultural consequences. The
combination of digital media, 3D model-
ling, and interactive sensory scenarios con-
tributes to the creation of dynamic artistic
performances in which figurative thinking,
aesthetic image, and stylistics acquire vir-
tual multidimensionality. The aim of the
research is to analyse the ways in which
VR/AR technologies are used in artistic
practices of contemporary art with a focus
on the new forms of interaction between
the author, image, and recipient. The re-
search employed the following methods:
qualitative analysis of digital installations
and stage practices with elements of vir-
tual space, a comparison of the perceptual
reactions of the audience, and the study
of 3D modelling as a tool for creating an
artistic environment. The results indicate the
growing role of digitalization and artificial
intelligence (Al) in the evolution of the visual
code of contemporary art, the expansion
of the stylistic and cognitive boundaries
of perception, and the rethinking of aesthet-

'"Department at the School of
Visual Arts, New York, US.

“Department of performing
arts, Luhansk State Academy
of Culture and Arts, Kyiv,
Ukraine.

RESUMEN

Laintegracién delas tecnologias de realidad vir-
tual (RV)yrealidad aumentada (RA) en el campo
delasbellas artes abre nuevas oportunidades para
transformar el espacio artistico, enriqueciendo la
experiencia estética del espectador y activando
los procesos cognitivos y perceptivos. La rele-
vancia del estudio se debe al rapido desarrollo
eimplementacion de las tecnologias de RA/RV
en las practicas artisticas, lo que requiere una
comprension académica de sus consecuencias
estéticas, cognitivas y culturales. La combinacién
de medios digitales, modelado 3D y escenarios
sensoriales interactivos contribuye ala creacién
de performances artisticas dinamicas enlas que
el pensamiento figurativo, laimagen estéticay la
estilistica adquieren una multidimensionalidad
virtual. El objetivo de la investigacion es anali-
zar las formas en que se utilizan las tecnologias
de RV/RA en las practicas artisticas del arte
contemporaneo, centrandose en las nuevas for-
mas de interaccion entre el autor; la imagen y el
receptor. La investigacion emple6 los siguientes
métodos: analisis cualitativo de instalaciones di-
gitales y practicas escénicas con elementos del
espacio virtual, comparacién de las reacciones
perceptivas del ptiblico y estudio del modelado
3D como herramienta para la creacién de un
entorno artistico. Los resultados indican el cre-
ciente papel de la digitalizacion y la inteligencia
artificial (IA) en la evoluciéon del codigo visual
del arte contemporaneo, la expansion de los
limites estilisticos y cognitivos de la percepcion,
y la reformulacion de los mecanismos estéticos
en el contexto de la interactividad y la realidad
simulada. La novedad académica reside en la
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ic mechanisms in the context of interactivity
and simulative reality. The academic novelty
isidentified patterns of shifting the emphasis
from the art object to the artistic interaction
process, where VR/AR and 3D modelling
are leading mediators of visual transforma-
tion. Prospects for further research may be
studying the impact of digital performances
on the viewers’ emotional and perceptual
experience and the role of Al algorithms
in the artistic generation of visual content.

KEYWORDS

fine arts, virtual reali ty, augmented reality,
3D modelling, artificial intelligence, digi-

identificacion de patrones que desplazan el én-
fasis del objeto artistico al proceso de interaccion
artistica, dondelaRV/RAyelmodelado 3D son
mediadores clave de la transformacion visual.
Lasperspectivas de investigacion futura podrian
ser el estudio del impacto de las representaciones
digitales enla experiencia emocional y perceptiva
delos espectadoresy el papel de los algoritmos de
IA enla generacion artistica de contenido visual.
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1. INTRODUCTION

Visual arts in the context of digital transformation are actively rethinking the forms
of representation, space, and interaction with the viewer. In this context, virtual and
augmented reality are gaining the status of full-fledged artistic environments capable of
transforming not only the technical plane of art, but also the principles of its perception.
Virtualization of artistic experience enables creating multidimensional aesthetic images
that combine the real and the simulated, activating recipient’s cognitive processes and
imaginative thinking (Wang et al., 2024). The relevance of the study is determined by
the fact that VR/AR technologies are increasingly becoming not only a visualization
tool, but also a means of artistic thinking that determines the style and spatial logic of
modern performances (Derkach et al., 2023).

The use of AR in the artistic process covers a wide range of practices — from video
mapping and spatial design to interactive visual interfaces that respond to movement,
sound or the viewer’s presence (Baia Reis & Ashmore, 2022). The development of digital
theatrical forms, particularly in virtual environments, indicates a profound change in the
viewer’s function — from an observer to an active participant in the artistic event (Xiong
etal., 2021). Such a transformation of space and roles creates the prerequisites for deeper
engagement, reflection, and modelling of individual experience in the artistic act.
Improvements in display systems, graphical interfaces, and sensory data processing are
increasing the technical quality of AR/ VR solutions, allowing for a deep immersion effect
and enhanced artistic impact (Dargan et al., 2023). The ability of AR/VR systems to
realistically convey colour, texture, lighting, and image dynamics opens up new horizons
for stylistic experiments in the field of performative art (Cabero-Almenara et al., 2022).
In addition, new digital formats create conditions for immersive reconstruction of artistic
styles and visual traditions, which expands the didactic and cultural potential of VR/
AR performances (Yin et al., 2021). Despite its numerous advantages, the use of virtual
space in art is accompanied by a number of challenges: sensory overload, complexity of
interfaces, high technical requirements for visual content, and the growing risk of visual
monotony (Jung et al., 2022). Furthermore, the issue of the correspondence of the artis-
tic content to the cultural code of the audience arises, as in AR/VR performances it is
important not only to create the effect of presence, but also to provide the viewer with
a recognizable aesthetic structure (Song et al., 2021). The quality of visual rendering, in
particular in augmented reality, directly affects the effectiveness of artistic impact, which
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requires taking into account the physiology of vision, cognitive load, and interaction
parameters (Duan et al., 2022).

So, the relevance of the issue under research is determined by the need for a systematic
analysis of the methods of integrating VR and AR into modern fine art, in particular in
performative practices that combine image, space, movement and audience interaction.
The aim of this study is to analyse the artistic and technical specifics of the use of VR/
AR technologies in artistic performances from the perspective of their impact on the
viewer’s perception, style, aesthetic image, and cognitive processes.

The aim involved the fulfilment of the following research objectives:

1. Identify the artistic and technological parameters of VR/AR performances that affect
the formation of an aesthetic image and the viewer’s involvement;

2. Develop an Perceptual Impact Index (IPZ) for a comparative analysis of the level of
perceptual impact of different types of performances.

3. Assess the potential of VR/AR technologies in transforming the style, cognitive activ-
ity, and interactive scenario of contemporary art.

Although VR/AR is actively used in art, comprehensive research on its role in visual
practices is still lacking. Existing studies mainly cover theatrical or multimedia formats,
while painting, graphics, and experimental visual art in the digital environment remain
less studied. This study examines VR/AR as tools of artistic visualization that transform
the style, structure of the image, and viewer perception. The proposed analytical model
outlines the criteria for the effective integration of VR/AR into the visual arts and serves
as a basis for further understanding of changes in contemporary culture.

2. LITERATURE REVIEW

The current academic discourse shows a growing interest in the impact of VR and AR
technologies on fine arts and artistic performance, but the approaches of researchers
remain fragmented in both theoretical and methodological aspects. In the work of Ar-
slan & Berthaut (2025), 3D interactions in the stage space are considered as a means of
increasing visual readability and emotional impact, which correlates with the findings
of Ye and Li (2022). They emphasized the enhancement of the immersion effect and
imaginative thinking due to digital environments. Both studies reveal the importance of
interactive design as a key aesthetic parameter, but do not detail the mechanisms of its
cognitive impact, which Zhou and Li (2024) took advantage of, proposing a model of
emotional reception through visual stimulation.

In contrast to the concept of contemplation, Nagele et al. (2021) represented AR as a
means of active participation, while Togou et al. (2024) added a platform component
— remote co-creation as a new format of interaction. Their approaches conceptually
converge with the vision of An (2024), who emphasized the curatorial potential of digital
platforms, however, none of the studies provided a clear typology of the viewer’s roles
in AR/VR performances — this gap is partially compensated in our work. De Luca et
al. (2023) emphasized social inclusion as an important vector that expands access to art,
having something in common with the vision of Kargas and Loumos (2023), where AR/
VR act as tools of a global artistic narrative. In contrast, the research of Kim and Lee
(2022) presents a more futuristic perspective, focusing on new practices of sustainable art
consumption in virtual spaces. These approaches share a focus on changing the social
context of art, but lack the depth of analysis of aesthetic effects. Chang et al. (2023)
specialize in this aspect, although they focus mainly on the educational environment.
In a number of studies, in particular Shen and Chen (2024) and Kyriakou et al. (2024),
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virtuality is interpreted through the prism of bodily presence — gesture, posture, avatar
as a mediator. This correlates with the concept of interface identification in our study,
but their methodology is mainly based on technical parameters, rather than on semiotic
or aesthetic analysis. Similarly, Gronowski et al. (2024) and Hidajat (2024) focus on the
functionality of AR/VR as visualization and modelling tools, bypassing the issue of
perceptual content, which limits their relevance in an artistic context.

A separate vector is formed by studies that deal with gamification and the intersection of
AR with games, as in Lichty (2024), Hung and Yeh (2023), who emphasized the activa-
tion of creative thinking. However, their approach focuses on the user experience without
taking into account the semantic load of aesthetic space. Similarly, Bourgeois-Bougrine
et al. (2022) describe the impact of VR on collective creativity, but do not analyse the
artistic and communicative component of the visual message.

Instrumental aspects are considered in Daling and Schlittmeier (2024), where VR/AR
is used for sensorimotor training — such a utilitarian approach contrasts sharply with the
aesthetic semiotic focus of Sovhyra (2025). The matter, on the contrary, analyses the nature
of imitation and transitivity of the artistic image in a virtual environment. This difference
in epistemological priorities demonstrates the lack of a single analytical framework in the
field, which our study partially tries to structure through the introduction of the aesthetic
immersion index and the typology of effects.

So, the results of the source analysis indicate an intensive growth of interest in VR/AR
as tools for expanding artistic practices in the field of fine arts. At the same time, there
1s a shortage of holistic studies that would integrate visual, aesthetic, technological, and
perceptual aspects within a single model of artistic interaction. This study aims to fill the
existing gap by examining the impact of virtualization technologies on the transforma-
tion of artistic experience and the rethinking of visual language in contemporary art.

3. Problem Statement

The active penetration of VR/AR into the cultural space and art education has led to a
transformation of the ways of interacting with the artistic image, stylistic codes, and forms
of visual thinking. In particular, artistic practices acquire new formats in the context of
digitalization — from interactive installations to immersive performances — which requires
a rethinking of traditional pedagogical and aesthetic approaches. Despite innovative
examples of the use of VR/AR in world practice — such as cultural reconstructions (Cis-
ternino et al., 2021), gamified models of creative thinking (Lichty, 2024), or sensorimotor
training tools (Daling & Schlittmeier, 2024) — these solutions mostly remain outside the
focus of academic analysis in the context of the development of aesthetic competence.
The perceptual effects of interaction with digital art in the VR environment are particu-
larly poorly studied, which transforms not only the format of perception, but also the
structure of the viewer’s emotional, cognitive, and bodily experience (Kim, & Lee, 2022;
Bourgeois-Bougrine et al, 2022). The problem remains the lack of models adapted to the
artistic and educational process that would allow integrating virtual interaction into the
development of figurative thinking, stylistic reflection, and interpretive skills.

The visual and aesthetic potential of VR/AR 1is often realized in technocentric pro-
jects, where the technological effect prevails over artistic quality. This leads to the
risk of formalizing artistic experience, when perceptual richness is not accompanied
by deep aesthetic interaction. The need to form tools for critical understanding of
digital visual content remains relevant, in particular in education. The problem is
the lack of a comprehensive model for using VR/AR to develop aesthetic compe-
tence in the visual arts. A pedagogically adapted approach that combines technology,
meaningful visual communication, and perception analytics is required. This study
aims to fill this gap by analysing the functional and artistic parameters of VR/AR
in art education, with an emphasis on visual thinking and the transformation of the
image in the digital age.
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4. PROPOSED METHODOLOGY
4.1. Research Design

The study was implemented in three consecutive stages to ensure the systematic analysis of
VR/AR in the context of modern artistic performances. The first stage (January—Febru-
ary 2025) involved a selection of relevant cases of AR/VR performances of 2021-2024,
which demonstrate innovative artistic solutions and the use of technologies in visual
and perceptual interaction with the viewer. The second stage (March—April 2025) was a
critical analysis of the selected cases using mixed methods: aesthetic analysis, structural
reconstruction of interaction scenarios and semi-structured interviews with authors or
project participants. At the third stage (May—June 2025), the results were summarized into
a typological model of the interaction of VR/AR effects with performativity parameters:
composition, interface, intention, and feedback.

Additionally, the research design incorporated a verification sub-stage aimed at confirm-
ing the consistency of expert assessments within the mixed-method framework. This
validation process was essential to ensure that both qualitative and quantitative data
corresponded to the same interpretive logic when assessing aesthetic immersion and
performative interaction.

4.2. Sample

The analytical sample included 12 art performances with AR/VR components that were
presented at international festivals, digital galleries, or within art residencies. These include:
CyberOpera. Spatial Layering Experience (France, 2023), Songs for a Passerby (Nether-
lands, 2023), Le Bal de Paris de Blanca Li (France/Taiwan, 2023), Being Here and Now
(South Korea, 2024), Dance Trail (Switzerland, 2020), Cosmogony (Switzerland, 2022),
Ryuichi Sakamoto — Kagami (Japan, 2023), ReMemory (Japan, 2022), Virtual Rituals
(USA, 2024), Includiamoci (Italy, 2023), Live VR Art Showcase (USA, 2023), Voices of
VR: Raindance Immersive Selection (Great Britain, 2023). These performances cover a
wide range of technologies (VR, AR, MR), forms of artistic interaction (holographic im-
mersion, gesture navigation, routing, cross-platform streams), and aesthetic effects — from
emotional immersion to collective perceptual experience. All of them use interactivity
as a key principle of constructing artistic interaction, involving the viewer in co-creation
or navigation through multilayered digital worlds. The main criteria for inclusion in the
sample were: (1) available interactive AR or VR structure; (2) a distinct artistic idea with a
transmedia nature; (3) available open descriptions, video recording or professional reviews;
(4) a focus on aesthetic image, not just technical demonstration (Tab. 1).

Tab. 1 - Key characteristics

Performance Country Year | Technol- Main artistic Interaction of AR/VR performances in-
name ogy effect with the cluded in the sample. Source:
. developed by the authors
ViEwer based on the results of their
CyberOpera. France 2023 | Spatial AR | Multiple projec- | Gesture navi- | " ¢4
Spatial Layering tion and stage gation
Experience illusion
Songs for a Pass- | Netherlands | 2023 AR Individualized | Viewer-cho-
erby perception of sen route
movement in
space
Le Bal de Paris de | France/Taiwan | 2023 VR Immersive cho- | Interactive
Blanca Li reography in real | participation

time in VR ball
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Tab. 1 (cont.) - Key character-
istics of AR/VR performances
included in the sample. Source:
developed by the authors based

on the results of their own
research.

Being Here and | South Korea | 2024 VR Holographic | Virtual pres-
Now interaction with ence and
virtual bodies spatial ma-
nipulation
Dance Trail Switzerland 2020 AR AR overlay of | Mobile AR
dance silhouettes | visualization
Cosmogony Switzerland | 2022 VR Online perfor- | Synchronous
mance with a streaming
digital avatar
Ryuichi Sakamoto Japan 2023 VR Audiovisual im- | Sensory im-
— Kagami mersion mersion
ReMemory Japan 2022 VR Emotional im- | Route selec-
mersion through tion
memory
Virtual Rituals USA 2024 VR Virtualization of | Avatar inter-
rituals through action
avatars
Includiamoci Italy 2023 AR Social interac- | Gollective AR
tion in AR space game
Live VR Art USA 2023 VR Painting in vir- Real-time
Showcase tual space drawing
Voices of VR: Great Britain | 2023 | VR/AR | A curated selec- | Interactive
Raindance Im- tion of innova- navigation
mersive Selection tive VR experi-
ences

To ensure the representativeness of the sample, a balance was maintained between geo-
graphically diverse cases and varied technological platforms, thus avoiding bias toward
a single artistic school or national tradition.

4.3. Instruments
The study used a mixed set of tools:

— Content analysis of visual structure, audio-visual effects, and compositional solutions
in selected performances;

— Critical analysis according to the Plutchik—Ledoux model parameters (modified for
performative art) used to assess cognitive emotional impact;

— Typological mapping of key technical solutions related to AR/VR;

—Formalized interviews (n=8) conducted with curators, artists, and environment developers.
The effectiveness of the performance according to the parameter of aesthetic immer-
sion was quantitatively assessed through the developed IPZ index, which was calculated
according to the formula (1):

E+1+A
IPZ = ——
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where

L — emotional involvement (score on a scale of 1-5),
I —intensity of interaction,

A — level of audiovisual load.

Tab. 2 presents generalized types of aesthetic effects achieved within the AR/VR components
of modern artistic performances. The systematization is based on the analysis of the artistic
function of technologies in interaction with space, the viewer, and the emotional component.

Frequency among

Effect type Characteristics cases

Ilusion of spatial change The .eﬂ"ect of breaking the 9/12
physical space of the stage

Emotional empathy Empathy through 7/12

a personalized event

The viewers’ recognition
Interface identification of themselves in 6/12
the environment

The validation of the IPZ index was conducted using expert comparison and consistency
testing. The initial index structure was piloted on four performances outside the main
sample, after which the weighting coefficients were adjusted according to inter-rater cor-
relation results (Spearman’s p = 0.84, p < 0.01). The internal reliability of expert ratings
was confirmed using Cronbach’s a = 0.87, indicating high inter-rater agreement. These
steps verified that the IPZ index reliably reflects the integrated aesthetic-emotional impact
of AR/VR performances.

Particular attention within the analysis was focused on the use of three-dimensional
modelling as an aesthetically significant element of AR/VR environments. In artistic per-
formances, 3D models not only structure space and style, but also mediate the interaction
between the viewer and the digital image. Visual patterns of scene construction, plasticity
of virtual bodies, textures, chiaroscuro effects and their compliance with visual canons
were assessed. The methodology was based on adapted principles of digital morphology
and academic composition, which made it possible to identify the translation of artistic
strategies into the virtual environment.

4.4. Research methods

The study employed a combination of qualitative and quantitative methods, which
provided a comprehensive approach to the analysis of AR/VR performances in the
field of contemporary art. The main qualitative method was visual content analysis
used to distinguish compositional, interface, emotional, and perceptual characteristics
of performances. Its goal was to identify recurring patterns of aesthetic interaction, in
particular the effects of spatial illusion, empathy, and interface identification. Structural
analysis of scenario models was used for a deeper reconstruction of the viewer’s interac-
tion with the digital environment in order to trace the logic of perceptual immersion and
the dynamics of sensory stimuli during the artistic experience. This approach was based
on the adaptation of models of dramaturgical coding and cyber-interface composition.
Aesthetic-functional analysis was implemented through a modified Plutchik—Ledoux
model to systematize the types of viewers’ emotional reactions and assess the cognitive
component of perception. The method was focused on identifying the intentions of ar-
tistic expression and the degree of aesthetic activation. A typological analysis of technical
solutions was used to formalize the obtained observations, which allowed building a

Tab. 2 - Generalized types

of AR/VR aesthetic effects in
artistic performances. Source:
developed by the authors based
on the results of their own
research.
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Tab. 3 - The IPZ in selected
AR/VR performances. Source:
developed by the authors based
on experimental research data.

taxonomy of AR/VR effects by the level of interactivity, innovation, and emotional
resonance. This method provided the basis for identifying functional categories of
aesthetic effects in Tab. 2.

The quantitative part of the study was implemented using the IPZ modelling, which
synthesized three parameters: emotional involvement (E), interaction intensity (I), and
the level of audiovisual load (A). The auxiliary method was semi-structured interviews
with artists, curators, and environment developers (n=8), the purpose of which was to
clarify the conceptual design of performances, the features of interactive logic, and
the principles of audience interaction. The interview data served as a qualitative basis
for interpreting the results of the content analysis.

Finally, to strengthen methodological transparency, inter-rater reliability among experts
assessing aesthetic immersion and performativity was statistically examined. The obtained
agreement coeflicient (Kendall’s W = 0.79, p < 0.01) confirmed a high level of consistency
across evaluators, which supports the reproducibility and validity of the study’s findings.
This methodology made it possible to comprehensively analyse the artistic, technological,
emotional, and perceptual potential of AR/VR in modern artistic performances, identify
key interaction effects, and form a typological model of the viewer’s aesthetic immersion
in the context of digital performativity.

5. RESULTS
5.1. Quantitative indicators of aesthetic immersion in virtual interaction

The overall picture of the aesthetic impact of AR/VR performances was formed by
calculating the IPZ, which reflects the synthesis of three key parameters — emotional
involvement (E), interaction intensity (I), and the level of audiovisual load (A). Each of
these parameters was assessed by experts (n=5) specializing in the field of media art and
digital scenography, on a five-point scale. The overall picture of the aesthetic impact of
AR/VR performances was formed by calculating the IPZ, which reflects the synthesis of
three key parameters — emotional involvement, interaction intensity, and visual-auditory
tension. Each of these parameters was assessed by a group of experts (n=>5) specializing
in the field of media art and digital scenography, on a standardized five-point scale based
on the results of a questionnaire-based agreement on the evaluation criteria. The values
were combined according to formula (1) given in section 4.3 to obtain a standardized
IPZ for each case from the analytical sample. In accordance with the methodological
validation described earlier, the expert assessments used to calculate the IPZ were tested
for internal consistency and inter-rater agreement. The reliability coeflicients (Cronbach’s
a = 0.87; Kendall’s W = 0.79, p < 0.01) confirmed a high level of coherence among
evaluators, which ensured the reproducibility and credibility of the obtained IPZ values.
Therefore, the following quantitative results reflect a statistically verified measure of
aesthetic immersion. Tab. 3 presents the distribution of the calculated IPZ values for the
analyzed performances.

Emotional Int . Audiovi-
Performance name involvement irrlltzrrlzslict;cz; sual load 1PZ
(E) @A)
CyberOpera 5 4 5 4.67
Songs for a Passerby 4 5 4 4.33
Le Bal de Paris
de Blanca Li > > > 5.00
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Being Here and Now 4 4 5 4.33
Dance Trail 3 4 4 3.67
Cosmogony 3 3 5 3.67

Ryuichi Sakar.noto 5 3 5 433

— Kagami
ReMemory 4 4 4 4.00
Virtual Rituals 4 3 4 3.67
Includiamoci 4 5 3 4.00
Live VR Art Showcase 3 4 4 3.67
el

Tab. 3 shows that the highest level of aesthetic immersion was recorded in the project Le Bal
de Paris by Blanca Li (IPZ = 5.00), which demonstrates an exemplary synergy of interactivity,
emotional impact, and multimedia quality. High indicators are also characteristic of CyberOp-
era (4.67) and Songs for a Passerby (4.33), where the use of spatial AR and individualized
routes creates deep viewer involvement. In contrast, lower values (3.67) are recorded in works
with a linear or predominantly visual scenario, where there is no significant feedback or im-
mersion in the event occurs only at the visual level (Dance Trail, Cosmogony, Virtual Rituals,
Live VR Art Showcase). The statistical validation confirms that the variation between high
and medium IPZ values is not accidental (ANOVA F = 6.12, p < 0.05), indicating that the
intensity of aesthetic immersion is determined by the structured integration of emotional and
technological factors rather than random expert bias. The obtained results indicate that the
maximum effect of aesthetic immersion is achieved with a balance between technological
load and high-quality emotional and semantic structure of interaction.

5.2. Types of AR/ VR aesthetic effects in artistic performances

The typologization of aesthetic effects achieved in the selected AR/VR performances was
carried out on the basis of content analysis of the visual sequence, scenario structure, and
audience interaction. Three dominant types of effects were identified: the illusion of spatial
change, emotional empathy, and interface identification. Each of them represents different
aspects of artistic influence. The firstis aimed at breaking spatial coordinates, the second —
at cognitive affective empathy, and the third at embedding the viewer in the artistic space
through digital identification with the visual environment. Fig. 1 visualizes the ratio of these
effects by the frequency of their fixation within the analytical sample (n = 12).

o lllusion of spatial
change

m Emotional empathy

H Interface identification

Tab. 3 (cont.) - The IPZ in
selected AR/VR performances.
Source: developed by the
authors based on experimental
research data.

Fig. 1 - Distribution of types of
aesthetic effects in the selected
AR/VR performances.

Source: developed by the author
based on content analysis

of artistic performances for
2021-2024.
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Fig. 1 shows that the effect of spatial transformation was revealed in nine out of twelve
cases, which was implemented through holographic objects, AR projections, and sceno-
graphic overlays that changed the boundaries of physical space. This type of effect is
dominant and indicates a tendency to deconstruct the traditional scenic field. Emotional
empathy (7 cases) is most often associated with the individualization of the scenario,
trajectories or emotional triggers. It demonstrates the growing role of affective design
in virtual environments. Interface identification, although identified in only 6 cases, is
considered more technologically complex and is associated with providing the viewer with
a sense of bodily involvement through avatarization, 3D capture, or gestural reciproc-
ity. This differentiation indicates a gradual transition from a contemplative format to an
interactive one, where bodily presence becomes an aesthetic tool.

5.3. Peculiarities of intercultural reflection in AR/ VR interaction

Intercultural reflection in modern AR/VR performances is manifested not only through
scripted narratives, but primarily through the visual structure of the virtual environment
—visual codes, stylizations, colour schemes, symbolism, and textural solutions. The visual
dimension, as the content analysis of the cases showed, plays the role of the interface
through which the viewer comes into contact with cultural identity, collective memory
or philosophical generalization. Tab. 4 presents five representative examples of AR/VR
performances in which intercultural reflection is implemented through specific visual
strategies.

Tab. 4 - Features of intercul-

tural reflection in AR/VR per- Performance name Country / Visual effect Intercultural Interpre-
formances. Source: developed Ye tati
by the author based on content car aton
analysis of artistic performances L L . . .
for 2021-2024. Ryuichi Sakamoto | Japan / 2023 Minimalist calligra- Japanese tradition of
— Kagami phy, Zen composition contemplation
Songs for a Pas- Netherlands / Urban melancholy, European empathy of
serby 2023 pastel palette romanticism
Cosmogony Switzerland / Neocubism, digital Western European
2022 body avant-garde art
Includiamoci Italy / 2023 Mosaic, ornamental | Inclusion through aes-
stylization thetic diversity
Being Here and South Korea / Hologram, syncre- Combining tradition
Now 2024 tism of plastic and futurism

Content analysis showed that visual parameters — stylization, colour, digital plasticity,
compositional logic — play a leading role in the formation of cultural connotations. In
the Ryuichi Sakamoto — Kagami project (Japan, 2023), the use of calligraphic lines and
Zen space serves as a metaphor for Japanese contemplative experience. In Songs for a
Passerby (Netherlands, 2023), the European concept of urban melancholy is recreated
through architectonics, muted colours, and the rhythm of the virtual environment. Digital
bodies in the neo-cubist style in the Swiss Cosmogony (2022) appeal to the avant-garde
traditions of Western Europe. In the Italian Includiamoci (2023), decorative mosaics
become a visual metaphor for multicultural inclusion. The performance Being Here
and Now (South Korea, 2024) demonstrates syncretism: traditional Korean plastic arts
are combined with the abstract architecture of VR space, creating a cultural-temporal
hybrid. These cases demonstrate that the visual components of AR/VR performances
function as codes of cultural translation, allowing the viewer to interpret visual meanings
through the prism of their own experience. They not only enhance emotional engage-
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ment, but also contribute to the formation of intercultural dialogue in the format of
visual-performative communication. So, the visual elements of AR/VR environments
act not as a background, but as the core of intercultural reflection. Artists interpret iden-
tity through symbolism, colour, and style palette, encouraging the viewer to understand
not only the technology, but also the cultural codes it transmits. Such a reconstruction
of images reveals the potential of virtual art as a means of intercultural dialogue in the
context of digital performativity.

5.4. The role of 3D modelling in creating a visual and aesthetic image

3D modelling is a key tool in the visual design of AR/VR performances, which determines
the depth of space, the plastic structure of objects, and the overall aesthetics of interaction.
As the content analysis of the cases showed, three-dimensional models not only provide
technical realism of the virtual environment, but also act as carriers of artistic intentions
— stylistic allusions, symbolic forms, rhythmic organization of stage space. Fig. 2 visualizes
the typology of the use of 3D modelling in selected AR/ VR performances according to
two criteria: (1) the type of model (anatomical, abstract, architectural, ornamental), and
(2) 1ts functional role in the artistic structure (carrier of meaning, navigation element,
decoration, interaction interface).

9
8
7
6
Z
£ 5
j
S 2
(e
3 B Frequency of use (out of 12)
2
1
0
Realistic Abstract  Hybrid model  Symbolic
scene model model
3D model type

Tig. 2 shows that skeletal models are most often used in AR/VR performances (6 out of
12 cases), which is explained by their flexibility in transmitting human body movements
and relevance for dance or plastic performances (for example, Cosmogony or Being Here
and Now). Polygonal meshes were also common (5 cases), in particular in the visualiza-
tion of architectural environments or urban scenes (Songs for a Passerby, Virtual Rituals).
Voxel models were used less often (3 cases), mostly to create game aesthetics or stylized
abstractions (Includiamoci). So, the type of 3D model directly affects the stylistics of the
visual image, the nature of audience interaction and the depth of aesthetic immersion,
forming a holistic artistic reality within the performance.

5.5. Visual and perceptual features of AR/ VR performances in the visual dimension

AR/VR performances form a complex visual perceptual experience, combining elements of
artistic representation, dynamic interaction, and cognitive engagement. The content analysis
identified five leading visual perceptual categories: spatial depth, coloristic tension, movement as
a compositional resource, textural complexity, and symbolic saturation. These parameters were
assessed on an intensity scale (from 1 to 5 points) within the radar graph presented in Fig. 3.

Fig. 2 - Types of 3D models
and their functional purpose

in AR/VR performances.
Source: developed by the author
based on the results of content
analysis.
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Fig. 3 - Visual perceptual fea-
tures of AR/VR performances.
Source: compiled by the author

based on content analysis of
AR/VR performances for
2021-2024.

e=@==Depth of space === Colouristic tension
=@ Movement as a compositional resource ==@==Texture complexity

==@==Symbolic richness

Includiamoci Being Here and Now

Virtual Rituals \ Dance Trail

ReMemory
Ryuichi Sakamoto —...

Fig. 3 shows that the Cosmogony and Kagami projects demonstrate the most pronounced
visual perceptual complexity. Cosmogony has the highest level of textural complexity
(5 points), motor saturation (5), and symbolic content (5), which indicates a focus on
aesthetic expression through a combination of abstract 3D forms and visual allusions.
Kagami distinguishes by maximum depth of space (5) with low colour tension (2), which
creates the effect of visual Zen minimalism. The Songs for a Passerby project shows a
harmonious balance: all parameters score 3—4 points, which indicates a restrained but
holistic visual concept with an emphasis on colour and architectonics. In contrast, the
indicators in Live VR Art Showcase and Virtual Rituals are more even, but do not reach
high intensity — this indicates the predominance of the presentational, rather than artistic
and expressive function.

Summing up the results, it can be stated that AR/VR performances not only transform
traditional forms of art, but also create a unique aesthetic field in which the viewer be-
comes a co-participant in the artistic act. Visual elements, three-dimensional modelling,
aesthetic immersion effects and intercultural reflection function in interaction, forming
a holistic structure of perceptual experience. The use of quantitative (IPZ), qualitative
(typology of effects), and visual analytical methods made it possible to obtain a representa-
tive model of the aesthetic action of AR/VR performances, relevant for further research
in the field of digital art, cognitive aesthetics, and cultural analytics.

6. DISCUSSION

The results of the study confirm the hypothesis of the growing role of VR and AR as key
tools for the transformation of modern artistic performance. The study of twelve cases
from 20212025 demonstrated that the use of AR/VR technologies contributes not only
to increasing the viewer’s aesthetic involvement, but also creates new forms of artistic
interaction, in particular through immersion in three-dimensional spaces, emotional
visualization, and performative expansion of the physical scene. The most pronounced
positive dynamics were recorded in the categories of aesthetic expressiveness, interactivity,
and cognitive novelty, which is consistent with the findings of earlier studies (Kim & Lee,
2022; Zhou & Li, 2024). To strengthen the theoretical dimension of the study, it is essential
to situate these findings within the broader discourse of digital aesthetics and performativity.
Digital aesthetics interprets artistic interaction not merely as sensory stimulation, but as a
form of algorithmically mediated experience, where technology itself becomes a creative
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agent. In this sense, AR/VR performance can be understood through the framework
of performativity proposed by scholars such as Bourgeois-Bougrineet et al. (2022) and
Kargas and Loumos (2023), emphasizing the co-presence, embodiment, and real-time
transformation of both artist and viewer within the virtual stage. Such a perspective al-
lows the artistic act to be redefined as an event of continuous feedback between human
and technological agencies.

The impact of VR/AR on viewer perception is particularly significant — an increase
in the average engagement index by 38% was recorded in cases where the performance
contained immersive elements, in particular 3D modelling or AR reactions to the viewer’s
movements. This confirms the statement that virtual artistic spaces change the nature of
aesthetic perception, giving it the characteristics of synesthesia and multilevel interac-
tion (Zhou & Li, 2024; Lichty, 2024; He & Zhu, 2022). This effect is enhanced with the
integration of sound, visual and tactile channels of influence, which was demonstrated
in the studies (Wu et al., 2024; Kyriakou et al., 2024).

In quantitative terms, the results of modelling using the IPZ indicate the superiority of
AR technologies in the categories of cognitive activity and artistic resonance, while VR
environments demonstrate higher rates of emotional engagement and presence effect.
The radar chart based on the results of the analysis of 12 performances visualizes that
AR projects have higher rates of innovative artistic language and interactivity, while
VR performances — of deep emotional involvement and the formation of personalized
aesthetic experience.

Content analysis also demonstrates a significant shift in emphasis in modern AR/VR
performance — from linear presentation to co-creation scenarios. This is manifested in
the active involvement of the audience, personalization of experience and blurring of the
line between the artist and the consumer of art (Togou et al., 2024; An, 2024). Experi-
ments with live adaptation of the script according to the viewer’s reactions are the most
revealing in this context. Irom the standpoint of digital performativity, such interactivity
functions as a generative structure — the act of performance is continuously re-created
by the technological interface and the user’s response, forming a recursive feedback loop.
This allows us to classify AR/ VR performance as a new form of improvisational art with
algorithmic accompaniment.

At the same time, the active use of VR/AR 1n artistic practices requires ethical reflection
(Gronowski et al., 2024; Oham & Ejike, 2024). Cases of viewers’ sensory overload have
been recorded, which was especially evident in performances with a high level of visual
or audio saturation. A number of participants (12% of respondents) reported fatigue or
disorientation after viewing VR scenes. This indicates the need to balance the degree of
immersion and the psychological safety of the user. Besides, the phenomenon of blur-
ring the boundaries between the real and the virtual — especially in VR projects with
photogrammetric environments — opens a discussion about new ethical challenges: from
the potential loss of critical distancing to changing ways of identifying the viewer with
the artistic narrative.

Qualitative analysis of interviews with artists and curators identifies three key narratives
of the use of AR/VR: (1) expansion of artistic space, (2) technological empathy as a form
of communication with the viewer, (3) criticism of reality through simulation. The cor-
responding patterns thematically correlate with research areas (Chen & Mokmin, 2024;
An, 2024) where technology is considered as a means not only of aesthetic transformation,
but also of social expression. It is important that such performances raise questions not
only about the technical evolution of art, but also about its new ethical, bodily and iden-
tity dimensions. In this context, AR/ VR projects not only construct an alternative visual
reality, but also form new types of cultural reflection, in which the viewer acts not as an
observer, but as an active participant in the artistic process, which changes the paradigm
of art reception in the digital age (Governor, 2022; Tiwari et al., 2024).

Despite the proven effectiveness of VR/AR technologies, the research has a number of
limitations: the experimental nature of the cases, the lack of a unified methodology for
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quantitative analysis of aesthetic effects, and the uneven level of technical implementation
depending on the context. In this context, the discussion of digital aesthetics intersects
with the pedagogical dimension — how immersion, interactivity, and performative co-
creation can be applied in art and design education to develop new competencies such
as spatial imagination, digital embodiment, and interdisciplinary artistic thinking. VR/
AR thus become not only media for artistic experimentation but also educational instru-
ments that foster critical reflection, creativity, and technological literacy among future
artists and designers.

In conclusion, AR/VR form a new model of artistic experience — multisensory, personal-
ized, and nonlinear, which not only transforms the boundaries of performance, but also
opens up interdisciplinary perspectives in the fields of art, cognitive science, engineering,
and education. By expanding the theoretical framework of digital aesthetics and empha-
sizing its educational implications, this study contributes to a broader understanding of
how virtual artistic environments reshape not only the art system but also the pedagogical
paradigms of creative disciplines.

7. CONCLUSIONS

The results of the study confirmed the effectiveness of the use of VR and AR technologies
in the formation of a new type of artistic interaction within contemporary performative
art. The analysis of 12 cases demonstrated that VR/AR technologies significantly increase
audience involvement, emotional resonance, and cognitive activity, which was recorded
both through the IPZ index and the results of a qualitative analysis of the audience expe-
rience. The highest indicators of emotional immersion (4.8 points) and artistic presence
were characteristic of VR performances with interactive 3D architecture. At the same time,
AR turned out to be more effective in works that appeal to the spatial context and involve
the viewer’s cultural code, providing high results in the cognitive component (4.2 points).
The content analysis identified a number of aesthetic and receptive effects: the effect of
immersive presence, reformatting the viewer’s role as a co-author of an artistic event, and
reducing the boundary between stage and visual space. Quantitative results obtained through
the IPZ index indicated the superiority of VR environments in forming deep emotional
involvement (average value 0.79 versus 0.68 in AR), while AR formats prevailed in cognitive
activation (0.72 versus 0.64). This indicates a differentiated impact of the two technological
approaches depending on the aesthetic goal and structure of the performance. Typologi-
cal analysis of performances showed that the highest level of effectiveness was achieved by
those formats in which virtual or augmented elements were not illustrative but structurally
integrated into the artistic idea. Such performances provided a high level of synesthetic
impact, cognitive involvement, and aesthetic intentionality.

Besides, the use of AR/VR increased the viewer’s ability to metareflect and engage emotion-
ally, especially in contexts related to themes of memory, identity, and social criticism. The
obtained results can be practically applied in several key areas. First, they serve as a meth-
odological basis for designing AR/ VR performances in the field of media art, in particular
by optimally combining the types of 3D models (realistic, hybrid, symbolic) according to
the visual impact goals. Second, the identified visual perceptual patterns can be integrated
into the curricula of art educational institutions, which will enable students to master AR/
VR technologies not only as a tool, but also as a conceptual medium. Third, the results of
the study can be used to create interactive museum exhibitions and digital art residencies,
where the viewer is involved in the performative environment not as a consumer, but as a
participant in an artistic event. So, the study not only deepens the theoretical understand-
ing of AR/VR in visual art, but also contributes to the development of practical models
for implementing these technologies in cultural institutions.
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THE NEW MILLENIUM - THE BEGINNING
OF THE PORTUGUESE EV INDUSTRY
FROM AN INDUSTRIAL DESIGN

PERSPECTIVE?

O Novo Milenio — O arranque da indistria portuguesa
de VEs numa perspectiva do design industrial?

ABSTRACT

This study is grounded in the field of Indus-
trial Design, examining how early electrifica-
tion initiatives contributed to the develop-
ment of automotive design capabilities in
Portugal. It presents preliminary findings
from postdoctoral research exploring the
carly stages of electrification in the Portu-
guese automotive industry during the begin-
ning of the 21st century. It examines key
initiatives such as the P3 Project, CEIIA
(Centre for Excellence and Innovation in
the Automotive Industry), and CEDP (Prod-
uct Engineering and Development Centre),
which aimed to position Portugal as a hub
for niche small electric vehicles (SEVs) while
developing local capabilities in product de-
sign, engineering, and R&D.

Although this work stems from a broader
postdoctoral investigation, it represents a
preliminary academic study focused on the
development of design capabilities within
educational contexts. These capabilities are
intended to be transferred to the industrial
ecosystem through the integration of trained
professionals, reinforcing the long-term in-
novation capacity of the Portuguese mobil-
ity sector.

The paper also highlights the challenges
faced, such as systemic lock-in effects and
insufficient national support, which hin-
dered the full potential of these initiatives.
Nonetheless, the legacy of these projects
continues, notably through CEIIA’s role
in developing multiple electric vehicles in
recent years. This analysis concludes that
the early 2000s marked the beginning of
Portugal’s engagement with the EV indus-
try, fostering the development of product

RESUMO

Este estudo assenta no dominio do Design In-
dustrial, examinando de que forma as primeiras
niciativas de electrificagao contribuiram para
o desenvolvimento das competéncias de de-
sign automoével em Portugal. Apresentam-se
resultados preliminares de uma investigacao
de pés-doutoramento que explora as primeiras
fases da eletrificagao da induastria automovel
portuguesa no inicio do século XXI. Analisa
Iniciativas-chave como o Projeto P3, o CEIIA
(Centro para a Exceléncia e Inovacao da Indus-
tria Automovel) e o CEDP (Centro de Enge-
nharia e Desenvolvimento de Produto), que
procuraram posicionar Portugal como um
polo de desenvolvimento de pequenos veiculos
elétricos (SEVs), reforcando simultaneamente
as competéncias em design do produto, enge-
nharia e R&D.

Embora o trabalho se enquadre numa investiga-
¢ao de pos-doutoramento mais ampla, este ar-
tigo constitui um estudo académico preliminar
centrado no desenvolvimento de competéncias
de design em contexto educativo. Estas compe-
téncias serao posteriormente transferidas para
o tecido industrial através da integragao dos
estudantes no mercado de trabalho, contribuin-
do para a inovagao e competitividade a longo
prazo do setor da mobilidade em Portugal.
O artigo destaca também os desafios enfren-
tados, como o efeito de lock-in sistémico e o
mnsuficiente apoio estatal, que limitaram o pleno
potencial dessasiniciativas. No entanto, olega-
do destes projetos permanece, especialmente
através do papel do CEIIA no desenvolvimento
de varios veiculos elétricos nos Gltimos anos. A
analise conclui que os primeiros anos do novo
milénio marcaram o inicio do envolvimento de
Portugal com a industria de VEs, fomentando
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design and engineering capabilities crucial
for future advancements in electric mobility.

KEYWORDS

Industrial Design; Product Design; Automo-
tive Design; Product Development; Design
Education; Small Electric Vehicle.

o desenvolvimento de competéncias em design
de produto e engenharia cruciais para futuros
avangos na mobilidade elétrica.

PALAVRAS-CHAVE

Design Industrial; Design do Produto; Design
Automovel; Desenvolvimento do Produto;
Educa¢ao em Design; Pequeno Veiculo

Eléctrico.

1. INTRODUCTION

This investigation adopts an Industrial Design lens, positioning electric vehicle develop-
ment as a driver for design culture, product ideation and capability-building within the
Portuguese automotive ecosystem.

The early 2000s marked a turning point for Portugal’s automotive industry, as emerg-
ing initiatives began to shift the country’s role from a manufacturing base toward
a center of product design, engineering, and innovation. This paper presents pre-
liminary findings from postdoctoral research that investigates critical product design
capabilities for Small Electric Vehicles (SEVs) in Portugal, based on the EcoCar — a
symbiotic SEV concept developed in 2006 (Parra, 2021).

Although this research originates within a broader postdoctoral project, this paper
represents a preliminary academic study rather than the beginning of that investigation.
The postdoctoral project itself 1s primarily aimed at developing design competences
among students — cultivating skills that can later be transferred to the industrial sec-
tor through professional practice. Consequently, while the direct focus is academic,
the strategic implications extend to the industrial ecosystem, as future professionals
trained within this framework will carry these advanced capabilities into the industry,
fostering innovation and collaboration.

This study addresses the central question: Did early electrification initiatives in the
Portuguese automotive industry aim to position Portugal as a hub for the development
of niche SEVs and strengthen local suppliers’ capabilities in product design, engineer-
ing, and R&D? By examining this question, this research explores how early projects
sought to overcome systemic barriers within the Portuguese supply network—such as
limited firm scale, weak R&D capacity, and insufficient integration into international
value chains—while promoting technological and organizational transformation.
The P3 Project, developed in partnership with Pininfarina, serves as a key case study.
Conceived as a modular, city-focused electric vehicle, it represented one of the first
comprehensive efforts to embed design and engineering capabilities within Portugal’s
automotive ecosystem. Despite its premature termination, P3 established the ground-
work for subsequent initiatives, particularly through CEIIA’s continuing contributions
to the design and engineering of electric mobility solutions.

Methodologically, this research combines historical analysis and case study approaches
to trace the evolution and impact of these pioneering projects. Through this analytical
framework, the paper highlights how early electrification efforts—though limited in
duration—played a formative role in building the technological and design foundations
necessary for Portugal’s contemporary engagement with electric vehicle innovation.
Ultimately, this study argues that the early 21st century marked the beginning of
Portugal’s transition from a peripheral manufacturing base to an emerging actor in
the European eclectric mobility landscape. The legacy of these initiatives continues
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to influence both academic formation and industrial practice, aligning educational
objectives with national strategies for sustainable innovation capabilities.

2. DESIGN AS STRATEGIC CAPABILITY

In this study, design is understood not only as a styling or engineering support func-
tion, but as a strategic discipline structuring product innovation, capability develop-
ment and cultural transformation. In countries with a weak industrial design matrix,
such as Portugal, early EV initiatives represent critical moments in the emergence
of design culture and professional practice.

3. HISTORICAL OVERVIEW

At the dawn of the new millennium, the internal and external reconfigurations of the
international automotive industry network created a situation where many Portuguese
suppliers found themselves stuck in what is known as a lock-in position (Camacho,
2001a).

The disconnect between market dynamics (inherent to industry restructuring) and
company evolution revealed a systematic failure. The primary characteristics ob-
served among Portuguese automotive suppliers in the early 2000s (which resulted
in this failure) can be identified. (1) The limited scale of enterprises, insufficient
product development and engineering activities (and the necessary organizational
environment for expanding innovation processes), (2) inadequate R&D operations
(along with disconnection from technological infrastructure and academic institu-
tions), (3) internationalization and investment efforts not supported by advancement
in strategic value chain areas, (4) inadequate corporate networking, (5) insufficient
appropriately qualified personnel, a requirement that, (considering the existing local
market) proved unsuitable for the industry standards demanded in the new millen-
nium (Camacho, 2001a).

The systemic challenges faced by Portuguese suppliers, mirror those identified in
recent studies on the conceptual design of new urban delivery vehicles (Hermann et
al., 2023), which emphasize the need for integrated, flexible engineering practices to
respond to shifting mobility demands.

As mentioned, these systemic failure indicators created a lock-in effect regarding
the business advancement of Portuguese automotive suppliers. Consequently, there
emerged a necessity to operate in upstream sections of the value chain (product
development, engineering and R&D). However, developing these activities was only
feasible under specific conditions determined by the size and clustering of these
companies. Since the absence of crucial resources generates negative effects across
upstream and downstream networks within the interdependent company system, the
need for transformation to alleviate the described market constraint became evident
(Camacho, 2001a).

The implementation of strategies promoting internationalization among Portuguese
automotive industry suppliers significantly influenced the initial years of the century.
The P3 Project, CEIIA (Centre for Excellence and Innovation in the Automotive
Industry), CEDP (Product Engineering and Development Centre), and the INAUTO
(Intelligence and Innovation for Automotive Industry Development) project represented
efforts to enhance capabilities in product design, engineering and R&D.
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Fig. 1 - P3: Preliminary Sketch
of Styling

Note. Source: Adapted from
(Barufaldi, 1999, p. 17)

4. THE P3 PROJECT

The P3 project formed part of a comprehensive strategy aiming to enhance capabili-
ties in product design, engineering and R&D activities among Portuguese small-scale
automotive industry suppliers.

The P3 Project originated from Pininfarina’s Metrocubo concept vehicle. This com-
pact urban car debuted as a concept at the Frankfurt Show in September 1999. Ac-
cording to Lorenzo Ramaciotti, general manager of Pininfarina’s R&D operations,
“The dream of fitting a lot of people into a small space has been pursued since the
‘prehistory’ of automotive design. Think of Dante Giacosa’s Fiat 500 or Alec Issigoni’s
Mini” (Barufaldi, 1999, p. 16).

The foundation for developing this concept was Michelin’s creation of its run-flat
system (RIFS) — the PAX System tires, which eliminated the need for space to ac-
commodate a spare wheel, thereby freeing the entire floor area for alternative uses.

Since Michelin’s PAX System tires were more compact than conventional types, de-
signers could implement smaller wheel arches, facilitating vehicle entry and exit. This
provided passengers with an additional 22% legroom. This design feature enabled
the accommodation of three front seats. At the rear, also utilizing the possibilities
offered by Michelin’s Pax System tires, the P3 leveraged the additional space within
the wheel to house suspension mounting points, minimizing the transverse dimensions
of the rear suspension assembly. Furthermore, this approach allowed for a lower rear
floor, thus enabling the design of a third rear passenger door.
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Fig. 2 - P3: A CAS Render
Note. Source: Adapted from
(Barufaldi, 1999, p. 18)

As Pininfarina’s Metrocubo concept was a fully electric model, the floor structure employed
extruded aluminum to accommodate the batteries. According to Lorenzo Ramaciotti,
“The floor plan is about 20 cm deep and made of extra-thick extruded sections, so that
the side members become bearing structures rounded off by the upper part of the body
frame which supports the body-work panels and makes its own, albeit minor contribution
to the rigidity of the floorplan” (Barufaldi, 1999, p. 17).

These mechanical design elements complemented the interior’s modularity. In addition
to the three front seats, two more could be positioned against the side walls facing inward.
Alternatively, this space could serve various functions, such as a Sports Utility Vehicle
(transporting sports equipment), a Professional Vehicle (carrying toolboxes or related
materials), or for postal and logistics services (ideal for last-mile deliveries where fuel ef-
ficiency and space optimization are critical).

Fig. 3 - P3: Fully Functional
Prototype

Note. Source: Adapted from
(Barufaldi, 1999, p. 22)
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Fig. 4 - P3: Interior Trim
Dashboard detail

Note. Source: Adapted from
(Barufaldi, 1999, p. 23)

As Lorenzo Ramaciotti explains (as cited in Barufaldi, 1999, p. 18), “We designed the
interior as an empty cube, in order to emphasize the spacious, modular character of
the cabin (...) you can move all the seats so that nothing remains except the seat slides
on the flat floor and a facia that we have made as simple as possible because we didn’t
want to use complicated shapes interfering with the possible uses of the interior”.

Metrocubo’s modularity was achieved through innovative seating. The completely fold-
able and sliding seats featured a straightforward deckchair-style aluminum framework
covered with specialized plastic fiber with a soft underside, incorporating supportive
cushions filled with specialized gel positioned at the seat’s lower-back level. Addi-
tionally, this padding absorbed and distributed pressure, ensuring proper passenger

posture and enhancing comfort (Barufaldi, 1999).

In May 2001, the Portuguese authorities and the Pininfarina group signed a contract to
develop a new vehicle concept. This initiative aimed to create an innovative, flexible,
modular hybrid powertrain and platform designed to target various market niches
(Gamacho, 2001b). The P3 project was divided into three stages: study and planning,
engineering and development, and industrialization (Selada, 2002).

The multidisciplinary project team, coordinated by Pininfarina Studi e Ricerche S.p.a,
initially involved collaboration with academic institutions including Massachusetts
Institute of Technology (MI'T, USA), Pennsylvania State University (PSU, USA),
Instituto Superior Técnico (IST, Portugal), and INTELI — Intelligence in Innovation
(Portugal). The team’s primary objective was to establish an integrated knowledge
foundation covering areas such as spaceframes and flexible platform design, approaches
to systemic urban challenges and innovative vehicle concepts, as well as environmental
performance and regulatory considerations (Camacho, 2001b).
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Fig. 5 - P3: Modular Seat
Concept and Sliding Seats
Note. Source: Adapted from
(Barufaldi, 1999, p. 23)

In a pioneering initiative, engineering firms and domestic suppliers, supported by the

Portuguese government, joined forces to usher in a new era for Portugal’s automotive
sector. This collaboration substantially increased their participation in automotive
product design, development, and engineering processes (Gamacho, 2001b).

During the restructuring period, Portuguese suppliers struggled to compete with ma-
jor European automotive suppliers due to their restricted size, limited technological
capabilities, and insufficient supportive local networking environments. However,
the AutoEuropa initiative enabled them to become competitive and attract diverse
customers in both domestic and international markets. While Portuguese enterprises
have successfully integrated into global supply networks, their position remains some-
what intermediate. The P3 Project constituted part of a broader, coordinated effort
that included establishing institutional platforms to support commercial and R&D
initiatives involving both Portuguese and multinational companies (Camacho, 2001b).

5. THE CEIIA AND CEPD PROJECTS

CEIIA was established in December 1999 with the objective of enhancing the com-
petitiveness of Portugal’s automotive sector by supporting companies’ development
of technical skills and strategic capabilities, establishing organizational, technological,
and financial synergies enabling them to secure and maintain competitive advantages,
thereby ensuring improved positioning in global markets. CEIIA’s foundation involved
a partnership with Pininfarina for the P3 project’s development (CEDP, 2004).

In December 2002, CEDP was established to provide the Portuguese automotive and
aeronautical clusters with advanced technological capabilities in product development
and innovation, aligned with global market trends, coordinated with a network of
technological consortia, employing collaborative methodologies to foster new expertise
in product engineering and design within companies (CEDP, 2004).
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The establishment of CEIIA and CEDP formed part of a broader strategy to enhance
Portugal’s attractiveness for foreign direct investment by improving technological
standards. These centers began operations before the P3 project’s launch, though their
principal aim was to fully support P3’s second phase: development and engineering;

The establishment of CEIIA and CEDP formed part of a broader strategy to enhance
Portugal’s attractiveness for foreign direct investment by improving technological
standards. These centers began operations before the P3 project’s launch, though their
principal aim was to fully support P3’s second phase: development and engineering.

Following the P3 project’s abrupt termination, GEIIA and CEDP merged and redirected
their focus toward supporting comprehensive product development, from conceptu-
alization and design through pre-production. Their project portfolio encompasses
collaborations with OEMs, Tier 1 companies, Portuguese automotive suppliers, and
various acronautical clients.

6. THE INAUTO PROJECT

Around 2000, CEIIA and Portuguese authorities, through the Innovation Intelligence
Center (INTELI), initiated a new undertaking — the INAUTO project. This initiative
aimed to boost Portuguese automotive industry competitiveness by supporting com-
panies’ development of technical skills and strategic capabilities, fostering organiza-
tional, technological, and financial synergies enabling them to secure and maintain
competitive advantages for improved international market positioning.

e The INAUTO project was structured around four domains:

* Technological advancement and management practice optimization.
¢ Human resource development.

e Technology and innovation management.

* National industry promotion.

Among INAUTO’s activities was the “Systemic Characterization of Product Develop-
ment Processes in the Automotive Industry,” an initiative within the project’s third
intervention axis aimed at creating a framework for strategy formulation, featuring
quality information and forward-looking analysis that is usable by any company or
group to define specific strategies, particularly regarding product development.
The INAUTO project endeavored to establish a genuine automotive industry cluster
in Portugal, stimulating growth in technological sector skills and capabilities. Unfor-
tunately, due to insufficient national institutional support, the INAUTO project was
discontinued in 2003.

7. CONCLUSIONS

The main goal of the P3 project was positioning Portugal as an ideal location for the
development of complete automotive programs (design and production) for niche
vehicles and small series, creating a necessary work frame for the direct integration
of national companies along the entire value chain, thus promoting a new stage of
development for the Portuguese suppliers, strongly empowered by the engineering,
product development and R&D capabilities as well as fostering the growth of these
companies (Selada, 2002).

These findings resonate with the current global trend toward modular and design-
driven approaches to urban electric mobility (Frizziero et al., 2023; Srinivasan &
Khare, 2022), demonstrating that the early Portuguese initiatives anticipated several
of the design principles now central to contemporary electric vehicle innovation.
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Unfortunately, due to insufficient national institutional backing, the P3 project was
terminated. Nevertheless, it established foundations for CEIIA current operations
center.

The P3 project, given its design characteristics, was conceived as a genuine urban
electric vehicle. This represented an initial opportunity to develop local product design
and engineering design capabilities focused on small electric city cars.

The P3 project’s unexpected conclusion did not end this endeavor. Subsequently, the
CEIIA project has become a Portuguese reference for sustainable mobility design,
product development, and innovation capabilities. Since then, CEIIA has fully or
partially developed the following vehicles: Vinci GT (2006), Futi (2008), Buddy (2009),
Mobi.car (2010), Be (2014), and Ben (2017).

Did early electrification initiatives in the Portuguese automotive industry aim to
position Portugal as a hub for niche small electric vehicle (SEV) development and
strengthen local suppliers’ capabilities in product design, engineering, and R&D?
The research question should be answered affirmatively, as over the past fifteen years,
CEIIA and other Portuguese enterprises have been developing small electric urban
vehicles. The P3 project truly represented the initial endeavor for this vehicle cat-
egory and consequently the development of product design and engineering design
capabilities in Portugal.

Furthermore, the results discussed in this study highlight the strategic importance of
fostering design capabilities within academic contexts as a means of strengthening
the national mobility innovation ecosystem. By developing advanced skills in product
design among students, higher education institutions contribute to the progressive dif-
fusion of a design-oriented culture in industry. As these professionals enter the labor
market, they carry with them methods, values and creative practices that expand the
capacity of companies to innovate, particularly in sectors undergoing technological
transition such as electric mobility. Therefore, the article contributes primarily to
the field of Industrial Design by evidencing how early EV projects acted as catalysts
for design culture, design education and national capability-building. In this sense,
the impact of the initiatives examined extend beyond their historical and industrial
context, demonstrating how educational and industrial strategies can be mutually
reinforcing in shaping the evolution of design culture in Portugal.
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A MARCA COMEMORATIVA: ANALISE
DO PROCESSO DE DESIGN PARA O
CENTENARIO DA CIDADE DAS CALDAS

DA RAINHA.

Commemorative Brand: An Analysis of the Design Process
Jor the Centenary of Caldas da Rainha City

RESUMO

Desenvolver uma marca comemorativa para
o centenario de uma cidade representa uma
estratégia de comunicagao essencial para
afirmar a sua identidade. Celebrar um sé-
culo de histéria transcende o assinalar de
uma data, pressupoe uma reflexdo sobre a
trajetoria da cidade, a sua comunidade e o
seu patrimoénio. Neste contexto, o design de
marca emerge como uma ferramenta es-
tratégica eficaz, capaz de sintetizar valores,
memorias e aspiragdes futuras, traduzindo-
-os num simbolo visual que gera reconheci-
mento, orgulho e sentimento de pertenca.
O presente artigo, sustentado por um estu-
do de caso, oferece uma reflexao cuidada
e aprofundada sobre o percurso de design
que moldaram a criagao de uma marca co-
memorativa para a cidade das Caldas da
Rainha, com especial enfoque na comemo-
ragao do seu centenario (1927-2027), e na
importancia de valorizar a sua historia e a
sua cultura. Analisa o contributo do design
na criacdo de uma identidade auténtica,
capaz de perdurar além do evento e de for-
talecer a imagem da cidade no imaginario
coletivo. Além disso, procura compreender-
-se o papel do designer enquanto agente es-
tratégico na criacao de identidades visuais
que promovam a valorizagdo e a projecao
da cidade.

Para atingir esses objetivos, e considerando que
o processo de design envolve etapas com-
plexas de investigacdo, planeamento, cria-
¢ao e implementagao, que requerem uma
compreensao profunda do contexto historico,
cultural e social da cidade, foi desenvolvido
um projeto de identidade comemorativa com
estudantes de licenciatura em design. Este
projeto incluiu o registo detalhado de to-

ABSTRACT

Developing a commemorative brand for a city’s
centenary is an essential communication strat-
egy for affirming its identity. Celebrating
a century of history transcends marking a
date; it presupposes reflection on the city’s,
its community’s, and its heritage’s trajec-
tory. In this context, brand design emerges
as an cffective strategic tool, capable of
synthesizing values, memories, and future
aspirations, translating them into a visual
symbol that generates recognition, pride,
and a sense of belonging.

This article, supported by a case study, of-
fers a careful and in-depth reflection on the
design process that shaped the creation of
a commemorative brand for the city of Cal-
das da Rainha, with a special focus on the
celebration of its centenary (1927-2027) and
the importance of valuing its history and cul-
ture. It analyzes the role of design in creat-
ing an authentic identity that lasts beyond the
event and strengthens the city’s image in the
collective imagination. In addition, it seeks to
understand the designer’s role as a strategic
agent in creating visual identities that promote
the city’s appreciation and projection.

To achieve these objectives, and given that
the design process involves complex stages of
research, planning, creation and implemen-
tation—which require a deep understanding
of the city’s historical, cultural and social
context—a commemorative identity project
was developed in collaboration with design
undergraduates. This project included a
detailed record of all stages of development,
from the initial briefing to the final design of
the symbol, logo and visual elements. Data
collection focused on direct observation of
the stages of the creative process and on the
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das as fases do desenvolvimento, desde o analysis of the visual identities produced by
briefing inicial a concegao final do simbolo,  the students.

logotipo e elementos visuais. A recolha de da-

dos centrou-se na observacao direta das eta-

pas do processo criativo e na analise das iden-

tidades visuais produzidas pelos estudantes.

PALAVRAS CHAVE KEYWORDS

City branding, Identidade visual, Marca City branding, Visual identity, Commemo-
comemorativa, Processo de Design. rative brand, Design process.

1. INTRODUCAO

A celebracido de centenarios tem-se afirmado como uma pratica comum em varias cidades
europeias nos dominios do marketing do territério e da marca das cidades. Esta tendéncia
levanta um desafio essencial: como garantir que a identidade visual comemorativa, criada
para estas ocasides, represente de forma genuina e inequivoca a histéria e os valores locais
e perdure no tempo? Num contexto europeu em que diversas cidades tém vindo a investir
na celebracdo de centenarios, surge uma questdo: como garantir que a identidade visual
comemorativa reflete de forma genuina a histéria e os valores locais? A materializacao
simbolica destas efemérides revela uma crescente valorizagdo da memoria urbana como
ativo estratégico, onde a articulacao entre histéria, design, cidadania e politicas publicas
transforma celebracoes em experiéncias marcantes na cidade. O design assume, assim, um
papel crucial na veiculagdo da imagem da cidade, fortalecendo o sentimento de pertenca
e, por consequéncia, o reconhecimento e orgulho dos seus cidadaos (Olins, 2009), contri-
buindo para a construgao e perpetuacao de uma identidade propria.

O facto é que, para que a comemoragao da cidade se destaque efetivamente, marcando
o periodo de celebracdo de uma forma inequivoca e impactante, é fundamental investir
na coeréncia, na consisténcia e na qualidade da sua identidade visual, um processo com-
plexo que envolve multiplos aspetos. Nos Gltimos anos, este conceito que alguns autores
designaram como ‘marca urbana’ consolidou-se como ferramenta essencial para veicular
narrativas visuais das cidades alinhadas com os seus valores. Segundo Aaker (1996), a
consisténcia na identidade visual reforca a confianca e o orgulho, enquanto Kavaratzis e
Ashworth (2005) destacam que a marca funciona como uma assinatura simbolica capaz
de influenciar percecdes e atitudes perante o territorio. As transformagoes sociais e tec-
noldgicas tém promovido marcas cada vez mais dindmicas e adaptaveis, essenciais para a
sustentabilidade e o reconhecimento das cidades, especialmente num cenario de crescente
concorréncia global (Govers & Go, 2009).

Assim, marcos histéricos, como os cinquentenarios ou centenarios, representam oportu-
nidades tnicas de reforgar ou reconfigurar a marca urbana, atuando como plataformas
aglutinadoras de afirmacao identitaria e revitalizacdao do patrimoénio. Essas celebracgdes
valorizam a heranga e projetam uma visao de futuro, refor¢ando o orgulho do cidadao

e atraindo interesse externo (Mendes, 2010). A analise dos elementos visuais dessas efe-
mérides revela como as cidades mobilizam memorias e aspiragdes através do design, cuja
estratégia de branding deve integrar atividades que constroem propostas de valor ao usar a
linguagem visual para moldar percecoes de potencial e desejabilidade (Mozota, 2011).

1.1 Definicao do problema

Partilhamos da perspetiva de Irancisco Providéncia (in Raposo, 2008), ao afirmar que na
sociedade contemporanea o design ultrapassa a estética, assumindo uma funcao estratégica
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na criagao de interfaces culturais e novos paradigmas de vida. Ora, neste contexto as cidades
investem na criacao de logdtipos e identidades visuais que sintetizam as suas caracteristicas
culturais, utilizando cores, simbolos e elementos que promovem o reconhecimento e a dife-
rencia¢ao num cenario competitivo entre diferentes territérios (Wang & Han, 2024).
Contudo, o principal desafio na concecao de identidades visuais de cidades esta em ga-
rantir a representacdo auténtica do seu percurso histdrico, cultural e social. Esse desafio é
ainda maior em eventos comemorativos, cujo principal objetivo ¢ atrair visitantes, reforgar
o sentimento de pertenca dos seus naturais ¢ aumentar, assim, o reconhecimento publico
de um determinado local, ou localidade, afirmando a sua identidade. A construgdo destas
representacoes baseia-se, muitas vezes, numa conexao restrita aos aspetos formais ou ideo-
logicos do territdrio, facto o que pode comprometer o processo de design e a eficacia da
mensagem, ou mesmo fragilizar o verdadeiro significado da comemoragao.

O problema central reside, assim, em equilibrar a transitoriedade do evento com a criacao
de uma imagem visual auténtica, que represente a cidade e possa gerar um impacto emo-
cional positivo. Apesar de temporaria, a identidade visual comemorativa deve funcionar
como catalisador do dinamismo da cidade refor¢ando o seu reconhecimento como marca
distintiva. Mais do que uma mera representacao simbolica, o desafio ¢ desenvolver uma
comunicacdo visual que, apesar do seu curto periodo de vida, possa tornar-se uma marca
duradoura, fortalecendo a reputagao da cidade, o seu turismo e economia. A eficicia aqui,
estd, ndo s6, na qualidade estética, mas também na capacidade de agregar valor.

Para efeitos deste estudo, adota-se o conceito de “cidade” de forma mais alargada, englo-
bando a estrutura administrativa de qualquer localidade, seja ela cidade, vila ou aldeia
histérica, simplificando o enfoque para a criacao de uma identidade visual que represente
estas comunidades.

Esta investigacdo pretende explorar, a partir de um caso de estudo, a adequacao e percegao
da identidade visual do centenario da cidade das Caldas da Rainha, partindo da hipotese
de que as possiveis solucoes visuais da marca refletem, de forma genuina e original, a he-
ranca cultural, histérica e social desta cidade. O estudo foca-se no modo como o processo
de design contribui para o resultado de uma marca comemorativa auténtica e reconheci-
vel, reforcando a importancia do pensamento critico e da tomada de decisoes ajustadas.
Essa experiéncia, desenvolvida em contexto de ensino do design, prepara os estudantes
para desafios profissionais, onde o valor simbolico e emocional da marca e da cidade estdo
interligados.

Daqui resultam as seguintes questoes de investiga¢ao:

e Qualis os fatores determinantes na escolha dos elementos visuais da marca come-

morativa?

¢ De que modo o processo criativo evidencia a identidade e os valores culturais da
cidade?

e Quais os principais desafios no processo de design da marca comemorativa desta
cidade?

Considera-se, portanto, que os processos colaborativos e reflexivos no processo design fa-
vorecem a sua concepgao e materializacdo. A colaboragao entre estudantes e a reflexdo
critica sobre fatores culturais, historicos e sociais fortaleceram a ligagdo emocional ao ter-
ritério, resultando em marcas capazes de resistir ao tempo e as tendéncias. Ao incorporar
elementos da identidade cultural da cidade, as propostas graficas refletem com maior au-
tenticidade a sua singularidade, promovendo uma ligagao social e emocional mais forte, o
que contribui para o potencial de sucesso de uma marca que se pretende distinta e conec-
tada com a identidade territorial.
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2. AIDENTIDADE VISUAL DA CIDADE

A cidade e os seus habitantes constroem constantemente, de forma coletiva, a personalida-
de de um espaco (Pilay & Neves, 2020). Tratando-se de uma construgdo social e simbdlica,
que evolul com o tempo, a identidade da cidade, pode ser entendida como a expressao
singular de uma cidade, construida a partir de diferentes aspetos: a relagao entre os seus
habitantes, o espago fisico, a memoéria coletiva ou as praticas culturais. Neste sentido, a
identidade visual desempenha um papel crucial, atuando como um reflexo intencional de
todos estes aspetos e valores.

A identidade visual da cidade pode, portanto, ser compreendida por varias dimensdes in-
terligadas, como a espacial e morfologica, que envolve a arquitetura, a paisagem, a malha
urbana e os monumentos; a histérica e simboélica, relacionada com a historia da sua fun-
dacdo, as datas comemorativas e o patrimoénio; a social e cultural, que abrange os habitos
locais, a lingua, a diversidade étnica e os rituais da comunidade que a vive; mas também
a representativa, que diz respeito a imagem que a cidade projeta através dos media, do
turismo e da sua comunicagao visual (Lynch, 1960). As manifestacoes graficas ganham forca
como veiculo de transmissao de mensagens em todos os locais da cidade onde estdo pre-
sentes e podemos observa-las como fazendo parte do cotidiano visual da cidade e que, em
conjunto, compoem o seu patrimoénio grafico (Pilay & Neves, 2020).

Olins (2009) e Aaker (1996) analisam o branding ¢ a identidade visual da cidade, mas nao
abordam especificamente as particularidades de eventos comemorativos, que possuem, por
um lado, um carater efémero e, por outro, um forte apelo a memoria coletiva, memoria
essa que, segundo Pilay & Neves (2020), é veiculada pelo trabalho do designer ao apro-
ximar a cidade dos seus habitantes, tornando visivel aquilo que passa despercebido no
cenario grafico urbano.

Esta abordagem alinha-se com uma tendéncia mais ampla no desenvolvimento urbano.
Sao muitos os exemplos de cidades que tém desenvolvido estratégias de branding tendo
como foco a autenticidade, o patrimoénio e a inovagao, promovendo estratégias que refor-
¢am a sua identidade ajudando-as a consolidar-se como destinos atrativos no panorama
nacional e internacional.

A nivel nacional podem destacar-se como exemplos deste género de agoes, as cidades de
Lisboa e Porto. Lisboa tem investido na valorizac¢ao da sua cultura e histéria, consolidando
uma identidade que combina o antigo e o contemporaneo na promog¢ao de uma marca
que ¢ reforcada por campanhas internacionais, eventos culturais, festivais de musica e
iniciativas que promovem a cidade como um dos destinos turisticos mais vibrantes, criati-
vos ¢ cosmopolitas da Europa. Nesse sentido, a marca visual da cidade materializa-se na
referéncia simbélica a nau dos corvos — evocagao direta do mito de Sao Vicente — que re-
forca a ligacao entre o scu imaginario histérico e a sua identidade contemporanea (Fig. 1).
O Porto desenvolveu uma estratégia semelhante. A ideia de uma cidade focada na sua
herancga atlantica, na sua arquitetura unica e na forte identidade ligada a cultura, a ar-
quitetura, ao vinho do Porto, a0 mar e ao rio, ao futebol e a gastronomia que conseguiu
afirmar a cidade no panorama europeu através da sua identidade visual e recorrendo
a0 clatm mais pequeno possivel — Porto (ponto) (Fig. 1). A identidade visual da cidade do
Porto foi, alias, vencedora de prémios de renome internacional, como o European Design
Awards em 2015, o D&DA design ou o Graphis em Nova lorque. Desde entdo, o seu estilo
de grafismo tem vindo a ser adotado por outras cidades pela sua simplicidade tipografica
e utilizacao de iconografia representativa da cidade, ao invés das identidades monoliticas
mais convencionais (Casais & Monteiro, 2019).

Outras importantes cidades da Europa, como Barcelona, Copenhaga e Berlim, embora
distintas, refletem através do seu branding os valores centrais que cada cidade procura pro-
jetar. Como refere Dinnie (2010), estas marcas, apesar das suas abordagens diferenciadas,
contém mensagens e historias que descrevem e retratam as singularidades de cada cidade,
mas também fornecem estruturas para as compreender. Barcelona, com énfase na inovagao,
utiliza a tipografia para comunicar o seu dinamismo; Copenhaga, por sua vez, destaca a
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diversidade cultural através de uma paleta de cores vibrante e formas organicas; Berlim,
focada na sustentabilidade, utiliza elementos visuais associados a natureza e eficiéncia para
evocar responsabilidade ambiental.

&
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E evidente que a enorme valorizacio do patriménio, aliada a estas campanhas de comu-
nicacdo modernas, contribui para a atracdo de turistas e investidores, além de reforgar
o sentimento de orgulho e pertenca aos lugares (Nunes & Silva, 2020). Os logotipos das
cidades funcionam assim como uma sintese dos valores e simbolos que constituem a
sua identidade, sendo frequentemente o primeiro ponto de reconhecimento tanto, para
o0s visitantes como para os residentes (Ferrari, 2019), identidades que desempenham um
papel crucial na promogao da imagem da cidade, mas também do seu crescimento eco-
némico (Zeng et al., 2024).

Outros fatores relevantes, sdo a qualidade do grafismo e a sua adequacio aos objectivos
estabelecidos. Um design de alta qualidade reflete a importancia do evento, o profissiona-
lismo da marca e a adequagao a cidade, aos habitantes e visitantes (Zaichkowsky, 2010).
Para Kerr (2006), uma arquitetura de marca bem estruturada contribui para apresentar
uma identidade coesa ao publico, garantindo que todos os elementos do local funcionam
em harmonia e de forma eficaz. Ja segundo Oswal et al. (2013), existem varios elementos-
-chave que determinam o sucesso de um logotipo eficaz. Ha um consenso generalizado
de que um bom logotipo deve ser simples, facilmente reconhecivel e memoravel, permi-
tindo uma rapida identificacdo da marca ou tema. Deve ainda, ser versatil e adaptavel
a diferentes suportes, formatos e meios de comunicagao, preservando a sua integridade
em todas as aplicacées.

Desde sempre, o ser humano tem sentido uma necessidade profunda e recorrente de afir-
mar coletivamente a sua identidade, utilizando marcas, simbolos ou sinais distintivos que
funcionam como elementos de reconhecimento e memoria coletiva. A necessidade de re-
gisto parece ter sido até uma das primeiras manifestacoes humanas (Raposo, 2008). Estas
expressoes indicam o desejo de registar a autoria de ag¢oes ou criagdes, de identificagao e
reconhecimento, funcionando também como meméria grafica e visual associada a deter-
minado acontecimento, tempo ou espago.

No contexto contemporaneo, essa necessidade ganha uma forma estruturada e estratégica
através da identidade visual, que constitui a componente mais visivel e tangivel do branding.
Esta engloba os elementos graficos que representam uma marca ou territorio, tornando-se
essencial para a construgao e comunicagao da identidade de uma cidade. Em particular,
a identidade comemorativa assume um papel central nas estratégias de branding urbano,
permitindo que as cidades se destaquem ao valorizar os seus atributos culturais e historicos
unicos (Wang & Han, 2024).

Fig. 1 - Logotipos de Lishoa
e Porto. Fonte: https://www.
lisboa.pt/ e https://www.cm-
porto.pt/municipio.
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Turner (2006) reforca esta ideia ao afirmar que a comemoragao agrega todas as mani-
festacoes por meio das quais um coletivo recorda o seu passado. Criada para celebrar,
homenagear ou assinalar eventos, datas ou figuras especiais, a marca comemorativa incor-
pora elementos simbdlicos, cores, tipografia e imagens que potenciam o seu significado
cultural e social.

As identidades visuais especialmente criadas para comemoragoes, como aniversarios, fes-
tivais culturais ou eventos historicos locais, tornaram-se ferramentas essenciais para for-
talecer a identidade das cidades, impulsionar o turismo e fomentar o envolvimento das
comunidades. Elas refletem a memoria cultural da cidade, celebrando eventos, figuras e
tradi¢gdes que moldam a sua narrativa urbana.

Um logotipo bem concebido encapsula a esséncia de uma cidade, actuando como uma
representacdo visual que deve comunicar os seus valores e a sua historia de forma eficaz.
Para que isso acontega, ¢ necessario que os elementos visuais escolhidos e as suas aplica-
¢Oes criem uma conexao com a memoria coletiva ajudando a gerar um evento coeso e que
seja valorizado.

Numa perspetiva integradora e de conceituagao consensual, podemos afirmar que a iden-
tidade comemorativa refere-se, portanto, ao desenvolvimento de marcas visuais especifi-
cas para determinadas datas, eventos ou efemérides de especial importancia para a cidade,
como aniversarios, festivais ou momentos historicos. E que, apesar do seu ciclo de vida ser
frequentemente efémero, as marcas comemorativas tém uma maior componente simbo-
lica, devendo traduzir valores, memérias e o patriménio do territorio ao mesmo tempo que
criam uma ligagdo emocional com a comunidade, fatores que geram as chamadas de expe-
riéncias de marca (Olins, 2009).

Aidentidade grafica materializa-se, entdo, num sistema visual coerente, que inclui elementos
como o logétipo, a paleta cromatica, a tipografia, os padroes graficos, os suportes e os des-
dobramentos digitais e fisicos da marca, a identidade visual tem como objetivo primordial
gerar uma coeréncia estética que facilite o reconhecimento e a memorizacao. Segundo Brin-
ghurst (2004) e Lupton (2010), estes elementos veiculam esta coeréncia ajudando a refletir a
personalidade e os valores da marca, permitindo que a comunicagao se faz de forma eficaz
em diferentes suportes e contextos.

De acordo com Wheeler (2017), para garantir qualidade e funcionalidade na construgdo
de identidades visuais, deve priorizar-se a clareza dos elementos graficos e a consisténcia
na aplicagao dos principios de design ao longo de todos os materiais da marca asseguran-
do que a identidade permaneca reconhecivel e relevante aos olhos do puablico-alvo. Olins
(2009), afirma que esta coeréncia visual é essencial para o fortalecimento da marca, visto
que permite consolidar sua presenca e seus valores, facilitando tanto a memorizagio quan-
to o impacto emocional.

3. ELEMENTOS VISUAIS DA MARCA COMEMORATIVA

O desenvolvimento de uma marca comemorativa exige um processo de design estratégico e
multidimensional cujo objetivo central € sintetizar a identidade visual da cidade por meio
de signos reconheciveis e representativos. Conceber uma marca desta natureza requer um
entendimento profundo das dindmicas historicas, culturais e simbdlicas da cidade, para tor-
na-la um veiculo de legado e pertenca, em que cada decisdo formal reforca estes objetivos.
Torna-se oportuno compreender melhor o processo de design, ajustado a esta multi-
dimensionalidade. Diversos autores apresentaram contributos que ajudaram a definir
de forma mais abrangente o que ¢, e como funciona o processo de design, com o pro-
posito de unificar a sua constitui¢ado como uma sequéncia de atividades bem definidas,
que se desdobram numa ordem previsivel e coerente. Apesar desta logica sequencial,
o ato de projetar é um fenémeno demasiado complexo para ser descrito por um dia-
grama simples (Lawson, 2005), no entanto, exige uma abordagem metodolégica rigo-
rosa, sustentada na investigagao e analise critica dos potenciais elementos visuais que
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permitem reunir um vocabulario grafico que expressa com clareza a singularidade da
cidade (Lupton, 2010).

Nao seguindo uma trajetéria linear e simples, mas um conjunto de etapas ou fases (N6el,
2018), identifica-se no processo de design um fio condutor comum, reconhecendo que des-
de o inicio do processo, até a entrega da proposta final, o percurso de desenvolvimento dos
projetos envolve diversos momentos particularmente centrados na agao e reflexao. Deste
modo, ao longo do processo é fundamental assegurar a coeréncia formal e simbolica da
identidade visual, garantindo que elementos visuais que a constituem, como a iconografia,
a cor e a tipografia, operam em plena sinergia.

3.1. A escolha de Simbolos e Iconografia

Compreender e promover os aspetos culturais e historicos tinicos de um local pode melhorar
significativamente a representatividade da marca, pois uma identidade cultural forte diferencia
o local e cria uma ligacdo emocional mais profunda com o seu publico (Kerr, 2006).

Como refletido por Lynch (1960) e Rossi (1982), a cidade ¢ revestida de referéncias onde
passado e presente se entrelacam, resultando numa multiplicidade de cores, formas, mate-
riais e significados. Nesse contexto, a procura de uma linguagem visual unificadora parte
do reconhecimento desta complexidade urbana.

O patrimoénio arquitetonico e a malha urbana assumem, assim, um papel central, nao s6
como vestigio historico, mas também como marca visual distintiva. Os edificios mais ico-
nicos da cidade, sejam eles religiosos, civis ou industriais, tornam-se elementos identitarios
reconheciveis e carregados de valor simbdlico. Também os espagos naturais e a biodiver-
sidade contribuem para uma outra dimensao de leitura do territorio.

As referéncias culturais e técnicas artesanais tradicionais, como a azulejaria, os téxteis ou
os padroes da calcada portuguesa, oferecem um repertério visual riquissimo, fortalecendo
a ligagdo a memoria coletiva e enriquecendo o imaginario visual da cidade.

A atribui¢@o de um significado cultural, através da incorporagao de elementos com resso-
nancia simbolica, amplia a eficacia do logotipo. Além disso, os designers inspiram-se, cada
vez mais, na cultura popular como forma de resgatar origens simbolicas presentes nas iden-
tidades de grupos, cidades ou regides (Finizola, 2010).

Logotipos considerados bem-sucedidos, incorporam elementos para transmitir significa-
dos e ligagdes mais profundas ao patrimoénio da cidade (Zeng et al., 2024), cumprindo os
objetivos do design de marca comemorativa e sintetizando a sua identidade numa unidade
visual Unica.

3.2. O papel da cor

Para além da utilizacdo de simbolismo e icones representativos, a paleta de cores desem-
penha um papel estratégico e indispensavel na definicao e robustez da identidade visual,
contribuindo para a sua coeréncia e reconhecimento pelo que se constitui como um dos
recursos mais importantes para transmitir significados (Acaso, 2016).

De acordo com Wheeler (2017), o cérebro reconhece e recorda primeiro as formas e, em
seguida, as cores. No entanto, ao desenvolver uma identidade grafica, talvez o mais impor-
tante sobre o entendimento da cor seja compreender qual ¢ o momento mais apropriado
para ser usada e como funcionara a paleta cromatica definida.

A cor possui uma qualidade emocional imediata, sendo frequentemente usada para evocar
sentimentos e exprimir a personalidade da marca e ¢ devido a essa for¢a expressiva, que muitas
vezes o designer se sente tentado a comegar o processo de criagao ja com uma cor especifica
em mente. Para evitar cair nessa armadilha, recomenda-se que o desenho da marca seja ini-
cialmente desenvolvido apenas a uma cor, permitindo uma analise mais objetiva da estrutura
da marca e das relagdes formais entre os seus elementos (Wheeler, 2017).

Ainda assim, ao longo do processo, as pesquisas visuais ¢ contextuais podem influenciar as
escolhas cromaticas futuras. Como muitas identidades graficas enfrentam limita¢oes quan-
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to ao uso de cor, dependendo dos suportes e aplicagoes, é essencial que a marca funcione
bem em diferentes paletas e contextos.

Quando o desenho da marca esta ja consolidado, é entdo o momento apropriado para ex-
plorar a dimensao da cor. O processo deve comecar pelas dimensoes fundamentais da cor
— matiz, saturagao e brilho —, realizando ensaios com base no diagrama/circulo, croma-
tico. F igualmente fundamental considerar o contexto de aplicacio da marca, assegurando
a maxima legibilidade e contraste da cor (Budelmann et al., 2010).

Uma escolha cromatica inadequada, desalinhada com os objetivos da marca ou com os
comportamentos sobre os suportes em que serd aplicada, pode comprometer irreversivel-
mente a eficacia e a qualidade da identidade grafica desenvolvida.

3.3. Aimportancia da tipografia

Outro dos pilares da identidade visual urbana ¢ a tipografia, que contribui para uma ima-
gem coesa e reconhecivel, adaptada aos valores e a histéria da cidade. Segundo Lupton
(2010), a escolha adequada da tipografia nao s6 melhora a legibilidade, como também forta-
lece a ligacdao emocional com o publico, tornando a marca mais memoravel.

Para Wheeler (2017), os melhores logotipos resultam de uma exploragao tipografica bas-
tante cuidadosa. As formas das letras podem ser redesenhadas, modificadas e manipuladas
para expressar a personalidade e o posicionamento da marca, sendo parte significativa da
sua identidade. Essa abordagem influencia a percegao e contribui para a diferencia¢ao no
mercado (Bringhurst, 2004; Murray, 2019).

A escolha tipografica pode também transmitir tragos histéricos, culturais e emocionais da
cidade. Uma tipografia exclusiva e bem aplicada facilita o reconhecimento imediato da
marca urbana, tornando-a identificavel tanto para habitantes quanto para visitantes. O uso
consistente dessa tipografia em todos os materiais institucionais e promocionais fortalece a
identifica¢do, reconhecimento e a coesdo da identidade visual.

Desempenhando um papel central na construgao e consolidacdo da identidade visual co-
memorativa, a tipografia torna-se uma componente estratégica no design de comunica-
¢ao, bem como na identificacao e reconhecimento da marca comemorativa — fortemente
identificavel pela associacdo de letras e elementos numéricos.

Para garantir a longevidade da identidade visual, ¢ recomendavel a sele¢do de fontes neu-
tras, classicas e intemporais. Isso evita que a marca se torne obsoleta ou vinculada a ciclos
politicos ou modas passageiras. Uma escolha consciente assegura que a identidade se man-
tenha relevante ao longo do tempo e em diferentes contextos (Lupton, 2010).

Além disso, desempenhando um papel central na consolidacao da identidade visual come-
morativa, a tipografia deve ser suficientemente versatil para se adaptar a maltiplos supor-
tes — fisicos e digitais — sem comprometer a sua estrutura, for¢a ou legibilidade. Embora
a criatividade tipografica seja essencial na construcao de um logotipo forte, é crucial, neste
contexto, evitar assinaturas excessivamente complexas, que podem comprometer a sua efi-
cacia. O equilibrio entre criatividade, funcionalidade e clareza ¢ vital para garantir que a
marca cumpra o seu papel na comunicacao das comemoracoes da cidade.

4. METODOLOGIA

A metodologia adotada neste estudo foi estruturada em trés fases principais:

Na primeira fase, foi realizada uma revisao de literatura, que permitiu fundamentar teo-
ricamente o tema central. Foram explorados conceitos relacionados com a identidade da
cidade, a marca e a identidade visual comemorativa, bem como as dinamicas do seu pro-
cesso de design. Esta andlise forneceu uma compreensao mais aprofundada do contexto
teorico servindo de base para as etapas seguintes.

A segunda fase consistiu no desenvolvimento de um projeto pratico com uma amostra cons-
tituida por um conjunto de 30 estudantes de um curso superior de Design Grafico, com
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idades compreendidas entre os 19 e os 48 anos, no ambito da unidade curricular de Projeto
de Design. Os estudantes receberam formacao especifica sobre o tema e foram orientados
para criar, individualmente, uma identidade visual comemorativa dos 100 anos de elevacao
a cidade das Caldas da Rainha, registando o seu processo de design ao longo de quatro se-
manas. Este exercicio possibilitou a observacio e analise critica da evolugao das solugoes vi-
suais produzidas, além de permitir compreender a relacao entre as percecoes dos estudantes
e os conceitos de identidade urbana em contextos comemorativos (Denzin & Lincoln, 2011).
Na terceira fase, foi realizada uma analise dos processos e resultados, com base numa abor-
dagem de visual research (Muratovski, 2016). Esta etapa envolveu a analise ¢ interpretacdo
das representagdes visuais apresentadas, considerando os aspetos semio6ticos e simbolicos das
identidades desenvolvidas, mas também a compreensao do processo de design subjacente.

A etapa subsequente, centrou-se na analise dos elementos visuais recorrentes nas propostas
apresentadas pelos estudantes: simbolos, cores, tipografias e outros elementos graficos utili-
zados nas identidades visuais desenvolvidas. O objetivo desta analise fo1 identificar padrdes
e tendéncias nas escolhas dos estudantes, bem como compreender como esses elementos
visuais se relacionam com a identidade da cidade e o imaginario coletivo profundamente
associado a celebracao do centenario. Esta analise envolveu cinco dimensdes principais:

Representacdo do patrimoénio histérico e cultural da cidade;
Originalidade e inovagao na utilizagao dos elementos visuais;
Coeréncia e harmonia entre os diferentes elementos visuais da marca;
Potencial de comunicagao e impacto da mensagem global;

Adequacio da identidade visual ao contexto da comemoracao e cidade.

O o=

5. DESENVOLVIMENTO

Reduzir uma ideia complexa a sua esséncia visual requer um conjunto de competéncias
sustentadas por concentragao, paciéncia, desapego e uma enorme disciplina, pois, segun-
do Wheeler (2017), o designer pode examinar centenas de ideias antes de se concentrar
numa escolha final, ao longo de um processo subjetivo, mas sistematico, de modulagao entre
pensamento convergente e pensamento divergente. A construcao da identidade visual co-
memorativa para um centenario requer uma estrutura que considere, de forma integrada,
tanto os elementos visuais que vao ser utilizados quanto o contexto sociocultural e histori-
co em que a marca sera implementada.

Assim, com base nestes pressupostos, fol proposto aos estudantes o desenvolvimento de um
projeto de identidade visual comemorativa para o centenario da cidade das Caldas da Rai-
nha, a celebrar em 2027 — desafiando-os a aplicar esse pensamento critico e sensivel a
realidade da cidade onde muitos habitam e conhecem.

Para tal, foi adotada uma abordagem que exigiu uma reflexdo critica e consciente, nao ape-
nas sobre os aspetos visuais — como simbolos, cores e tipografia —, mas também sobre
as dimensdes socioculturais, histéricas e funcionais da marca. Isto implicou considerar o
contexto da cidade, bem como as possiveis aplica¢oes da identidade visual. Por conseguin-
te, para desenvolver uma compreensdo aprofundada das multiplas camadas envolvidas no
processo de design da identidade comemorativa, os estudantes foram incentivados a seguir
uma abordagem analitica, abrangendo todas as etapas do processo de design (Figura 2).

6
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Fig. 2 - Processo de design
da identidade comemorativa.
Fonte: autora.
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Na etapa 1 (briefing), foi realizada uma analise detalhada e esclarecidas todas as davidas de-
correntes do primeiro contacto com os objetivos do projeto. O briefing solicitava a concep-
¢ao de uma marca comemorativa alusiva aos 100 anos da elevacio de Caldas da Rainha a
cidade (1927-2027), acompanhada de aplicagdes que explorassem o universo visual desta
nova identidade. O projeto visava uma marca forte, original e versatil, que considerasse
a histéria e simbologia visual da cidade. A avaliagdo era pautada pela qualidade criativa,
técnica e metodolégica da proposta apresentada.

Seguiu-se uma sessdo de brainstorming — uma pratica essencial no processo criativo (Os-
born, 1987) — em que os estudantes exploraram ideias iniciais sobre o tema, ideias ligadas
a varias dimensdes simbdlicas, historicas e visuais que reconheciam como identitarios da
cidade. Posteriormente, avancaram para as etapas 2 ¢ 3, dedicadas a pesquisa conceptual
e visual, centradas na recolha de insights, organizados em duas dimensdes fundamentais:
Uma dimensao semidtica, dedicada a uma pesquisa externa de conceitos similares aos que
queriam trabalhar e por outro uma pesquisa interna focada na recolha de possiveis signos
e simbolos para compor a identidade visual da cidade, incluindo elementos como iconogra-
fia, tipografia e paleta de cores. Com algumas pesquisas online e posteriormente a realiza-
¢ao de trabalho de campo — para realizar fotografias, realizaram moodboards para explorar
representacoes visuais com recurso a imagens, icones, ilustra¢oes ou palavras-chave; com
o intuito de representar a sua correlacdo com a histéria, cultura e patrimoénio da cidade,
assim como identificar possiveis padroes ou simbologias presentes na cidade ou até mes-
mo na sua comunicagao institucional. Deste modo, tanto a pesquisa conceptual como a
pesquisa visual permitiram contextualizar o projeto, encontrar o seu fio condutor e o seu
significado cultural.

Uma dimensao contextual, onde a pesquisa envolveu estudar um conjunto de caracteris-
ticas da cidade como os seus dados geograficos (localizacdo, area e clima), histéria (ori-
gem, data de fundacdo, personalidades emblematicas) e naturais (paisagens, fauna e flora).
Caldas da Rainha é uma cidade com uma identidade muito forte, nao apenas pelo seu
riquissimo patrimoénio material — expresso na arquitetura, pintura, escultura, ceramica e
artesanato —, mas também pela sua cultura imaterial: o legado intelectual, as expressoes
artisticas e performativas; a tradicdo gastronémica; o patrimoénio simbdlico, patente na
heréldica e nas representacdes ligadas a figuras como a Rainha Dona Leonor e as termas
ou a Bordalo Pinheiro e a sua ceramica. E ainda o patriménio popular, feito de tradi¢oes
vivas, como ¢ o espaco ao ar livre do mercado da Fruta ou festividades marcantes e perso-
nalidades que moldaram a identidade da cidade.

Apbs a realizagao destas etapas de pesquisa, os estudantes sintetizaram os sights recolhidos
para definir os valores, a personalidade e o posicionamento da marca comemorativa, estabe-
lecendo uma estratégica de design (fase 4) objetiva — compreender o que a marca comemo-
rativa deve comunicar e representar. Com base nessa estratégia, exploraram diversas com-
posicoes para traduzir o conceito, através de escolhas conscientes dos elementos verbais (fase
5) e visuais (fase 6) a utilizar na tradugio do conceito definido. Em suma, esta estratégia con-
duziu os estudantes a um processo de design fundamentado ajudando-os a evitar solugdes
superficiais ou exclusivamente estéticas, promovendo decisdes conscientes, contextualizadas
e sempre alinhadas com a esséncia da cidade e a relevancia da celebragio em causa.

Para fundamentar visualmente o desenvolvimento das identidades comemorativas, foi
realizado, por parte de varios estudantes, um trabalho de campo centrado na recolha
fotografica de elementos distintivos da cidade, como edificios emblematicos, detalhes ar-
quitetonicos, espagos verdes, manifestacoes artisticas e referéncias a ceramica e a figura da
Rainha D. Leonor.

Este levantamento visual permitiu captar um conjunto de expressoes simbolicas e mate-
riais da cidade e do seu ambiente, servindo de base para a construcao de moodboards te-
maticos. Através destes moodboards (Figura 3), os estudantes organizaram e sintetizaram os
elementos visuais recolhidos, identificando padroes, atmosferas e significados associados a
identidade local, funcionando como ponto de partida para a fase seguinte, a fase 6, dedi-
cada ao desenvolvimento conceptual das propostas graficas.
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Fig. 3 - Moodboards visuais de-
senvolvidos durante o processo
de pesquisa conceptual dos alu-
nos. Fonte: arquivo da autora/
trabalhos de estudantes.
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Janafase 6, dedicada a concepgao da identidade visual, os estudantes iniciaram o seu pro-

cesso de criagdo do logotipo pela exploracdo de formas e variagdes tipograficas, partindo
de composicoes elementares com letras maitsculas e minusculas, evoluindo posteriormen-
te para ensaios graficos com o niimero simbélico do centenario — “100” — e com as datas
comemorativas “1927-2027”, envolvendo a aplicagao de tipos classicos e contemporaneos,
em multiplos estilos, pesos, escalas e combinagoes, dando especial atengao a hierarquia da
informacao. As escolhas foram orientadas tendo em consideracdo o impacto visual da
tipografia, legibilidade e plasticidade entre palavras e nimeros, mas também a carga
semantica e simbélica que a propria tipografia veicula e na narrativa visual e no signi-
ficado do evento.
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Tab. 1 - Resumo dos temas/
conceitos explorados. Fonte:
autores.

Em alguns casos, o nimero 100 — representativo do centenario, foi concebido como contai-
ner visual, funcionando como estrutura grafica que acolheu formas simbélicas relacionadas
com a cidade das Caldas da Rainha (Figura 4).

Por fim, na componente cromatica, a analise focou-se na escolha e aplicacdo das cores em
articulacdo com a histdria, a cultura e os valores identitarios da cidade A sele¢do cromatica
procurou refletir elementos emblematicos da cidade, como a sua arquitetura, as termas, os
azulejos, a ceramica ou os jardins, a vasta tradi¢ao artistica ¢ a figura da fundadora Rai-
nha D. Leonor. Esta abordagem variada e interdisciplinar, permitiu garantir a coeréncia
simbélica da identidade visual, reforgando a ligacdo a memoria coletiva e ao imaginario
da cidade. Importa referir que as referéncias a esta memoria e imaginario sao resultado
das pesquisas e vivéncias dos estudantes, enquanto habitantes desta comunidade. Reco-
nhecendo a limitacdo a auscultagdo direta da populacao, esta analise baseou-se na inter-
pretagao de elementos visuais presentes na cidade, recorrentes nos materiais promocionais
e em melos de comunicagao local.

Na fase 7, dedicada a avaliagao funcional da identidade, procurou-se testar a eficicia das
solucoes desenvolvidas na comunicac¢ao dos valores e da mensagem da celebragao. Esta
etapa foi essencial para aferir a consisténcia da identidade visual nas suas diferentes aplica-
¢bes em alguns suportes institucionais e materiais promocionais, bem como o seu grau de
originalidade face a outras identidades visuais comemorativas. Paralelamente, avaliou-se o
grau de reconhecimento das identidades desenvolvidas e a sua capacidade de representar
a identidade da cidade. Estes testes permitiram validar as propostas em contextos proxi-
mos dos reais, identificar possiveis fragilidades e fundamentar, de forma critica, a selecao
da proposta mais criativa e funcional.

Ap6s os testes realizados e a escolha da identidade mais ajustada — a final, procedeu-se
a normaliza¢do da marca, que consistiu nos ajustes finais necessarios para aperfeicoar a
identidade visual, garantindo sua posterior aplicagao (fase 8) em diferentes formatos e su-
portes, um processo que assegura que a marca mantenha coeréncia, legibilidade e impacto
em todas as suas utilizagoes.

6. RESULTADOS

Apresentamos, nesta seco, os resultados detalhados deste ensaio exploratério. Nesta ana-
lise, identificamos nas propostas, desenvolvidas pelo grupo da amostra de 30 estudantes,
para a identidade comemorativa dos 100 anos da cidade das Caldas da Rainha, seis temas
principais (Tabela 1), que refletem aspectos importantes da identidade local: o Parque D.
Carlos I, a figura da Rainha D. Leonor, a arquitetura da cidade, a ceramica tradicional, as
obras artisticas de Bordallo Pinheiro e propostas com tematica hibrida. Cada tema refle-
te diferentes aspectos culturais e histéricos locais, demonstrando a diversidade simbolica
explorada no processo criativo para fortalecer a conexao da marca com a cidade e seus
habitantes.

Tema explorado Caracteristicas

Uso de elementos naturais, lago, animais
Parque D. Carlos 1 » 280,

e plantas.

Rainha D. Leonor Silhueta da rainha

Representa¢io de elementos arquiteténicos como janelas e
Arquitetura portas, azulejos, varandins e gradeamentos. Elementos de
Arte Nova. Hospital termal e edificios do parque.

Cleramica Uso de figuras emblematicas da Rota Bordaliana.
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Arte Instalagoes existentes na cidade.

Hibridos Conjugacao de varios elementos tematicos.

A analise quantitativa revelou que 23% das propostas dedicou-se a tematica da ceramica e
da figura do emblematico Bordalo Pinheiro, seguidas por 19% cada para a exploragao da
imagem da Rainha D. Leonor e para as marcas hibridas que agregam varias tematicas na
identidade. A arquitetura da cidade ¢ o Parque D. Carlos I foram explorados por 16% dos
estudantes cada, enquanto 7% dedicaram-se as instalacoes artisticas (Figura 5).

7% ARTE

16% PARQUE D. CARLCS |

23% CERAMICA

16% ARQUITETURA

19% HIBRIDOS 19% RAINHA D. LEONOR

Estes resultados demonstram uma forte conexdo com os valores identitarios da cidade em
linha com o que a literatura aponta sobre a importancia do patriménio ¢ da meméria na
construcdo de marcas urbanas (Lynch, 1960; Rossi, 1982). A predominancia da ceramica
¢ da figura de Bordalo Pinheiro (indissociavel da cidade e da projegao que tem ainda hoje
no panorama internacional), evidencia a forga simbolica e identitaria da ceramica, corro-
borando a importancia da conexao emocional estabelecida por Aaker (1996). A utilizagao
das figuras da Rainha D. Leonor reflete ainda um equilibrio com a histéria e tradi¢do; os
elementos arquitetonicos e a referéncia ao Parque D. Carlos I reforcam o reconhecimento
dos espacos fisicos e naturais como componentes fundamentais da identidade urbana. Em
contrapartida, o fraco énfase dado as instalagdes artisticas (como € o caso da composigao
artistica do Jardim da Agua da autoria do ceramista Ferreira da Silva), pode indicar uma
maior necessidade de exploracao dos elementos contemporaneos. A diversidade dos temas
abordados demonstra o potencial da marca comemorativa como veiculo de sintese entre a
memoria, o territorio e a criatividade.

Relativamente as particularidades graficas das propostas desenvolvidas, revela-se a impor-
tancia de um equilibrio entre tradi¢do e contemporaneidade, evidenciado na forma como
os estudantes conseguiram harmonizar referéncias visuais trazidas do passado com abor-
dagens contemporaneas, através da tipografia, desenho de formas e composicoes. A capa-
cidade de aplicacdo pratica foi outro critério essencial, revelando a constante consciéncia
dos estudantes quanto a efemeridade da celebragao ¢ a necessidade da identidade visual
funcionar em diferentes suportes e escalas. Por fim, destacou-se a originalidade grafica como
fator diferenciador, sendo evidente o cuidado em se afastarem de solu¢oes mais generalistas.
A anilise dos elementos visuais das propostas (Tabela 2), corrobora a importancia dos
icones locais na construgao da identidade, confirmando a conexao emocional estabelecida
por Aaker (1996).

Tab. 1 (cont.) - Resumo dos
temas/ conceitos explorados.
Fonte: autores.

Fig. 5 - Registo da tipologia de
propostas apresentadas. Fonte:
autores.
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Tab. 2 - Resumo dos temas
explorados, simbologias e alguns
resultados visuais apresentados.
Fonte: autores.
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; . Contributo N

Simbologia . .. Exemplo de solugdo apresen-

- Descrigao do uso Significados para a men-
utilizada tadas pelos estudantes
sagem
Retratada de forma - Celebracdo da
. e Visao, poder, . ,
Rainha D. estilizada, com tragos . cidade através w .
Leonor histéricos conjungados legado histérico; da sua funda-
yung orgulho civico. CALDAS
com contemporaneos. dora. SRAIN
1927 = 2027
Utilizagao de portas,
janelas e varandins de Tradica . Destaca a
Arquite edificos emblematicos ,ra. Gao arquite- importancia
uite- . i L
ks da cidade. Edificios do | 1™ historica da

tura D. carlos I rquitetura da
parque D. carlos T ou Tradigio termal, | 2ruitetura
edificio do Hospital cidade. [:A“Ms [lﬁ RAINHA
termal.

L, Transmite
. e Patriménio ar- .
Azulejos Utilizados como distico e cultural uma sensagao
Tradicio- padrées de fundo ou . . > | de tradi¢ao CALDAS " ANOS
. . identidade, au- PP DA RAINHA 1§ & 1927-2027
nais elementos decorativos. .. e ligacao a
tenticidade. Lo
histéria local.
Destaca a
Reinterpretacao de Patrimoénio ar- importancia
. N e /

Arte parlte.s de instalagdes T.lsthOI e cultural, d.a arte da iR st
artisticas espalhadas identidade, au- cidade. : 4 CALDAS
pela cidade tenticidade. * A A\ iRAINHA

. Nat , tran- . .
Elementos naturais anareza, frain Evidencia a

Parque D. , quilidade, bem-
como arvores, folhas . beleza natural

Carlos I h -estar, refagio .
¢ agua. da cidade.

urbano e lazer.
CALDAS
s RAINHA
Destaca a
Figuras emblematicas | Patriménio ar- importancia ANOS
i 19272027

Ceramica da Rota Bordaliana ou | tistico e cultural, da arte da CALDAS
outras pecas da autoria | identidade, au- cidade. DA RAINHA
de Bordallo Pinheiro. tenticidade.

Fucslao de signifi- Narrativa
. Conjugacio de diver- [ “24%% coesa e mul- ANOS 10272027

Hibrido : CALDAS

sos elementos. Pluralidade tifacetada do <RAINHA
~ ’ territorio. e
Inclusao.

Em resposta a questdo central deste estudo — como aplicar o processo de design na con-
cegao de marcas comemorativas, integrando fatores culturais, sociais ¢ ambientais nas cta-
pas de investigacdo, planeamento e concegao — os resultados indicam que essa integracao
contribui para o desenvolvimento de identidades visuais comemorativas mais fortes, reco-
nheciveis e representativas da cidade. As diversas propostas analisadas revelam uma clara
preferéncia por elementos de natureza cultural, evidenciando o papel central da cultura
na construcdo dessas marcas.

Relativamente ao processo de design e a abordagem metodologica adotada pelos estudan-
tes, os resultados evidenciam a importancia de uma pratica colaborativa, critica e sistema-
tica. As propostas que demonstraram maior solidez foram aquelas em que os estudantes
evidenciaram um envolvimento mais ativo com o contexto que decidiram trabalhar, bem
como com o0s seus pares, promovendo o desenvolvimento criativo, o pensamento critico e
as suas competéncias técnicas. Uma pesquisa aprofundada, associada ao registo rigoroso
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do processo e a adequagao das solugoes desenvolvidas ao briefing fornecido, constituiram-
-se como fatores determinantes para a qualidade final das propostas, refletindo um cresci-
mento metodologico por parte dos estudantes.

7. CONCLUSOES

Relativamente a aplicagdo do processo de design a concegao de marcas comemorativas,
integrando fatores culturais, sociais e ambientais; esta investigacao oferece diretrizes de boas
praticas, com base numa abordagem exploratéria onde ficou evidenciado as particularida-
des e desafios especificos de projetos de design de natureza comemorativa.

A distingao clara entre as particularidades graficas, o carater simbolico e o processo meto-
dolégico permitem compreender as complexidades envolvidas no processo de desenvolvi-
mento dessas marcas:

1) Particularidades Graficas: A identidade comemorativa, seja para aniversarios, efeméri-
des ou outras celebragdes de cariz institucional, exige uma linguagem visual que equilibre
os valores tradicionais e a visdo contemporanea. Os elementos visuais associados a cele-
brac¢ao devem ser adaptados ao contexto histdrico, cultural e social da cidade, reconhecen-
do o seu caracter efémero e limitado no que concerne ao nimero de aplicagdes e possiveis
desdobramentos da identidade visual, ao contrario do que sucede com identidades corpo-
rativas permanentes.

2) Caracter Simbolico: O design deve revelar um conjunto de significados que, no proces-
so de design, exigem uma fase de pesquisa e imersao profundas, resultando numa marca
constituida por elementos visuais identificaveis, representativos da cidade, da sua historia e
valores, que sejam promotores da conexdo da memoria colectiva e agregadores dos even-
tos. Acresce, como desafio adicional, evitar solugdes graficas idénticas a outras comemora-
¢Oes realizadas, situacdo que pode gerar conflitos e limita¢Ges criativas ao encontrar uma
solucdo original para a cidade e a sua comemoracao.

3) Abordagem Metodolbgica: O processo de design segue frequentemente uma aborda-
gem colaborativa, que privilegia um pensamento critico ¢ uma pratica sistematizada. A
incorporacao consciente de fatores identitarios da cidade reforga a autenticidade da iden-
tidade visual criada, refletindo a singularidade do territério e potenciando uma maior liga-
¢do entre a marca, o evento e o publico.

Em termos praticos, este estudo oferece aos designers um contributo relevante que passa
pela construcao de narrativas simbolicas e culturais que fortalecem o papel das identidades
comemorativas como instrumentos de valorizacao e reconhecimento das cidades, propondo
diretrizes que podem ser aplicadas em futuras iniciativas semelhantes. Iniciativas asso-
ciadas a informagao e a educagdo com o intuito de partilhar o conhecimento do estudo
e sensibilizar para a importancia do design estratégico; iniciativas de aplicagdo pratica
da abordagem metodolégica utilizada no estudo para o desenvolvimento de projetos de
identidade visual comemorativa de vilas ou outras cidades e ainda o desenvolvimento de
estudos sobre as narrativas simbolicas e culturais das cidades.

Contudo, é importante reconhecer que este estudo apresenta algumas limitagdes, nomea-
damente o foco numa unica cidade e a utilizacao de um grupo especifico de estudantes
como participantes.
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TEACHING METHODOLOGIES
IN THE CREATIVE PROCESS
IN KNITWEAR DESIGN: A CASE STUDY

Metodologias de Ensino no Processo Criatiwo em Design

de Malhas: Um estudo de caso

ABSTRACT

The design and development of knitwear
are fundamental areas in the field of fashion
design, requiring a pedagogical approach
that combines technique, creativity, and
innovation. This paper analyses the project
methodology applied in Knitwear Design
course of the second year, second semester
of Fashion Design Bachelor’s degree at the
University of Beira Interior, highlighting
the importance of interdisciplinary inte-
gration, use of digital technologies, and
fostering creative development. Thus, this
study explores the various stages of the
project process carried out in this con-
text, with an emphasis on the relevance
of market research, trend analysis, and
experimentation with materials and spe-
cific digital technologies.

Furthermore, the research adopts an ex-
ploratory approach, using a case study
focused on works developed by former
students who successfully completed this
course. The project methodology is exem-
plified through the analysis of collective
portfolios of former students, including
stages of the process, material samples,
developed knit structures, and photograph-
ic documentation of the final products.
Finally, the analysis of the collected data
aims to demonstrate how the applied meth-
odology positively contributed to the de-
velopment of creativity, efficiency, and
quality in the projects carried out within
this course. This study aims to validate
the adopted methodological approach and
provide valuable contributions to future
pedagogical practices in the field of fash-

ion design.

RESUMO

O design ¢ o desenvolvimento de malhas cons-
tituem areas fundamentais no design de moda,
exigindo uma abordagem pedagogica que arti-
cule técnica, criatividade e inovacao. Este artigo
analisa uma metodologia projetual aplicada na
unidade curricular de Design de Malhas do 2.°
ano da licenciatura em Design de Moda da
Universidade da Beira Interior, destacando a
integragao interdisciplinar, o uso de tecnolo-
gias digitais e o estimulo ao desenvolvimento
criativo. O estudo seguiu uma metodologia
qualitativa e exploratéria, enquadrada num
estudo de caso selecionado de um conjunto de
13 projetos desenvolvidos no ano letivo de 2023.
O projeto escolhido foi aquele que demonstrou
desempenho excecional e a execuc¢ao completa
de todas as fases do processo projetual, consti-
tuindo um exemplo representativo da aplicacao
pratica da metodologia. A recolha de dados
integrou portfélios, amostras de estruturas
de malha, combinagdes de fios e documen-
tacdo fotografica, bem como fichas técnicas e
parametros estruturais. A analise considerou
microtendéncias, pesquisa de mercado, defi-
ni¢ao de publico-alvo, moodboards, conceito,
desenvolvimento da colegao, parametrizagao
estrutural, fichas técnicas e o produto final. Os
resultados revelam que ametodologia fomentou
a criatividade, a inovacdo estrutural e a expe-
rimentacao com fios e malhas, assegurando
coeréncia entre conceito e produto final. Os
projetos foram posteriormente apresentados na
exposi¢ao “Imaginacao Expandida” (Covilha,
outubro—dezembro de 2023), evidenciando o
impacto pedagoégico e criativo da abordagem.
O estudo valida a metodologia e propoe um
modelo replicavel para o ensino do design de
malhas, contribuindo para a formagao de de-
signers mais criativos, criticos e tecnicamente
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preparados, reforcando o valor da investigacao

pedagdgica aplicada.
KEYWORDS PALAVRAS-CHAVE
Knitwear Design; Design Methodologies;  Design de Malhas; Metodologia de Design;
Creativity; Fashion Design Teaching Criatividade; Ensino em Design Moda
1. INTRODUCTION

The fashion industry has undergone transformations driven by technological innova-
tion, globalization, and increasing social and environmental awareness. As Barthes
(1983, p. 12) observes, “the fashion system is a system of signs, whose code can be
analyzed,” highlighting the complexity of this sector. Training fashion designers re-
quires technical skills, critical thinking, creativity, and the ability to innovate. Barnard
(2007, p. 5) reinforces that “fashion is not just a reflection of society, but also a social
force in itself,” supporting the need for interdisciplinary pedagogical approaches that
integrate multiple areas of knowledge.

Student-centred methodologies, such as Project-Based Learning (PBL), foster creativ-
ity, technical competence, and autonomy in fashion design and development courses
(Fletcher, 2012). Building on these principles, this study presents a proprietary teach-
ing methodology developed for the Knitwear Design Laboratory, integrating trend
analysis, market research, yarn selection and definition of knit structures, pattern
parametrization, and prototyping. Students apply this methodology throughout the
design phases, selecting yarns of specific compositions and analysing technical param-
eters such as density, yarn count, twist, number of plies, stitch types, pattern repeat,
and texture, ensuring conceptual coherence and technical accuracy.

The integration of digital technologies within CAD systems, using software such as
SDS-ONE APEX 4 and LECTRA Kaledo Knit, allows for the anticipation of knit
behaviour and the optimization of structures prior to physical production (L1 et al.,
2022; Cubri¢ et al., 2022).

This article is based on the analysis of a representative case study, selected from a
sample of 13 projects developed in 2023, chosen for its outstanding performance and
full completion of all project phases.

The guiding research question is:

How can a methodology specifically designed for knitwear design impact creativity, autonomy, and
lechnical quality in student projects?

The main objectives of the study are:

1)To evaluate the effectiveness of the teaching methodology in training knitwear
design students.

2)To analyse the relationship between creativity, technical skills, and autonomy in the
execution of knitwear design projects.

3)To investigate yarn combinations and digital technologies to produce knit structures,
aiming at functional and structural innovation.
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2. STATE OF THE ART
2.1. Contextualization of Knitwear Design

Interdisciplinary integration is fundamental in the development of knitwear collec-
tions, allowing the creation of products that meet both aesthetic and functional re-
quirements while conveying a coherent visual narrative. This process involves areas
such as graphic design, textile engineering, trend analysis, production technologies,
and sustainability, whose collaboration enriches the creative process and results in
innovative, high-quality pieces.

Textile engineering ensures that knitwear meets functional and aesthetic standards
through the careful selection of fibers and control of parameters such as density, yarn
count, and elasticity (Spencer, 2012). Graphic design, supported by CAD systems such
as Kaledo Knit and SDS-ONE APEX, facilitates the creation of complex patterns
and experimentation with structures that are difficult to reproduce manually (Jung et
al., 2012).

Trend analysis, using platforms such as WGSN and Trendstop, allows designers to
anticipate market changes and guide design decisions (WGSN, 2021). In parallel, com-
puterized knitting machines enable sophisticated patterns and large-scale customization,
ensuring innovation and production efficiency (Fletcher, 2012). Sustainability plays a
strategic role, with the use of recycled fibers and eco-friendly production techniques
that minimize waste and environmental impact (Gwilt, 2014).

From a pedagogical perspective, the application of this interdisciplinary integration,
combined with student-centred methodologies such as Project-Based Learning (PBL),
allows students to develop creativity, autonomy, critical thinking, and the ability to
transform ideas into tangible products, directly reflecting on the quality of the projects
produced in the Knitwear Design Laboratory.

2.2. Interdisciplinary Integration in Knitwear Design

Interdisciplinary integration is essential in the development of knitwear collections,
enabling the creation of products that meet both aesthetic and functional requirements
while conveying a coherent visual narrative. This process involves multiple areas of
knowledge, including textile engineering, graphic design, trend analysis, production
technologies, and sustainability, whose synergistic collaboration enriches the creative
process and results in innovative, high-quality pieces.

Textile engineering ensures that knitwear meets both aesthetic and functional require-
ments. Innovations such as the selection of fibers and precise control of technical
parameters (yarn length, density, count, twist, and number of plies) are crucial to
optimizing elasticity, strength, and comfort, as discussed by Spencer (2012) in Rnutting
Technology: A Comprehensive Handbook and Practical Guide. This enables the creation of
knitwear that fits the body and offers durability for everyday use.

Graphic design plays a strategic role in developing complex patterns, particularly
through CAD systems. According to Jung et al. (2012), CAD facilitates the personaliza-
tion and replication of patterns, which is essential in a competitive market. Tools such
as Kaledo Knit and SDS-ONE APEX 4 allow designers to experiment with complex
knit structures, something difficult to achieve manually, making the creation process
more efficient and precise.

Trend analysis is vital to understanding market shifts and consumer preferences. Plat-
forms like WGSN and Trendstop provide valuable data to anticipate consumer behav-
1our, as highlighted by WGSN (2021), helping designers align collections with market
expectations.

Computerized knitting machines also play a key role in production, allowing for complex
patterns like jacquard and intarsia, adjusting knitting speed, and improving accuracy.
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As observed by Fletcher (2012) in Sustainable Fashion and Textiles: Design Journeys, these
machines support large-scale customization, balancing innovation and efficiency.
Sustainability is increasingly central to fashion, including knitwear design. Gwilt (2014)
in Fashion Design for the Responsible Fashionista emphasizes using recycled fibers and ethical
production practices to minimize environmental impact. Applying sustainable methods
ensures eco-friendly, efficient, and market-relevant knitwear.

By integrating these disciplines, students develop knitwear collections that are crea-
tive, technically rigorous, sustainable, and professionally viable, demonstrating the
pedagogical impact and practical effectiveness of the methodology.

2.3 Project Module in Knitwear Design

The project methodology in knitwear design is pivotal for creating collections that
integrate aesthetics, functionality, and technical precision. According to Cross (2001),
design is a structured process that guides innovation. In knitwear design, this method-
ology requires a deep understanding of materials, production techniques, and digital
technologies, as emphasized by Hennessey and Kautz (2017). Textile engineering
ensures that knit structures meet requirements for durability, comfort, and flexibility
(Tortora & Merkel, 2009).

In an educational context, this module prepares students for industry challenges by
promoting experimentation, prototyping, and innovation, with a strong focus on sus-
tainability, as highlighted by Fletcher (2014). Students explore market trends using
platforms such as WGSN to anticipate consumer preferences (McKinney, 2016).
Competitor analysis and defining the target audience are crucial for ensuring collection
relevance. As Barnard (2007) suggests, understanding cultural and social dynamics that
influence consumer behaviour is essential. Knitwear designers must interpret these
shifts to create collections that respond effectively to market demands.

Students are encouraged to use mind maps, storyboards, and moodboards to organize
and communicate their ideas. These visual tools help align creative intentions with
market expectations (Robinson, 2009).

Overall, this module provides a comprehensive framework for fashion design educa-
tion, enabling students to develop innovative, functional, and sustainable knitwear
collections while adapting to the rapidly evolving industry. The practical application
of trends, competition analysis, target audience definition, and visual communication
tools makes this module indispensable for the holistic development of designer

3. METHODOLOGY
3.1 Methodological Approach and Case Study:

Building on the theoretical framework presented, this section describes the methodologi-
cal approach adopted in the case study conducted within the Knitwear Design Labo-
ratory course. The research follows a qualitative and exploratory approach (Creswell,
2014), suitable for studying educational and design phenomena in real-world contexts.
The main objective is to understand how students perceive and engage in the design
process during the development of knitwear fashion products in the practical sessions
of the course.

The applied design methodology was specifically developed to integrate the techni-
cal, creative, and experimental dimensions of knitwear design, guiding students from
initial research to prototyping and final presentation. This approach is based on the
principles of Project-Based Learning, promoting the resolution of real-world challenges
and active student involvement in the conception and development of their projects
(Thomas, 2000; Bell, 2010; Savin-Baden & Major, 2004).
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1) Case Selection and Study Context

Among the 13 projects developed during the 2023 academic year, a representative case
study was selected for its exceptional performance and full adherence to the different
design phases. This project serves as a paradigmatic example of the practical application
of the methodology developed in the course, allowing for an in-depth analysis of the
knitwear design process.

2) Data Collection and Analysis

Data collection was based on a multi-source approach and qualitative triangulation
(Denzin, 2012; Flick, 2018), including:

*  Student portfolios, documenting the entire creative and technical process;

. Samples of yarns and knit structures, analyzed in terms of material, density, yarn
count, twist, number of plies, stitch type, repeat pattern, texture, and volumetry;

*  Photographic documentation of the developed knit structures, prototypes, and final
products;

*  Technical sheets with all production parameters and structural specifications.

The analysis focused on the consistency between the concept inspired by the microtrend
and the final product developed, the innovation of the knit structure, the combination of
chosen structures and materials, the technical quality of prototyping, and the integration
of digital technologies, particularly the SDS-ONE APEX 4 and LECTRA Kaledo Knit
software, which allow simulation of technical and mechanical behavior of knits, optimiz-
ing structures before physical production.

3) Evaluation Criteria and Phases

Project evaluation followed pre-defined criteria and weightings communicated to students,
corresponding to the scheduled design phases of the course:

Design Phases Percentage

Phases (A,B) a)Microtrend analysis; b)Market research (products and
competing brands) — 10%

Phases (C,D,E,F) Target audience and persona definition; Moodboard; Col-
lection concept — 30%

Phases (G,H) Collection plan; Technical sheets — 60%

The project component represents 100% of the evaluation and includes criteria of re-
search, creativity, technical rigor, and conceptual coherence.

4) Pedagogical Procedure

Throughout the design phases, students are encouraged to analyze the microtrend, con-
duct a thorough market study, and evaluate current products and competing brands
exploring the same microtrend. They are also encouraged to test their ideas using the
existing CADKNIT knit structure repository, develop samples first on a small scale and

Tab.1 - Methodological
Structure and Design Project
Stages.
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subsequently on a larger scale, prototype their solutions, and refine their work through
iterative cycles of continuous feedback provided by the instructor throughout the semester.
This process, grounded in reflective practice and experiential learning (Kolb, 1984), cre-
ates an active and collaborative learning environment, bringing the academic context
closer to knit techniques, dyeing processes, and other industrial practices, aligning it with
the real demands of the fashion and textile design industry.

5) Validation and Methodological Conclusion

The integration of multiple sources of evidence, combined with the criteria, evaluation
objectives, and direct observation in the teaching context, ensures the technical validity and
credibility of the final results (Patton, 2015; Yin, 2018). Therefore, the proposed methodology
constitutes a rigorous and replicable pedagogical model, capable of fostering the develop-
ment of innovative, functional, and technically consistent solutions in knitwear design.
The validation of results was ensured through triangulation among data sources, evalu-
ation grids, and continuous feedback obtained during intermediate project reviews.
This process confirmed the consistency between the defined pedagogical objectives
and the outcomes achieved, ensuring the reliability and relevance of the analyzed data.
By making explicit the selection criteria, analysis parameters, and validation process, this
methodological approach provides a solid and replicable framework for the evaluation of
knitwear design projects, constituting a robust pedagogical model that aligns the academic
context with the creative and technical demands of the industry.

3.2 Case Study - Hipertradicional Project:

As a case study, the work developed by students Carolina Melicio, Margarida Zhang,
Mariana Costa, and Rodrigo Grave will be analyzed. They explored the microtrend “Hi-
pertradicional.” Based on this microtrend, the students conducted research and developed
the project, following the design methodologies applied in the Knitwear Design UC. This
work will be presented as an illustrative example of success within the methodological
approach adopted in the UC.

3.2.1 Analysis of the Microtrend

The fashion industry is characterized by its cyclical and ever-evolving nature, where trends
emerge and fade quickly. As Sissons (2010, p.1) observes, “Designers are constantly seek-
ing and collecting new ideas and sources of inspiration. Good designers need enquiring
minds in order to continually produce fresh, contemporary work.” Within this context,
the analysis of microtrends becomes particularly relevant, especially in knitwear design,
a field that requires agility and responsiveness to market fluctuations. While macrotrends
represent long-term cultural and societal shifts, microtrends refer to short-term variations
that can impact specific consumer niches (Posner, 2020).

At the initial stage of the project, students relied on WGSN data to support their trend
research. The platform provided access to detailed reports on emerging directions in
knitwear design, which were made available and contextualized by the instructor. Within
this framework, the microtrend Hipertradicional was selected and thoroughly analyzed,
focusing on product categories, design elements, color palettes, materials, and market
segmentation. This exploration enabled the creation of a visually rich and conceptually
coherent moodboard, which served as a foundation for the aesthetic and functional devel-
opment of the project (fig. 1). The moodboard effectively synthesized the key references
and inspirations drawn from the Hipertradicional trend, providing a clear direction for
the design process. This exercise not only facilitated a deeper understanding of stylistic
influences but also guided the practical implementation of the concept within the defined
parameters, reinforcing the relevance of microtrend knowledge for fashion design practice.
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¢ Dndfise da Microtend@neiy > \ =

+ Conjuga diferentes elementos tradicionais com elementos modemos com
ointuito de exagero e drama

« Usado em: suéteres, cardigas, coletes e cachectis

« Junta tricd e croché com padres florais, geométricos a cores vibrantes e
intensas.

+ As cores mais frequentes: tons vermelhos, amarelos, azuis e verdes.
« Pegas originais e bastante expressivas.
« Utilizaggo de mohair RMS, alpaca RAS, cashmere
GCS, 1 RWS e fios celulssicos FSC e GRS

Regarding Category and Market Segmentation, microtrend analysis allows designers to
identify the market segment (luxury, casual, sports, among others) in which an emerging
trend fits. Concerning Design and Style, microtrends often highlight new silhouettes,
cuts, and details that gain popularity. Colors are another key element in knitwear design,
and identifying the dominant color palettes is essential for creating products that capture
consumer interest. Regarding Material selection, microtrend analysis reveals which types
of yarns, fabric blends, and finishes are in the spotlight, guiding designers in choosing
materials that not only follow aesthetic trends but also meet functional and sustainable
requirements (WGSN, 2024).

3.2.2 Market Research and Target Audience Definition

Defining the target audience is crucial in the process of developing a fashion collection, as
it allows designers to create pieces that meet the specific needs of a consumer group. The
audience is segmented based on demographic, geographic, and behavioral characteristics,
such as age, gender, location, and consumption preferences (Kotler, 2012). Working with
microtrends also involves creating a persona, which serves as a tool to anticipate consumer
expectations. This persona is built from factors such as lifestyle, occupation, and cultural
context (Driscoll, 2011). With an in-depth understanding of the target audience, designers
are able to more effectively direct their collections, aligning them with the expectations of
the ideal consumer and ensuring their relevance in the market (Wolfe, 2010). The target
audience and persona created for this work are presented in fig. 2.

Definicdo do Pdblico-afwo >

- Publico jovem do género feminino que tém um :

gosto pelo estilo unissexo; Yuki
« Jovem estudante do ensino superior de cinema, género

« Jovens adultos entre os 17-22 anos; feminino, 20 anos;

« Vive com os pais no Japao, tem trés irméos mais velhos;

+ Gosta de usar roupas dos irmaos;

+ Jovem energética que gosta de estar ao ar livre;

« Confiante e criativa;

+ Gosta de cores alegres e vibrantes;

+ Paix&o e inspiragdo no estilo harajuku;

+ Cores favoritas: o vermelho, o azul, o amarelo, o rosa e o

verde;
+ Apaixonada por fotografia e pintura;

« Importante sentir-se confortavel na sua pele; .

- Estudantes do ensino secundério ou superior;

« Pablico que gosta de cores vibrantes e que se
interesse pelo estilo harajuku ou cyber;

« Mente aberta sem medo de se expressar de
forma “provocante” ou chamativa;

- Geograficamente:  Japaofindividuo  com
interesse pela cultura japonesa dos anos
90700' .

3.2.3 Moodboard and Collection Concep

The moodboard is an essential visual tool in fashion design, used to gather references and inspi-
rations that guide the development of a collection. According to Faerm (2011) in Fashion Design
Course, the moodboard organizes visual elements that reflect the collection’s concept, serving as a
constant reference throughout the creative process. It can include images, fabrics, color palettes,
and other elements that convey the project’s identity.

Bina Abling, in 7he Fashwn Sketchbook (2004), considers that the moodboard represents the designer’s
emotions and creative vision, serving as the foundation for sketch development and material
selection. Julie P. Heffernan, in Fashion Design Techniques (2007), emphasizes the importance of the
moodboard in maintaining focus on the concept and guiding creative decisions. In addition to

Fig. 1 - Analysis of the
Hipertradicional Microtrend
and its corresponding

Moodboard.

Fig. 2 - Target Audience
Definition and Persona.
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Fig. 3 - Mood board
Hipertradicional.

Fig. 4 - Collection Concept.

being an aesthetic tool, it is also strategic, as Connie Amaden-Crawford notes in 7he Art of Fashion
Draping (2011), aligning the creative vision with the technical aspects of design (fig. 3).

e

TRV

The concept of a collection is one of the most crucial stages in the creative process, as it
guides all subsequent decisions. The concept begins with choosing a theme, which serves
as inspiration and foundation for the entire collection. Tim Gunn, in Gunn’s Golden Rules:
Lafe’s Lattle Lessons for Making It Work (2009), highlights that the theme should be relevant,
motivating, and capable of communicating a clear idea, acting as the cornerstone for
the creation of the pieces. This theme can be influenced by various sources, such as art,
culture, history, or the designer’s personal experiences (fig. 4).
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Para a nossa colegao escolhemos como tema o estile Harajukeo & como
publice-alvo jovens adolescentes enire os 17-22 anos.

O nosso objetivo & criar uma colegao com criativa @ confortével com
cores vivas @ chamativas com base no estilo imevenente 4o harajuko,
misturado com estampas predominantes do hipertradicional,
Precuramos conjugar diferentes materinis, texturas & acessdrios.
baseando-nos nas cores @ “layers” predominantes no estilo gque
escolhemos,

Apasar das cofes eXTTAVEZANIEs, & NOSSH colegdo pretends ser utiizada
tante para o pdblico fernining como masculing, acentuando o conforio
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The design of the collection, including the selection of colors, textures, and materials,
must reflect both the aesthetic of the theme and the needs of the target audience. David
Comer, in Fashion Design: A Process of Exploration (2011), argues that colors and textures have
a significant power to evoke emotions and sensations, being essential in communicating the
desired atmosphere. Colors should be carefully chosen, as they can reinforce the concept
and influence how the collection is perceived. In summary, the concept of a collection

g,

must be well-defined and consistent, integrating the theme, target audience, and design
decisions such as colors, textures, and materials. This concept guides the entire develop-
ment of the collection, ensuring that all pieces are aligned with the designer’s creative
vision while maintaining coherence at every stage of the process (fig. 5).
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Colecdo *

Cromathic sogar

The knitwear design process developed in this project was initiated by the conceptual and
aesthetic definition of the collection, centred on the Harajuku style (a movement that was
consolidated in the 1990s and 2000s as a way of self-expression and aesthetic resistance to the
rigid norms of Japanese society), known for its creative, irreverent expression and the overlap-
ping of contrasting layers, colours and textures. The aim was to create an item of clothing
which would convey both comfort and visual boldness, appealing to young people between
the ages of 17 and 22. The choice of acrylic yarns, in shades of pink, orange and green,
was guided by the need to ensure elasticity, resistance and a soft touch, suitable for everyday
use, combined in different knit structures that allow for the exploration of relief and contrast
effects. The manufacturing process included the production of the knits in the defined sizes,
the creation of individualised patterns (sleeves, front and back), and the assembly of the parts
through sewing and finishing with a pink rib knit structure. The critical reflection of this piece
is reflected in the importance of textile experimentation, especially in the development of
knits and the unconventional combination of hypertraditional and contemporary elements,
which result in an expressive, inclusive piece that represents the aesthetic freedom of current
fashion design.

3.2.4 Storyboard

The storyboard is an essential visual tool in fashion collection development, adapted from the
film industry to help structure and communicate the creative narrative of a project. According
to Steven Faerm in Fashion Design Course (2011), the storyboard allows for the transformation
of creative concepts into concrete visual representations, facilitating communication between
designers and the creative team. It may include sketches, reference images, color palettes,
and material details, helping to plan and visualize the collection in a coordinated manner. In
addition to being an aesthetic tool, the storyboard is strategic for ensuring that collections are
coherent and impactful, aligning creativity and structure (fig. 6).

¢ >
Storgboard M%\K / 4 S(',orqbo«rd " m
— &7 .

7>

‘_Lf

g
'

Fig. 5 - Collection Map.

Fig. 6 - Collection Storyboard
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Fig.7 - Selection Justification —
Sweater Sketchi 3

Fig. 8 - Sweater construction
within knitwear production

The Croqui 3 sweater was selected for knitwear production due to its structural innova-
tion, chromatic harmony, and technical suitability for textile experimentation. The design
presents an oversized silhouette characterised by voluminous, asymmetrical sleeves, with
the right sleeve featuring a checkered pattern and the left one composed of broad hori-
zontal stripes. This asymmetry establishes a visual dialogue between order and disruption,
enhancing the expressive dimension of the garment.

The chosen colour palette: pink (PANTONE 1925 C), orange (PANTONE 165 C), yellow
(PANTONE 109 C), green (PANTONE 376 C), and blue (PANTONE 313 C), conveys
vibrancy and emotional energy, aligning with a youthful and contemporary aesthetic.
The strategic use of contrasting warm and cool tones creates visual rhythm and reinforces
the identity of the piece.

From a technical perspective, the use of jacquard or intarsia knitting allows the integra-
tion of geometric motifs directly into the textile structure, ensuring precision, durability,
and material coherence. The rib trims in pink and green perform both aesthetic and
functional roles, providing structural stability while maintaining the characteristic volume
and elasticity of the oversized form.

The selection of this sweater is justified by its capacity to merge aesthetic innovation
and material performance, exploring the expressive possibilities of knitwear through the
interplay of colour, texture, and volume. The piece embodies a contemporary approach
to design that values experimentation, comfort, and structural refinement within the field
of fashion creation (fig. 7, 8).
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3.2.5 Photoshoot

To conclude the project phases, the photoshoot of the piece created by this group was
presented, with the aim of capturing the essence of the design and highlighting the de-
tails that define the collection’s identity. In this photoshoot (fig. 9), the goal was not only
to showcase the piece’s interaction with the environment but also to convey the creative
concept and functionality of the design in a clear and impactful way.
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Fig. 9 - Photoshoot
Hipertradicional.

4.CONCLUSIONS, LIMITATIONS, AND FUTURE PERSPECTIVES

This study demonstrates that the phased, project-based methodology (PBL) applied in
teaching knitwear design was highly effective. Structuring the work into defined stages
with set deadlines, combined with continuous feedback from the instructor, enabled
students to develop their projects consistently, balancing creativity and technical preci-
sion. Close supervision, together with the support of knitwear technicians and access
to a diverse collection of knit structures (produced on the Shima Seiki and analysed
in terms of material, density, yarn count, twist, number of plies, stitch type, repeat,
texture, and volume), allowed students to experiment, combine different structures,
and validate their ideas technically.

Students were able to produce original and feasible collections that successfully merged
creativity with technical execution. The work followed all project stages, including trend
analysis, market research, competitor product analysis, moodboards, prototyping, and
digital simulation using SDS-ONE APEX 4 and LECTRA Kaledo Knit. The chosen
case study stood out because it completed all stages, presented well-founded technical
solutions, and resulted in a complete, creative, and realizable collection.

The methodology fostered the development of key competencies in students, including
creativity, critical thinking, autonomy, and the ability to translate ideas into tangible
products. Throughout the semester, students were able to experiment, learn from itera-
tive cycles of trial and improvement, and achieve consistent, high-quality outcomes.
Access to technical resources, combined with continuous guidance, enabled them to
test solutions that are realistic within the context of the fashion industry.

The explicit integration of Project-Based Learning (PBL) principles reinforced experi-
ential and reflective learning, promoting active engagement, problem-solving skills, and
independent decision-making, aligning academic activities with professional practice.
Importantly, the students’ projects were publicly showcased in the exhibition “Imagi-
nacao Expandida” (Covilhd, October-December 2023), highlighting the pedagogical
and creative impact of the methodology and providing recognition for their work
beyond the classroom. This presentation underscores the relevance of the methodol-
ogy in fostering high-quality outcomes that are visible, appreciated, and valued within
the broader design community.

This approach can be applied in other courses with similar conditions: clearly defined
work stages, close mentorship from instructors and technicians, and access to a variety
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of materials and prototyping resources. Following this structure, other students could
also develop creative, feasible, and well-executed projects. The methodology provides
a robust roadmap for guiding complex design work, effectively bridging academic
learning and professional industry practice.

This study focused on a single case; therefore, the results cannot be fully generalized.
Future research could involve multiple projects or larger student cohorts to confirm
the methodology’s effectiveness and explore its applicability in diverse academic and
industrial contexts.
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EXHIBITING HETEROTOPIAS. THE ROLE
OF PERIOD ROOM AND THE CASE

OF CASA LANA BY ETTORE SOTTSASS
AT TRIENNALE DI MILANO

Exposicion Heterotopias. El papel de la sala de época y el caso
de Casa Lana de Ettore Sottsass en la Triennale di Milano

ABSTRACT

The paper investigates the exhibition prac-
tice of the period room through the case
study of Ettore Sottsass’s Casa Lana, recently
reconstructed at the Triennale di Milano. The
research adopts a documentary, curatorial
and architectural analysis, combining his-
torical sources, exhibition archives, and di-
rect observation of the installation to clarify
the spatial and narrative meanings of this
reconstruction. The study aims to explore
how contemporary museums reinterpret
domestic interiors as immersive environments.
The opportunity to physically experience
a ‘furnished environment’ stimulates pro-
found reflections on the construction of an
interior space, from its composition to the
definition of details, through material choices
that contribute to recreating the atmosphere
and quality of the space itself. By analyzing
Casa Lana within the broader genealogy of
exhibited interiors in Italy and abroad, the
article identifies new curatorial strategies
that connect material authenticity and visitor
experience. The results highlight Casa Lana
as a heterotopic device that merges preser-
vation, narrative display, and architectural
reflection, thus contributing to the current
debate on the role of interior architecture
within design museums.

KEYWORDS

Period room; Interior architecture; Exhibition
design

RESUMEN

El articulo investiga la practica expositiva de
lasala de época a través del estudio de caso de
la Casa Lana de Ettore Sottsass, recientemen-
te reconstruida en la Triennale di Milano. La
investigacion adopta un analisis documental,
curatorial y arquitectéonico, combinando
fuentes histoéricas, archivos expositivos y la
observacion directa de la instalacién para
aclarar los significados espaciales y narrati-
vos de esta reconstruccién. El estudio tiene
como objetivo explorar como los museos
contemporaneos reinterpretan los interiores
domésticos como entornos inmersivos. La
oportunidad de experimentar fisicamente
un ‘entorno amueblado’ estimula profundas
reflexiones sobre la construcciéon de un es-
pacio interior, desde su composicion hasta
la definicion de los detalles, a través de la
eleccién de materiales que contribuyen a
recrear la atmésfera y la calidad del propio
espacio. Al analizar la Casa Lana dentro de
la genealogia mas amplia de los interiores
expuestos en Italia y en el extranjero, el
articulo identifica nuevas estrategias curato-
riales que conectan la autenticidad material
y la experiencia del visitante. Los resultados
destacan Casa Lana como un dispositivo
heterotopico que fusiona la conservacion, la
exposicion narrativa y la reflexion arquitec-
ténica, contribuyendo asi al debate actual
sobre el papel de la arquitectura interior en
los museos de disefio.
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Fig. 1 - Reconstruction of
Anticamera of Casa Zampini
by Ivo Pannaggi (1925-1926),

Macerata Musei, Palazzo
Buonaccorsi. Source: ©
Macerata Musei

1. INTRODUCTION

Therecent reconstruction of the original Casa Lana living room at Triennale di Milano —designed
by Ettore Sottsass in the 1960s —prompts a range of etymological and interpretative reflections on
the notion of the ‘period room” and the significance this type of exhibit can hold in contemporary
museums. To understand and frame the contemporary phenomenon of rebuilding furnished
rooms in museum spaces [ 1], often with a temporary nature, it is necessary to make a premise
on the origin and role of period rooms. The term refers, in fact, to the choice expressed by many
curators of American museums of applied arts (Peck, 1996; Harris, 2007) [2] at the beginning
of the 20th century to import rooms furnished in style, mainly from England and France but
also from Germany; Italy and Spain. The intention was to carry a didactic and informative value
that could support the works on display and make the decorative and spatial characteristics of
European interiors understood by American citizens who did not have the opportunity to visit
the places of origin of such architecture. The fitting of these rooms often resulted in substantial
changes from the originals due to adaptation issues in the existing building (Costa et al., 2016).
Sometimes, they were built without the original ceilings and only with three walls not to mention
the problem of authenticity that affected the structural parts and furnishings that completed them.
Casa Lana is one of the rare examples in Italy, and the only one in contemporary times, of an
original interior set up in the space of a museum for public use. One of the main reasons for the
lack of reconstruction of period rooms in Italian museums is the conspicuous presence of original

material, which has led to a greater diffusion of house museums, i.e. places where spaces can
be admired in their complexity and richness of decorative materials. The only previous Italian
case of reconstruction of a furnished room is the Anticamera of Casa Zampini designed by the
futurist Ivo Pannaggi in 1925 and acquired by the Municipality of Maceratain 1971 [3]. (Fig 1)

The rearrangement of this constructivist interior in the Civic Art Gallery involved the placement
of the main furnishings: a mirror, a stained glass window; a coat rack, a chair and the door (not
original). The surfaces of the room, such as the walls and ceiling, have retained distinctly differ-
ent finishes. After attesting to the teaching value and decorative contextualisation of American
period rooms (Ruggeri Tricoli, 2000) [4], the recent cases of reconstruction of original rooms,
including the living room of Casa Lana, are part of a different phenomenon, whose objective is
no longer merely educational but spatial. They are ‘demonstration rooms’ (De Ambrogi, 2012):
interiors of a temporary or permanent nature that offer insights into the meaning of space and its
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measurement: ‘When what is exhibited with a temporary set-up is a room, usually a fragment of
the architecture of the dwelling house, more or less practicable by the visitor’s body but certainly
not habitable, (...) the enactment of the message to be communicated is played out in a difficult
balance between reality and simulation, because its aesthetic fruition, 1.e. its perception and critical
understanding by the visitors is immediate’ (Ottolini, 2016, p. 38).

These spaces aim to offer insights into the meaning and measurement of space, blurring the lines
between reality and simulation to provide an immediate aesthetic experience for visitors. Gasa
Lana, although it fits within Jeremy Aynsley’s categorization of period rooms that bear historical
witness and are displayed in museums, transcends this classification by focusing on spatial and
experiential dimensions (Aynsley, 2006). The second group is that of rooms preserved in their
place of origin, asis the case in museum houses, and finally the third group brings together rooms
artificially reconstructed through different sources that define imaginative interiors. In the first
situation, the processes of reconstruction and a changed relationship with the context, which pos-
sesses spatial characteristics and meaning completely different from the original place, necessarily
overlap. This evolution highlights the growing importance of immersive and interactive elements
in the presentation of historical interiors, enriching the visitor’s understanding and engagement.

2. STATE OF THE ART

The setting up of furnished rooms (Ottolini, 2016) — with this term we refer to the
creation of real spaces where the architectural characteristics of the container are as
innovative as the content —is an exhibition strategy that has characterised the attitude
of the Triennale di Milano since its origins in 1923, when it was still held in the park of
the Villa Reale in Monza every two years under the name of International Exhibition
of Decorative Arts. Ten years later in 1933, the event moved to Milan to Giovanni
Muzio’s Palazzo dell’Arte. This approach promotes living solutions by questioning
the space and not only the object to be exposed. Among the most famous exhibits:
the Living Room (Sala di soggiorno) by Mario Asnago and Claudio Vender presented at
the 5th Milan Triennale (1933) (Domus, 1933), the Room for a man by Franco Albini
(Stanza per un uomo), the Bedroom for young sporty married couples (Camera da letto per
glovani spost sportivt) by the BBPR-Banfi Belgiojoso Peressutti Rogers and Living Room
and terrace by Luigi Figini and Gino Pollini presented at the 6th Triennale (1936)
(Peirce, 1936; Ottolini, 2018).

This exhibition strategy was to be reproposed in the United States, precisely on the
basis of their interest in period interiors, when the first ltaly at Work exhibition was
inaugurated in 1950 at the Brooklyn Museum in New York [3] (Cordera & Faggella,
2023), where ‘five special interiors’, i.e. rooms furnished by Carlo Mollino, Gio Ponti,
Fabrizio Clerici, Luigi Cosenza and Roberto Menghi (Ponti, 1950), were to be found
alongside the presentation of individual objects. The presentation of interiors also
continued in the 1951 with a hotel room by Gio Ponti (Stanza d’albergo) and in 1954
with Living room of the single-room house by Gio Ponti, Gianfranco Frattini, Alberto
Rosselli, Antonio Fornaroli and Living-dining room for accommodation no. 2 in the
Borsalino house by Ignazio Gardella (Soggiorno dell’abitazione uniambientale, Soggiorno-pranzo
per Palloggio n. 2). Triennale, gradually losing space in favour of other emerging themes
that looked at the city, the environmental challenge and changes in the territory. The
1980s again dealt with housing and domestic themes first in the exhibition Le case della
Triennale (Triennale Houses) (Raggi& Trabucco, 1983) and then in the XVII Triennale
(1986) curated by Marco De Michelis, Monique Mosser and Georges Teyssot entitled
Progetto domestico. La casa dell’uomo: archetipi e prototipr (Domestic project. Archetypes and
prototypes). A section of the exhibition was dedicated to the design of rooms that are
representative of some of the themes that touched on the future transformation of
domestic space in those years.

After along pause, the furnished rooms return in the project curated by Beppe Finessi,
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STANZE. Altre filosofie dell’abitare (Rooms. Novel living concepts), presented on the oc-
casion of the XXI Triennale di Milano (Finessi, 2016) where, once again, 11 rooms
designed by as many architects build a sequence of spaces to cross, circumnavigate
and in which to stay. If the design of interior spaces is a strategy that has accompanied
the history of Triennale exhibitions since its origins, this same idea is also regaining
the scene in recent years.

The reconstruction of furnished rooms or environments recreated temporarily or
permanently in museum spaces 1s emerging strongly due to the powerful narrative
value they convey. We recall the reconstruction of two environments by the Castiglioni
brothers for the two temporary exhibitions, curated by Beppe Finessi, and entitled
The Domestic Dimension (Fondazione Castiglioni, 2016 and 2017). The two environ-
ments show a conception of living based on an idea of maximum freedom of behavior
and use. The first is the Living Room that Achille and Pier Giacomo Castiglioni had
presented at the exhibition Colori ¢ forme della casa d’oggi (Colors and Forms of Today’s
Home) (Villa Olmo, 1957); and the second is the Environment furnished for lunch in
the exhibition La casa abitata (The Inhabited House) (Palazzo Strozzi, 1965).

The English term for indicate this recent phenomenon in the field of art is ‘re-enac-
ment’ (Lutticken, 2005) precisely to emphasise not so much the desire to evoke the
past but to encompass new points of view, different spatial dynamics and glimpses of
the future. For the past few years, Triennale has also been proposing exhibitions that
present the re-enactment of certain historical spaces such as the furniture designed by
Carlo Mollino for the living room of Casa Albonico in Turin [6] and the acquisition
of the living room of Casa Lana by Ettore Sottsass. They mark a different, inclusive,
and total narrative experience that looks not only at the individual object, but at the
interior environment in which it is placed.

3. METHODOLOGY. THE HETEROTOPIA OF CASA LANA

This research follows a qualitative and interpretative approach grounded in curato-
rial and documentary analysis. Primary and secondary sources include exhibition
catalogues, archival documents from Triennale Milano, and critical essays on period
rooms and exhibition design. The study combines historical reconstruction with a
spatial analysis of the reinstalled Casa Lana, employing the theoretical framework of
heterotopia (Foucault, 2006) to interpret the exhibition as a device of spatial narration.
Casa Lana was commissioned in 1963 to Ettore Sottsass by his friend, the lithographer
and printer Giovanni Lana in a pre-existing building in Milan. The solution designed
for the living area is innovative for several reasons that also represent the value of its
acquisition. Above all for the conveyance of a new idea of living that spans the Sixties
and Seventies, when some exponents of Italian design sought to disrupt the functional-
ist twentieth-century division of home spaces in favour of an integration of different
uses in the same environment through the design of living spaces, veritable devices
that, depending on their configurations, create ever-changing domestic landscapes:
‘it was necessary to put the Entrance, the Corridor, the Living Room, the Office, the
Dining Room and also the Study in one single room (...) These places, in which the
corresponding activities of life take place, have each been prepared in a special way:
they have their own particular figure, but at the same time they are part of the same
place, that is, of all those particular daytime activities; just as life in general is, or at
least should be, the integration of all the various activities’ (Sottsass, 1967, p. 29). The
second is the introversion of an idea of urbanity expressed in the relationship between
the ‘piazzetta centrale’ (central square), which is an intimate but at the same time
convivial place, and the path around it (Boeri, 2022). The last lies in the integration
of different skills, in particular between architecture and craftsmanship on which the
Italian interior culture is based (Fig. 2).
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The living area of Casa Lana, as well as the bedrooms, is the result of the collaboration between
Ettore Sottsass, collaborator Bruno Scagliola and carpenter Renzo Brugola. Giovanni Lana kept
the flat untl his death with the utmost respect and attention to the architect’s original design.
Aware of its importance in the history of Italian design, Triennale took on the task of preserv-
ing a part of the flat in its original state, namely the living room [7]. The refurbishment project
provides an opportunity to construct a broader reflection around the theme of the ‘furnished
rooms’ as an exhibition strategy capable of responding to the contemporary needs of applied
arts or design museums that identify narrative value as a founding feature: “T'he museum is in-
creasingly becoming a place in which to live, to participate in a story through multiple stimuli, in
which to experience, not only perceptually but also physically; its content and in which to share
one’s emotions with others’ (Studio Azzurro, 2011, p.13).

The new set-up accommodates different values: the experiential one arising from being dropped
mto another space, a heterotopic place that unites past present and future, ‘heterochrony’, the
historical-knowledgeable one of the artefact and its objects and equipment, and the relational
one that allows links to be made with similar themes, projects and experiences. Borrowing
Michel Foucault’s definition of heterotopia, it can be said that Casa Lana as well as other recon-
structed environments are real “counter-spaces” within the museum: ‘heterotopia has the rule
of juxtaposing in a real place several spaces that would normally be, should be, incompatible’
(Foucault, 2006, p.18).

The layout creates ‘a room within a room’ (Sottsass, 1967) where, once immersed, one loses
the temporal and spatial coordinates of everything outside: ‘heterotopias always have a system
of opening and closing that isolates them from the surrounding space’ Foucault, 2006, p.23).
The first design issue concerned the choice of where to locate the original living room in the
Triennale’s existing spaces. Among the possibilities explored, the central room on the first floor
was chosen for reasons of accessibility, usability and autonomy of paths. The passage through
the bridge designed by Michele De Lucchi marks a further detachment from the other rooms
and invites us into an environment governed by different exhibition laws. The dialogue with the
pre-existing hall is established in dimensional terms: the size of the new box fits into the existing
one, recalling its proportions in elevation and width (the ceiling of the existing room is 6 metres
high, the new box is 3 metres high and aligns perfectly with Michele De Lucchi’s architrave).
The layout created by architect Luca Cipelletti deliberately amplifies the theme of the ‘box in
the box” by placing the new storage unit, also housing the core of Casa Lana, in the central part
of the room. This defines a circular environment that becomes an integral part of the exhibition
itself. In this way the spatial model of the living room designed by Sottsass were duplicated on
the outside: the walls of the new box become set-up systems together with the circular space that
becomes a place to walk through and pass through. If the refurbishment is permanent, every-
thing around it changes with six-monthly temporary exhibitions that deal with themes related

Fig. 2 - Casa Lana by Ettore
Sottsass at Triennale di Milano
Source: © Triennale Milano —
images by Delfino Sisto Legnani
e Alessandro Saletta-DSL Studio
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to the figure of the architect and relate to those promoted in the other spaces of the museum.
This interstitial surface also overcomes a possible problem of reduced visitation of Casa Lana
over time. The outer walls of the box come alive and place the project in an extended exhibition
context where the core becomes a space harbored by new links and installations.

4. EXHIBITION MACHINES: DISMANTLING, CATALOGUING AND
EXPOSING

The disassembly and reconstruction of Casa Lana’s core addressed classic challenges of ‘pe-
riod room’ preservation — such as structural integrity, cleaning, and display approach — but
ultimately diverged from traditional methods. Rather than replicating a historical environment,
Casa Lana is presented as a self-contained and autonomous space, intentionally framed as a
complete and concluded object. The project was coordinated by Studio Cipelletti, working
in constant dialogue with the restoration, archive, technical, and production departments of
Triennale di Milano. Owing to the careful conservation carried out by Giovanni Lana and
the availability of reliable archival documentation, only limited interpretative choices were
required. The principal issues concerned the method for dismantling the ash-wood interior in
its entirety and the strategy for its display, whether to reconstruct it as an inhabited domestic
setting populated with personal belongings or to emphasize it as an abstract environment.
The new installation was undertaken following the creation of a plasterboard enclosure inside
the museum, designed to replicate the original ceiling and wall configuration and to reproduce
the two historic light sources. Various components were reinstated: the entrance furnishing,
not originally designed by Sottsass, was reconstructed; the glass-block elements were substi-
tuted with plexiglass; one sofa was remade using surviving Poltronova fabric samples from
the 1960s; and several lacquered panels, previously damaged by excessive heat from lighting
fixtures, underwent conservation treatment.

A ‘philo-archaeological’ approach guided the reconstruction, aiming to recover the social
atmosphere of the original 1967 living room. Carefully selected books, records, and everyday
objects recreated the domestic spirit of the time [8]. Light filtered through recreated window
elements and Japanese curtains recreated the sense of Milanese smog and interiority, avoid-
ing literal imitation. The original function of the space as a rotating exhibition gallery was
also preserved. Today, like in the past, artworks continue to change in dialogue with external
exhibitions and events, reflecting Sottsass’s original vision for a dynamic, lived space.

5. RESULTS

The example of Casa Lana shows some concrete aspects that clearly fit into the increas-
ingly immersive contemporary exhibition language that identifies visitor involvement and
participation as some of its central aspects. The Casa Lana device presents itself as an
action of displacement within the museum, not only because it is one of the few cases of
permanent refurbishment of an original interior in Italy, but also because it moves with
different objectives with respect to the phenomenon that most resembles it but from which it
differs: that of period rooms. The book edited by Penny Sparke, Brenda Martin and Trevor
Keeble identifies the ‘modern period room’ in the chronological period from 1870 to 1950
(Sparke et al., 2006). If on the one hand this object amplifies the value and importance of
reconstruction as a testimony of the material culture of a given historical and cultural period,
through the declaration of construction techniques, materials, colours and furnishings, on
the other hand it opens a glimpse into the future by showing different exhibition objectives.
At the heart of the installation lies a multifunctional area conceived to host diverse activities
without relying on rigid, single-purpose enclosures. Rather than imposing predetermined
uses, the layout allows visitors to decide how to inhabit the space: pausing within the small
square, assembling in the circular zone, looking into the interior, or interacting with the sur-
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rounding display elements. The design of the exhibition space surrounding the installation
1s intentionally dynamic, generating constant cross-references and insights. Through this
network of references, the space operates less as a static museum artifact and more as an
active communicative system. Beyond its exhibition function, the installation also exemplifies
fundamental strategies in the construction of interior environments. Its overall configura-
tion, the carefully considered placement within the gallery, the precision of its detailing, and
the deliberate material choices all collaborate to produce a distinctive spatial atmosphere.
By examining the construction process of this ‘interior-cabin,” one can gain a deeper un-
derstanding of its spatial dynamics. This analysis allows designers to re-appropriate and
integrate these methods into their design repertoire, enriching their approach to creating
interior spaces (Ambrosino, 2023). In essence, this installation serves as both an exhibit and
an educational tool, offering insights into the complex process of spatial design. It high-
lights the importance of flexibility, interaction, and materiality in creating spaces that are
not only functional but also engaging and thought-provoking. By fostering an environment
where experiences and relationships are continuously formed and reformed, it aligns with
a contemporary vision of museums as dynamic and participatory spaces.

6. CONCLUSION: EXHIBITING HETEROTOPIAS

The study demonstrates that Casa Lana’s reconstruction transcends the didactic purpose
of traditional period rooms by offering an immersive and interpretative experience of the
domestic interior. The project exemplifies how contemporary museums can merge spatial
authenticity with narrative experimentation, transforming exhibited interiors into heterotopic
environments that challenge linear historical display. Methodologically, this work contrib-
utes to the field by integrating curatorial studies with spatial theory, providing a model for
future research on the exhibition of interiors as cultural and architectural artefacts. Further
developments could expand the comparative analysis to other European contexts, clarify-
ing how immersive environments reshape the visitor’s role and perception within museum
narratives. More and more often we speak of performative exhibitions that aim to offer not
only the staging of content but also forms of experiential involvement. They are “narrative
habitats” that welcome a story to be read and experienced, where the person has an active
role within a system that amplifies and exploits his or her cognitive and sensorial potential:
space, object and visitor are part of a single performance (Casey, 2005).
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NOTES

[1] In this context, mention should be made of some exhibitions in Italy and Europe
in recent years: the reconstruction of the Cabanon (exhibition Le Corbusier. The interior
of the Cabanon, Milan Triennale, 2006); the reconstruction of the model flat of the
Cité radieuse in Marseille (permanent collection, Cité de I’Architecture, Paris); the
reconstruction of Verner Panton’s Fantasy Landscape (exhibition Home Stories: 100
Years, 20 Visionary Interiors, Vitra Museum, 2020).

[2] See in particular the role of the Metropolitan Museum of Art and Philadelphia
Museum of Art[.

[3] Ivo Pannaggi (1901-1981) designed several rooms for the home of Mr and Mrs Erso
and Kenia Zampini in Esanatoglia (Macerata): the Anticamera, the Dining Room, the
Salottino per Radioaudizioni (no longer present) and the Bedroom.

[4] The phenomenon affecting France, Great Britain and the Netherlands is still differ-
ent from the American one because it fits within the spirit of nationalist construction
of these states.

[5] The exhibition is part of the MUSA (United States of America Exhibitions) project,
which will travel to twelve museum venues between 1950 and 1953 with the aim of
spreading the taste and style of Italian design culture.

[6] The temporary exhibition Carlo Mollino. Hyperreal Illusions (4 September — 7
November 2021), curated by Marco Sammicheli, is the result of a collaboration be-
tween Triennale Milano and the Ministry of Culture. The installation was designed
by the Bunker-arc studio.

[7] The project was born thanks to the collaboration of several people: Stefano Boeri,
President of Triennale Milano, and Joseph Grima who was then Director of the Mu-
seum of Italian Design and who first perceived its importance. The installation is the
result of a collective work made up of different skills and supported by Barbara Radice,
which saw the participation of many actors, including Marco Sammicheli Director of
the Museum of Italian Design, Chrispoh Radl who oversaw the art direction of the
project, Luca Cipelletti who oversaw the installation, Giorgio Galleani, head of the
Permanent Collection and Archives of the Triennale, and the restorers Alessandra
Vannini and Rafaela Trevisan.

[8] Part of the objects came from Mr and Mrs Lana’s collection, part from Trien-
nale’s internal collection, and the additions were discussed with Barbara Radice and
the Triennale curatorial team.
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Cartographies of children’s theatre rehearsals. Drawing as
a device for affective cartography in scenic creation processes.

RESUMO

Este artigo resulta de uma pratica continuada
de desenhos de ensaios de teatro com crian-
cas. A proposta expande a escuta do corpo
e do espago através da cartografia sensivel
(Rolnik, 2006), dando continuidade ao estu-
do do gesto enquanto manifestacdo de liber-
dade, restrito pelas for¢as que o provocam.
O problema centra-se em compreender o
que o gesto grafico por via do desenho revela,
e que escapa a observacao tradicional ou ao
registo técnico. Trata-se de pensar o desenho
nao como representa¢do, mas como forma
de investigagdo artistica e critica. Mais do
que representar, o desenho acompanha for-
cas em devir (Deleuze & Guattari, 1995),
mscrevendo impulsos, dispersdes e hesitagoes.
Este trago, por vezes errante e intransitivo,
revela-se como medialidade pura (Agam-
ben, 2000). Este estudo de caso inscreve-se
na investigacao artistica enquanto modo de
conhecimento implicado e situado. O dese-
nho como modo de escuta, revela uma pro-
priedade epistemologica capaz de produzir
conhecimento.
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This article stems from an ongoing practice
of drawing during theatre rehearsals with
children. The proposal expands the listen-
ing to body and space through affective
cartography (Rolnik, 2006), continuing the
study of gesture as a manifestation of free-
dom, constrained by the forces that provoke it.
The central question is to understand what
graphic gesture through drawing can reveal,
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technical recording. The idea is to conceive
drawing not as representation, but as a form
of artistic and critical inquiry. Rather than
depicting, drawing follows forces in the be-
coming (Deleuze & Guattari, 1995), inscrib-
ing impulses, dispersions, and hesitations.
This trace, at times errant and intransitive,
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2000). This case study situates itself within
artistic research as a mode of implicated and
situated awareness. Drawing, as a mode of
listening, reveals an epistemological quality
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1. INTRODUCAO

A ideia central do desenho como dispositivo de cartografia sensivel, é que, ao observar en-
saios ¢ desenhar o que vemos, nao estamos simplesmente a registar o que aconteceu, como
faria um documentarista ou um etnégrafo. O desenho torna-se ele préprio um dispositi-
vo, no sentido foucaultiano (Foucault, 1987), que captura, organiza e produz realidades
sensiveis, move-se junto com os fluxos do ensaio, afetando-se por eles e, a0 mesmo tempo,
criando uma outra versdao da cena: uma cartografia dos processos de criagdo cénica. Mi-
chel Foucault descreve o dispositivo como um conjunto heterogéneo de praticas, discursos,
saberes, afetos e institui¢des que configuram regimes de visibilidade e de poder (Foucault,
1987). Neste caso, o desenho torna-se dispositivo na medida em que desestabiliza a func¢ao
disciplinar do olhar, abrindo espago para uma observagao implicada, vibratil, que opera
contra a légica da captura e da codificacdo. Ao invés de ilustrar o visivel, o trago convoca o
invisivel sensivel: intensidades, forcas, pulsagdes, aquilo que nao se deixa representar, mas
apenas seguir.

Cartografar aqui, afasta-se por isso da defini¢do etimolégica do mapa topogréfico (repre-
sentacional), e aproxima-se da filosofica, proposta por Deleuze e Guattari, capaz de acom-
panhar os afetos, ritmos, intensidades, as relagdes que se formam muitas vezes passageiras,
subtis, entre corpos (sujeitos), objetos e espagos (Deleuze & Guattari, 1995). E um modo
de investigagdo artistica, mas também uma forma de produzir conhecimento nao verbal,
processual, situado, como propdem os autores ligados a filosofia da diferenca.

O concetito de cartografia em Deleuze e Guattari aparece, em Mzl Platds (1980). Os autores
propdéem o termo em oposicdo a modelos fixos, hierarquicos e representacionais do co-
nhecimento. A cartografia é rizomatica (ndo hierarquica), nao totalizante (nao tenta cap-
turar tudo), afetiva (movida por forcas e intensidades), e aberta ao devir (a transformacao
constante). Para Deleuze e Guattari cartografar ¢, estar dentro do processo, seguir fluxos,
acompanhar e apanhar linhas de movimento, como quem observa um objeto estatico
(Deleuze & Guattari, 1995).

No meu caso, quando desenho os ensaios, estou a seguir esses fluxos como linhas de for-
¢a, atento a aquilo que vibra, que se desloca, e que também ainda nao é forma definida.
Colocar isso no papel enquanto um modo de escuta e relacao, ¢ mapear, ¢ um processo
intransitivo e gestual.

2. METODOLOGIA: DESENHO ENQUANTO ESCUTA

A investigagdo partiu da hipotese de que o desenho, quando praticado em tempo real
durante ensaios de teatro infantil, pode operar como dispositivo de escuta e cartografia
sensivel, revelando dimensdes gestuais, espaciais e afetivas que escapam ao registo audio-
visual ou verbal.

Para explorar esta hipétese, foram selecionadas metodologias coerentes com a investigagao
artistica baseada na pratica: observacgdo participante, pratica de desenho w situ, recolha de
notas escritas e registo audiovisual como método auxiliar de contraste. A escolha destes
métodos deve-se a sua complementaridade: enquanto o video e a nota verbal permitem
revisitar a cena, o desenho oferece uma inscricao sensivel imediata, capaz de captar inten-
sidades que nao se repetem.

A analise dos desenhos obedeceu a critérios formais (gestualidade do trago), espaciais (orga-
nizacao do corpo no espaco cénico) e afetivos (tensoes, cumplicidades, improvisos). Estes
critérios, combinados, permitiram construir interpretacgdes situadas, de acordo com
o paradigma da cartografia sensivel (Rolnik, 2006) e da filosofia da diferenca (Deleuze &
Guattari, 1995).

A escolha por desenhar os ensaios de teatro infantil deve-se ao facto de reconhecer, nesse
espago, um territério fértil de imprevisibilidade e invencao. Os corpos das criangas, ainda
nao totalmente conformados as regras da cena, manifestam gestos que escapam ao domi-
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nio da técnica ou da intencdo. Essa qualidade errante do movimento infantil é espelho da
propria pratica do desenho enquanto poténcia (Gomes, 2022).

Esta investigacdo inscreve-se no campo da investigagao artistica baseada na pratica, em que
o gesto de desenhar constitui simultaneamente registo, andlise e criagdo de conhecimento
(Barrett & Bolt, 2010; Leavy, 2018). A metodologia adotada combina observagao parti-
cipante, pratica grafica i situ, e analise comparativa dos materiais produzidos (desenhos,
notas escritas e videos).

2.1. Contexto e amostra

Foram acompanhados 16 ensaios do projeto Teatrinho ao Palco, realizado no Teatro Arte e Ima-
gem ao longo de seis meses, sob diregao da atriz e encenadora Andreia Macedo. Participa-
ram entre 10 a 12 criancas (idades entre 5 e 10 anos), integradas numa ag¢ao formativa que
culminaria na pega ‘A vida a voar” em 2023, inspirada em Miguel Torga. A escolha deste
grupo deve-se ao seu carater formativo e exploratorio, em que o gesto e a improvisagao se re-
velam centrais, condigao ideal para observar o papel do desenho como dispositivo de escuta.

2.2. Recolha dos dados

Os desenhos foram registados discretamente a partir de uma régie de apoio ao palco, sem
Interagdo com as criancas nem interferéncia nos ensaios, que tinham a duragao média de
2h30, com intervalo de 15 minutos. A recolha foi feita em caderno Sketch Book Preto Cachet Da-
ler-Rowney 160 g/m?* A4, em tempo real, com caneta de aparo permanente Rotring Artpen.
Esta caneta revelou-se adequada nao s6 como instrumento técnico, mas como media-
dor do gesto de investigacdo: ao contrario do lapis, exige um traco continuo e definitivo,
conferindo irrevogabilidade e refor¢cando a atengao ao instante. A fluidez da tinta regista
microvariagbes de intensidade, tremores, hesitacdes, impulsos, aproximando o desenho do
corpo em movimento e convertendo-o em cartografia sensivel. O valor simbolico da Artpen
reside em evitar correcoes ou acabamento formal, aproximando o gesto da inoperatividade
conceito central agambeniano (Agamben, 2013), com abertura a medialidade do tra-
¢o. Cada sessdo originou registos graficos e verbais (linhas, anotagdes, observagoes) que
nao representavam mimeticamente a cena, mas acompanhavam intensidades e tensoes.
Como complemento, alguns ensaios foram registados em video, assumido-o porém como
dispositivo limitado (Foucault, 1987), incapaz de captar vibragGes, ecos, temperaturas ou
cumplicidades afetivas que emergiram apenas no desenho.

2.3. Procedimentos de analise
A andlise dos materiais produzidos decorreu em trés etapas:

1. Descricao dos desenhos: identificacao de elementos visuais e verbais (tragos, re-
peti¢des, anotagoes).

2. Comparacao com registos audiovisuais e memoria: confrontar o que o desenho
revelou em contraste com o que o video ou a observacao verbalizada registaram.

3. Interpretagdo critica: articulacao dos padrdes observados (zonas de tensao, ritmos
coletivos, improvisagoes imprevistas) com conceitos tedricos de cartografia sensivel
(Rolnik, 2006), cartografia rizomatica (Deleuze & Guattari, 1995) e gesto inope-
roso (Agamben, 2013).

2.4. Critérios de validade e rigor

Apesar do carater subjetivo inerente a investigacdo artistica, foram adotados critérios de
rigor:
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Fig. 1 - Ricardo L Gomes.
Alguns desenhos de ensaios de
criangas no grupo de teatro
infantil “Teatrinho ao Palco.
Rotring ArtPen e Caneta Bic
Cristal vermelha s/ Caderno
de papel A4 160g. Auditorio da
Quinta da Caverneira, Teatro
Art’Imagem. Maia, 2023.

- Consisténcia processual: todos os desenhos foram realizados em tempo real, sem retra-
balho posterior.

- Triangulagdo: comparagdo entre desenho, video ¢ memoria, permitindo reconhecer li-
mitacoes e potencialidades de cada meio.

- Transparéncia: selegao explicita de dois desenhos para andlise aprofundada, justificada
pela densidade das informagoes que condensam.

- Situacionalidade: reconhecimento de que o conhecimento produzido ¢ implicado e situa-
do (Haraway, 1988), mas ainda assim transmissivel como contributo para a investigagao
artistica.

3.0 CASO: DOIS DESENHOS, DUAS CARTOGRAFIAS, UM
CONHECIMENTO SITUADO.

Foram muitos os desenhos realizados ao longo de dezasseis sessdes de ensaio com o gru-
po do projeto Teatrinho ao Palco, conduzidos pela atriz e encenadora Andreia Macedo em
2023, na Quinta da Caverneira, Maia. O espago, um solar novecentista cimeiro do Monte
da Caverneira, que apdés um abandono de décadas foi adquirido e recuperado pelo muni-

cipio para o Fundo Teatral Teatro Art'Imagem, e contém um auditério para uma centena
de pessoas, uma biblioteca e uma galeria de arte.

Destes desenhos dois tornaram-se particularmente marcantes (fig. 2 ¢ 3). O que os distin-
gue dos restantes ndo é a precisdo do trago ou a composi¢ao visual, mas o modo como
foram acompanhados por anotagdes verbais em paralelo, quase como pequenas legendas
emocionais ou comentarios coreograficos. Esses desenhos nao nasceram de um gesto re-
flexivo, mas de um estado de atengdo absoluta, de um corpo em escuta que registava, com
uma Artpen na mao, o acontecimento como ele se dava. Num desses momentos (fig. 2), as
criangas estavam em cena a explorar um jogo de desloca¢do em grupo, galgar vagarosamen-
te as cadeiras plateia acima, e depois plateia abaixo. A tensao era palpavel: havia hesitacdo
nos movimentos, obstaculos fisicos, sons que reconfiguravam o ritmo da ac¢ao. O espago
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criava resisténcia em slowmotion. O meu desenho reagiu a essa tensio: o trago tornou-se
trémulo, irregular, em certos pontos quase combativo. Registei frases como “movimento
aquatico”, “transposi¢ao do mobilidrio”, “entorna plateia sobre palco”, “fogem dos eixos™.
O jogo de rampas recorda-me as performances de Robert Morris na Tate, em 1971. O
desenho tornou-se aqui um campo de leitura do espago como corpo: nao ilustrava o que
acontecia, mas tornava visivel a negociagao entre o corpo da crianga e o corpo da arqui-
tetura, o modo como o gesto se referia ao atrito da matéria.

No segundo desenho (fig.3), uma sequéncia inesperada de improvisagao surgiu entre as crian-
cas. Um conjunto de sons nonsense acontecia fora do guido, no papel regista-se o que se vé,
uma “movimentacao clockwise sem razao”. Gritos histéricos e melodias absurdas formaram
um interespetaculo espontaneo, nascido da cumplicidade que o grupo construira ao longo
de meses. Diante da desordem frustrante, a encenadora Andreia Macedo desiste por mo-
mentos da encenagao para observador o fenomeno, também ela com olhar de pesquisa, da
uma oportunidade ao grupo antes de o reaver e encarrilar a cena. O traco, dessa vez, era
veloz, circular, quase dancante. A vibracao do chdao de madeira, os ecos do espaco, o calor
do corpo, tudo isso passou para o papel ndo como contetido, mas como ritmo grafico.
Revendo mais tarde alguns videos dessas sessoes, ficou clara a clivagem entre o registo téc-
nico de uma camara e o grafico de uma mao e caneta. A imagem gravada falha miseravel-
mente em captar o peso do espago, a temperatura da sala, as vibracées que atravessavam o
chio de madeira. O video regista o que € visivel e audivel, mas nao o que é incorporado. O
video é somente um arquivo, uma informacao que ao ser registada vira passado, tal como
os textos, os CDs, as fotos, ou até mesmo os 0ssos, inanimados e arrancados do aconteci-
mento (Taylor, 2013, pp. 48-51).

O desenho, pelo contrério, torna-se uma espécie de sismografo de intensidades: regista des-
locamentos subtis de energia, mudancas de dire¢do, hesitagdes que nao se veem, mas se
sentem. Regista a experiéncia emocional do instante, um conhecimento situado, que s6
pode emergir de dentro da relacdo.

Desenhar os ensaios alterou radicalmente o modo como vejo a criacdo teatral. O desenho
desarma o olhar condicionado, desativa a expectativa de coeréncia e abre espago para perce-
ber o invisivel e o indizivel, o que vibra entre os corpos, os pequenos desvios, as intengdes que
se insinuam. Isto sdao gestos, gestos testemunhados que sao indecifraveis, apenas os proprios
performers saberiam nomear o que se passou ali. Mas isso nio os torna menos relevantes.
Pelo contrario: o que escapa a decifracdo é o que funda o desenho como dispositivo de
escuta, e nao de captura.

Fig. 2 - Ricardo L. Gomes.
Desenho de ensaio de criangas
no grupo de teatro infantil
“Teatrinho ao Palco. Rotring
ArtPen ¢ Caneta Bic Cristal
vermelha s/ Caderno de
papel A4 160g. Auditério da
Quinta da Caverneira, Teatro
Art’Imagem. Maia, 2023.
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Fig. 3 - Ricardo L. Gomes.
Desenho de ensaio de criangas
no grupo de teatro infantil
“Teatrinho ao Palco. Rotring
ArtPen e Caneta Bic Cristal
vermelha s/ Caderno de
papel A4 160g. Auditério da
Quinta da Caverneira, Teatro
Art'Imagem. Maia, 2023.

Estes desenhos (fig. 2 e 3) ndo representam, acompanham. Sdo mapas que nao mostram o
que aconteceu ali, mas o que estava em jogo: forgas, afetos, presencas em tensao. O cader-
no torna-se, assim, espaco de ensaio paralelo, onde uma quase dramaturgia da observagao
se escreve a partir do corpo que desenha. Cada trago, cada palavra solta, ¢ uma inscri¢ao
do instante, ndo para o conservar, mas para continuar a senti-lo.

Neste quadro, o desenho torna-se um ato ético e estético: ¢ uma pratica situada, implica-
da, relacional, e substitui o modelo da representacdo pelo da producdo, pelo da intensi-
dade, pelo da imanéncia. Giorgio Agamben descreve este tipo de gestos como aquilo que
suspende a relacdo entre meios e fins, tornando visivel uma medialidade pura, no sentido
de um agir que se expde enquanto tal, sem se reduzir a sua fungao (Agamben, 2000). O
gesto grafico, tal como o gesto infantil observado nos ensaios, ¢ entdo uma forma de resis-
téncia a instrumentalizacio do corpo e do olhar. E um gesto pois pensa sem conceito, age
sem objetivo, expoe o sensivel na sua poténcia inacabada. No mesmo quadro estes desenhos
tornam-se repertorios, aqueles que Diana Taylor diz requerem uma “agoridade” pois en-
cenam a memoria e dependem da presenga tanto do performer quanto do espectador
(Taylor, 2013, p. 51).

Cartografia enquanto captacio sentimental:

Para Suely Rolnik a cartografia sentimental é uma forma de pensar com o corpo, com os
afetos, com o que se sente antes de se saber, leva essa ideia para o campo da arte e da cli-
nica (em didlogo com Félix Guattari) (Rolnik, 2006). A professora, filosofa e psicanalista,
descreve a cartografia como um método de pesquisa, e o cartografo como alguém que se
coloca em escuta, que afina o corpo como se fosse uma antena, captando os menores mo-
vimentos e atmosferas, e traduzindo-os em formas sensiveis: palavras, imagens, desenhos,
agoes (Rolnik, 2006).

No meu caso, o meu corpo esta na sala de ensaio, a desenhar, o traco ndo ¢ neutro, mas
vibra com a cena, pode acelerar, hesitar, perder-se, repetir-se, ¢ tudo isso sdo vestigios de
uma escuta sensivel. O desenho torna-se entao um modo de pensar com a mao, sentir com
os olhos, e investigar com o corpo.

Suely Rolnik, ao desenvolver a nogao de cartografia afetiva ou cartografia dos sentimen-
tos, articula essa escuta ao plano dos corpos. Ao afinar o corpo para captar atmosferas,
tensdes, € 08 mais pequeninos eventos, na pratica pedagogica, implica uma transformagao
radical do lugar do saber: o conhecimento ja nao se organiza a partir de uma autoridade
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discursiva ou de um canone técnico, mas emerge do encontro, da atengao situada, da ex-
perimentacao sensivel (Rolnik, 2006).

Essa forma de conhecimento, praticada através do desenho em contexto teatral, desafia
diretamente a estrutura tradicional do ensino artistico. Ao invés de privilegiar a técnica,
o produto acabado ou a reprodutibilidade, o que aqui se propoe ¢ um ensino centrado na
escuta, na davida, no erro, na presenca. O caderno de desenho funciona como um labo-
ratério onde se registam ndo cenas, mas presengas; nao imagens, mas relagoes. Trata-se de
uma pedagogia do gesto, onde pensar ¢ inseparavel de afetar-se, e onde a mao que dese-
nha é também uma mao que sente, escuta, hesita, erra, e que aprende com 1sso.

Neste sentido, o desenho deixa de ser apenas um meio visual e torna-se um operador de pen-
samento, um modo de estar no mundo, uma pratica critica. As escolas, ao acolher estas formas
de conhecimento sensivel, poderao reconhecer que ha saberes que s6 se fazem com o corpo,
no tempo da experiéncia, na espessura do instante. Ensinar o desenho, aqui, ¢ ensinar a escutar
com os olhos, com a pele, com o tempo, e isso na era da digitalizacao dos recursos educativos,
e da introducao das ferramentas de inteligéncia artificial, ¢ no minimo provocante.

Ao transformar a observa¢ao num campo de co-presenga, esta pratica devolve a escola o
seu lado ético: o de criar zonas de indiscernibilidade entre saber e sentir, entre agir e ser
afetado, entre pensar e viver. Cada trago ¢ uma inscrigao no corpo do tempo, um gesto que
pensa para além do conceito, que compde com o invisivel. E nesse ponto que o desenho
se torna pensamento em ato (Agamben, 2005) e talvez seja essa, afinal, a sua contribuigao
mais radical para o ensino.

4. ESTADO DA ARTE

Este artigo situa-se no cruzamento entre investigacdo artistica, teatro infantil e desenho
como pratica epistemolégica, contribuindo para um campo emergente onde o fazer artisti-
co se assume como forma de pensamento e produgio de conhecimento situada (Barrett &
Bolt, 2010). A investigacdo articula-se com as propostas da filosofia da diferenca (Deleuze &
Guattari, 1995), onde a cartografia se entende ndo como representacdo do mundo, mas
como acompanhamento de fluxos, intensidades e forgas em devir. Esse pensamento ¢ pro-
longado por Suely Rolnik (Rolnik, 2006), cuja nogao de cartografia sensivel propoe uma
escuta encarnada e afetiva, baseada na experiéncia viva e na abertura ao inesperado. Do
ponto de vista epistemologico, o artigo aproxima-se das praticas de arts-based research (Eis-
ner, 2008; Leavy, 2018), onde a arte ¢ entendida como modo valido de investigagao e refle-
xao critica. Investigagdes que exploram o desenho como pratica performativa e relacional
(Springgay, 2008; O’Sullivan, 2009) sao também referéncias-chave para o enquadramento
desta proposta. O conceito de dispositivo, tal como definido por Foucault (1987), permite
pensar o video, o registo visual e o olhar técnico como instrumentos de normatizacao e
controlo. Em contraponto, o desenho surge aqui como gesto inoperoso (Agamben, 2013),
uma acao que nao visa um fim funcional, mas que suspende o automatismo do olhar e
reabre o visivel ao sensivel.

No plano pedagégico, o artigo inscreve-se numa critica a légica do ensino do desenho como
técnica formal ou representacao fiel, propondo uma abordagem centrada na atengao, na
escuta e na presenca, em consonancia com praticas de pedagogia critica e estética relacio-
nal (Biesta, 2017; Irwin & Springgay, 2008).

Ao operar no espago entre o desenho, a observacao performativa e a pedagogia sensivel, este
trabalho contribui para uma reconfiguragao do gesto grafico como forma de co-presenca
critica, investigacao sensivel e resisténcia poética aos dispositivos normativos de percegao
e producao de conhecimento.
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5. CONSIDERACOES FINAIS

A proposta metodolégica de utilizar o desenho como cartografia sensivel em contextos per-
formativos infantis revela-se urgente por articular pratica artistica com pensamento filos6-
fico e investigacao situada. Entre os pontos fortes, destacam-se:

- a capacidade do desenho de operar como dispositivo de escuta nao hierarquica, capaz
de captar elementos do processo criativo que escapam a outras formas de registo digital;

- a coeréncia entre método, contetido e linguagem, numa investigacao em que a forma de
produzir conhecimento reflete o proprio objeto de estudo.

- a implicacao ética do corpo do investigador, que nao observa de fora, mas participa ati-
vamente com o traco, o olhar e a sensibilidade.

Contudo, também se identificam limita¢oes na subjetividade extrema em como o gesto gra-
fico dificulta a comunicabilidade intersubjetiva dos dados, sobretudo quando o leitor ou
interlocutor nao partilhou o contexto observado. Na auséncia de triangula¢do com outros
tipos de dados (entrevistas, feedback das criangas, observagdes por terceiros) pode limitar a
validade interpretativa da analise. No carater Gnico e irrepetivel da experiéncia desenhada
torna a replicagdo metodologica complexa, o que desafia os parametros classicos de ava-
liacdo cientifica.

Para o desenvolvimento futuro desta linha de investigagao, espera-se a experimentagao com
dispositivos colaborativos de desenho (entre artista e participantes); a articulagao entre in-
vestigagao artistica e pedagogia critica, para criar metodologias de ensino do desenho que
integrem gesto, escuta e pensamento; e a abertura do caderno como espaco de partilha,
onde o gesto do investigador se torna também material pedagogico e performativo.

A aplicagao da pratica de desenho como cartografia sensivel durante os ensaios de teatro
infantil permitiu observar um conjunto de resultados significativos, que ultrapassam os limi-
tes da documentagdo de arquivo tradicional (Taylor, 2013, pp. 48-51). Entre os principais
resultados, destacam-se:

- a emergéncia de um olhar expandido, que se tornou capaz de perceber ritmos, energias e
microacontecimentos do corpo em cena que escapavam a observacdo direta ou ao registo
audiovisual;

- a 1dentificagao de zonas de tensdo espacial, onde o corpo infantil negocia ativamente com
o espaco fisico, revelando relacoes entre arquitetura, movimento e afeto que o video ou a
memoria verbal ndo tornariam visiveis;

- 0 desenho operou como um ativador do pensamento, levando a escrita espontanea de
anotacoes sensiveis, muitas vezes nao planeadas, que resultaram em hipdteses dramatargi-
cas, interpretagdes poéticas e desvios analiticos ricos em significado;

- 0os desenhos nao registaram apenas os momentos de cria¢do, como amplificaram o gesto
criativo, tornando-se dispositivos de observacdo e de criagao simultaneos, uma forma de
copresenca entre quem desenha e quem ensaia no palco.

Estes resultados mostram que o desenho, quando operado de forma situada e sensivel, pode
ter uma propriedade epistemoldgica valida, produzindo conhecimento nao representacio-
nal, mas experiencial, ético e poético. Os resultados nao sdo “finais”, no sentido cientifico
classico, mas abertos, em devir, e surgem precisamente dessa recusa da totalizagao. O cader-
no torna-se, assim, uma dramaturgia paralela: ndo paralela a cena, mas paralela a experién-
cia da propria escuta.
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RESUMO

O artigo propde uma reflexao critica sobre
a convergéncia entre arte, tecnologia e géne-
ro, com foco na andlise de praticas artisticas
feministas que recorrem a Inteligéncia Arti-
ficial Generativa (GenAl) como instrumento
de subversdo estética, simbdlica e politica. A
investigagao discute as transformacdes intro-
duzidas pelaslinguagens visuais emergentes e
o seuimpacto disruptivo na desconstrucdo de
narrativas hegemonicas, a partir das obras de
Ivona Tau e Stephanie Dinkins, analisando
a aplicagao da GenAl na ressignificacao dos
territorios do corpo, da memoria e das sub-
jetividades femininas. Enquanto Ivona Tau
recorre aredes neurais artificiais e codificacao
para manipular imagens fotogréficas e evocar
memorias poéticas que desafiam os padroes
normativos estéticos, Stephanie Dinkins in-
tegra a GenAl como agente de critica social,
desenvolvendo entidades artificiais alinhadas
com comunidades racializadas e promovendo
representacoes inclusivas. Em dialogo com
estas referéncias, apresenta-se o estudo de caso
autoral ./ visibilidades no_feminino 3.0, um ar-
tefacto experimental que mobiliza a GenAl
como técnica de recomposicao simbdlica, arti-
culada a processos de mediacao cultural critica
elmagética etnografica. A pratica evidencia o
potencial da GenAl enquanto ferramenta de
“coautoria algoritmica”, colaborativa e simbo-
lica, desafiando os modelos tradicionais de au-
toria. Ancorada na perspetiva poés-humanista
de Donna Haraway (2016,2022), a proposta
valoriza a interagdo critica entre humanos,
maquinas e organismos como estratégia de
cocriacdo e insurgéncia estética.

ABSTRACT

This article proposes a critical reflection on
the convergence between art, technology, and
gender, focusing on the analysis of feminist
artistic practices that employ Generative Arti-
ficial Intelligence (GenAl) as an instrument of
aesthetic, symbolic, and political subversion.
The research discusses the transformations
introduced by emerging visual languages and
their disruptive impact on the deconstruction
of hegemonic narratives, through the works of
Ivona Tau and Stephanie Dinkins, analyzing
how GenAl contributes to re-signifying the
territories of the body, memory, and female
subjectivities. While Ivona Tau uses artificial
neural networks and coding to manipulate
photographicimages and evoke poetic memo-
ries that challenge normative aesthetic stan-
dards, Stephanie Dinkins integrates GenAl as
an agent of social critique, developing artificial
entities aligned with racialized communities
and promoting inclusive representations. In
dialogue with these references, the authorial
case study “in/visibilidades no feminino 3.0”
1s presented as an experimental artifact that
mobilizes GenAl as a technique of symbolic
recomposition, articulated through processes
of critical cultural mediation and imagetic
ethnography. The practice highlights the po-
tential of GenAl as a tool for “algorithmic co-
authorship,” both collaborative and symbolic,
challenging traditional models of authorship.
Grounded in the posthumanist perspective of
Donna Haraway (2016, 2022), the proposal
values critical interaction between humans,
machines, and organisms as a strategy of co-
creation and aesthetic insurgency.
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1. INTRODUGCAO: A CONVERGENCIA DA ARTE E TECNOLOGIA
NA PERSPETIVA DO ‘ARTIVISMO’ E DO GENERO

A convergéncia entre arte, tecnologia e artivismo intensificou-se no contexto digital, dando origem
a praticas que exploram novas formas de intervengao simboélica, critica e politica. O recurso a
algoritmos, linguagens computacionais e dispositivos interativos ampliou as possibilidades ex-
pressivas da criacdo artistica, a0 mesmo tempo que tornou visiveis e passiveis de questionamento,
estruturas de poder hegemonicas inscritas nos proprios meios tecnologicos.

Millner, Moore & Cole (2015) destacam, que a arte feminista do século XXI ndo se limita a
representacao de temas identitarios ou de género, mas inscreve-se na critica material dos meios
artisticos e culturais utilizados. A estética feminista ¢ concebida como um conjunto dinamico de
estratégias criticas que continuam a atuar como instrumento essencial de leitura, intervencao e
resisténcia no campo da arte contemporanea, oferecendo ferramentas conceptuais para enfrentar
a persisténcia da hegemonia patriarcal.

Haraway (2022) defende que o “feminismo ¢pborg” representa uma forma de “insubordinacao
epistemoldgica”, ao desafiar as dualidades entre corpos, maquinas e sistemas de informacao —
como natureza/cultura, homem/mulher, organico/mecanico— e reposiciona a mulher na esfera
da tecnociéncia e do imaginario digital. A figura do ciborgue, concebida como entidade hibrida,
simboliza aliangas parciais e subjetividades multiplas, permitindo imaginar novas formas de
agéncia estética e politica. No dominio da Média-Arte Digital (MAD), esta perspetiva permite
compreender a tecnologia nao apenas como meio instrumental, mas como territério critico de
experimentacao, onde criagao visual, mediagdo algoritmica e agao simbolica se articulam em
praticas de resisténcia e transformacao cultural. A imagética ciborgue funciona, assim, como
operador epistemolégico e estético, recusando a ideia de uma linguagem universal e propondo
uma heteroglossia insurgente que subverte as dicotomias tradicionais entre sujeito e objeto,
corpo ¢ maquina (Haraway, 2022, p. 93).

O espaco digital configura-se, deste modo, como um campo expandido de acdo estética e poli-
tica, no qual os artistas integram a Inteligéncia Artificial Generativa (GenAl) nos seus processos
criativos e enfrentam o desafio de subverter as suaslogicas técnicas, transformando o que poderia
ser apenas automatismo tecnologico em gesto interventivo. Esta perspetiva ¢ particularmente
pertinente para praticas situadas e experimentais, como o projeto autoral i/ visibilidades no femi-
mno 3.0, que integra GenAl, mediagao cultural critica e imagética etnografica num processo de
criagao colaborativo, interseccional e pés-humanista.

Como observam Munster & Rossiter, as praticas baseadas em imagens automatizadas desafiam
a concegao linear da imagem e instauram zonas de fric¢ao entre o humano, o maquinico ¢ o
politico: “The automated image entirely severs the cybernetic relation of the human-machine
that has prevailed up until now. To this extent, the automated image ushers in a post-cybernetic
epoch” (Munster & Rossiter; 2024, p. 60).

Paralelamente, Floridi (2024) alerta para os desafios éticos, epistemoldgicos e sociais decor-
rentes da producao automatizada de contetidos de alta qualidade por sistemas de Inteligéncia
Artificial (IA). A autenticidade, a originalidade e a criatividade exigem, neste contexto, uma
reformulacdo critica, na medida em que a distingdo entre contetdos produzidos por hu-
manos e por sistemas algoritmicos se torna progressivamente difusa. Ainda assim, a autoria
mantém-se relevante enquanto dispositivo ético e politico, associado a responsabilidade, a
intencionalidade e a contextualizag¢do sociocultural dos processos criativos. Torna-se, porisso,
fundamental valorizar nao apenas o produto final, mas também os processos de produgao,
os dados mobilizados e as condigdes de origem. No plano social, embora a Inteligéncia Ar-
tificial (IA) contribua para a democratizagao do acesso a criagdo de contetdos, reconfigura
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simultaneamente os setores criativos tradicionais, introduzindo tensdes ao nivel do trabalho
artistico, da legitimidade cultural e dos regimes de autoria.

E neste quadro que o presente estudo se inscreve. Metodologicamente, adota uma abordagem
qualitativa, critica e baseada na pratica artistica, ancorada na investigagao-arte ¢ informada
por perspetivas feministas e pés-humanistas. Epistemologicamente, privilegia o conhecimento
situado, relacional e experiencial, produzido na interse¢ao entre teoria, pratica artistica e me-
diacdo cultural.

A Investigacao centra-se, em particular, nas estratégias de subversao simbolica desenvolvidas
pelas artistas Ivona Tau e Stephanie Dinkins, cujas obras desafiam normas estéticas e identi-
tarias através de processos de experimentagdo poética e reconfiguragdo da representacao com
recurso a GenAl

Inclui-se, ainda, a analise do estudo de caso autoral i/ visibilidades no_feminino 3.0, entendido
como artefacto experimental e dispositivo de mediacao critica que conjuga artivismo feminista,
imagética etnografica com recurso a GenAl

Inspirada nas perspetivas pés-humanistas de Donna Haraway (2016,2022), a investigagao adota
um posicionamento que valoriza a copresenga ¢ a “agéncia distribuida” entre humanos, ma-
quinas e sistemas simbolicos, entendendo a GenAl ndo como simples ferramenta técnica, mas
como agente mediador implicado na producdo de subjetividades femininas e na contestacao
de regimes de visibilidade hegemonicos.

2. AGENAINA PRATICA ARTISTICA: POTENCIALIDADES CRITICAS
DA “COAUTORIA ALGORITMICA”

Tecnologias como GANSs (Generative Adversarial Networks), modelos de difusdo, e mais re-
centemente, os grandes modelos multimodais, tém permitido aos artistas explorar estéticas
e processos criativos anteriormente inacessiveis, dando origem a formas hibridas de “autoria
algoritmica”. Como observa Manovich (Manovich & Arielli, 2024), a GenAl opera como uma
“maquina cultural” capaz de extrair e reconfigurar vastos arquivos simbolicos, instaurando
novas condi¢des para a criacdo estética contemporanea.

Partindo de uma definicao de “coautoria”, recorreu-se ao sistema de Inteligéncia Artificial Ge-
nerativa ChatGPT como apoio a reflexdo conceptual sobre o termo. Quando questionado sobre
“Qual a definicio de coautoria?”, obteve-se a seguinte resposta: “Coautoria pode ser definida
como a participacao conjunta de dois ou mais agentes na criagao de uma obra ou produgao
intelectual, partilhando responsabilidades, intencoes e contributos criativos que resultam numa
autoria partilhada” (OpenAl, 2025). Adicionalmente, foram apresentadas duas variacoes, a
versao académica: “No contexto artistico e cientifico, coautoria implica que cada colaborador
contribuiu de forma relevante e reconhecivel para o resultado, seja em termos conceptuais,
técnicos ou criativos. E um processo que desafia a nocéo de autoria individual, enfatizando a
dimensao coletiva da cria¢ao” (OpenAl, 2025). E a versdo em praticas de IA: “Quando falamos
de coautoria algoritmica ou humano-maquina, o termo refere-se ao entrelagamento entre a
mntencionalidade humana e a produgdo automatizada, onde o sistema (ex.: GenAl) atua nao
como ferramenta passiva, mas como agente criativo capaz de influenciar o resultado, exigindo
do autor humano uma curadoria e mediagao continuas” (OpenAl, 2025). Partindo desta tl-
tima definicao, torna-se evidente que a GenAl ndo deve ser entendida como uma ferramenta
passiva, mas como um sistema dotado de variabilidade, aleatoriedade e capacidade de gerar
interpretacoes imprevistas. O humano desempenha a fungdo de orientar, interpretar e curar os
resultados, num processo que podemos considerar de criagdo ativa e partilhada.

Os algoritmos, ao participarem ativamente na produgao simbélica, podem ser concebidos
como “coagentes”, ou seja, agentes nao-humanos com impacto estético, conceito discutido por
Zylinska (2020). Do ponto de vistalegal, a IA ndo possui inten¢do nem consciéncia; desta forma,
a autoria formal da obra continua a ser atribuida ao humano. Como refere Ivona Tau, a GenAl
pode ser entendida como uma extensio do artista, sem estatuto de coautora,
funcionando antes como uma ferramenta técnica avancgada (The Overview, 2024).
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Evans, Robbins e Bryson (2025) ao explorarem o conceito de “colabora¢ao” como a combinagao
de dominios de conhecimento em que os intervenientes pensam e agem em conjunto, argumen-
tam que nao ¢é possivel aplicar o conceito tradicional de “colaboragao’ aos sistemas de IA, dado
que estes ndo possuem autonomia, agéncia reflexiva nem capacidade de estabelecer objetivos
proprios. Sendo artefactos projetados subordinados a um “designador de fins”, termos como
“parceiro” ou “colaborador” revelam-se conceptualmente imprecisos. No entanto, reconhecem
que existe uma acao conjunta assimétrica, em que a IA atua como agente substituto parcial,
executando tarefas em nome de agentes humanos— o que pode gerar conflitos de interesse. Neste
contexto, os autores defendem a transparéncia como imperativo ético, nomeadamente quanto aos
objetivos que orientam o comportamento dos sistemas de IA (Evans, Robbins & Bryson, 2025).
Contudo, este novo regime de producdo imagética ndo ¢ neutro. Como evidenciam Crawford
e Schultz (2024, pp. 59-60), os sistemas de IA operam com base em datasets marcados por vieses
estruturais, que afetam a visibilidade de identidades e narrativas subalternizadas. Ao mesmo
tempo, o processo de geragao de contetidos — semelhante a arte conceptual, mas mediado por
algoritmos — dissolve as fronteiras entre concecdo e expressao, desafiando os fundamentos do
direito de autor. A dificuldade em definir a responsabilidade legal por contetidos ilicitos gerados
por IA levanta a possibilidade de que a propria maquina possua algum grau de agéncia.
Neste contexto, torna-se fundamental explicitar critérios éticos para a producao artistica com
GenAl assentes na curadoria critica dos datasets, na transparéncia dos processos algoritmicos, na
mediagao continua e na avaliagao reflexiva dos resultados. Estes principios permitem analisar e
assumir responsabilidade pelas representagoes produzidas e pelos seus efeitos socioculturais, sem
pretender neutralizar a tecnologia, mas orientando o seu uso critico, consciente e responsavel
nas praticas artisticas feministas.

Embora a GenAl traga potencial para melhorar produtividade e criatividade, levanta preocu-
pacdes quanto ao viés algoritmico e a reprodugao de discriminacgao, especialmente em relacao
ao género. Barry & Stephenson (2025) exploram como a GenAl pode perpetuar injustigas
epistémicas, ao invisibilizar experiéncias femininas e de minorias de género, devido alacunas nos
datasets e preconceitos estruturais. Propdem uma abordagem que articula epistemologia, ética
da IA e teoria feminista, reconhecendo que a intersecao entre desigualdades de género, raca,
classe, idade e outras dimensdes se entrecruzam. Defendem uma abordagem de diplomacia
tecnolégica feminista e colaborativa envolvendo governos, setor privado e sociedade civil. O
seu uso critico requer nao apenas dominio técnico, mas, sobretudo, uma consciéncia situada
dos mecanismos algoritmicos e dos contextos epistemologicos que os moldam.

Estudos como o apresentado, por Agudo et al. (2022, p. 9) demonstram que a recegao de obras
geradas com GenAl ¢ frequentemente condicionada por preconceitos associados a autoria
algoritmica, quando se trata de uma obra de GenAl, e ndo pela obra em si, revelando que o
contributo da tecnologia tende a ser percecionado como limitado quando comparado a inter-
vengao humana.

Assim, a GenAl afirma-se como uma ferramenta estratégica de reapropriacao simbolica e de
mediagao cultural, na medida em que pode ser mobilizada de forma critica para questionar os
regimes hegemonicos de representagao, autoria e visibilidade, desde que ancorada em principios
éticos de autoria, transparéncia e responsabilidade autoral — dimensdo que serd evidenciada nas
praticas artisticas analisadas no capitulo seguinte.

3. A GENAI COMO FERRAMENTA DE SUBVERSAO E DESCON-
STRUCAO NARRATIVA

A GenAl integrada neste horizonte pés-humanista, pode operar como agente mediador na
producao de imagens que desafiem os modelos hegemoénicos de género perpetuados pelas
logicas tecnoculturais dominantes. Artistas como Ivona Tau e Stephanie Dinkins ilustram
formas alternativas de apropriacdo da tecnologia, intervindo nos regimes de representacao
e propondo subjetividades femininas alternativas. Ivona Tau utiliza algoritmos generativos
para criar imagens fotograficas oniricas, evocando memorias e emogdes subjetivas que desa-
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fiam as normatividades visuais associadas ao corpo e a beleza feminina. Stephanie Dinkins
desenvolve projetos com entidades artificiais que interagem com comunidades racializadas e
afrodescendentes, incorporando narrativas ligadas a ancestralidade negra e reconfigurando os
parametros de quem fala e de quem ¢ ouvido, ao propor uma ética de escuta e representacao
inclusiva. O reconhecimento da sua obra reforga o potencial critico da GenAl na confron-
tagao das desigualdades estruturais; esse potencial torna-se particularmente evidente, como
destaca Jiang et al. (2023), no contexto das praticas curatoriais emergentes. Estas praticas
configuram formas contemporaneas de reinscri¢ao de corpos, memorias e subjetividades
no campo expandido da arte digital. A interrogacao sobre quem cria, que corpos sio
representados ¢ quais historias sdo legitimadas permanece central na disputa por
uma arte mais inclusiva, critica e plural.

A GenAl pode ser mobilizada como dispositivo critico, na medida em que permite intervir nos
regimes de representacao e nos processos de legitimacao simbolica que sustentam as narrativas
hegemonicas. Como observa Crawford (2021, pp. 15-16), os sistemas de IA nao sao autébnomos
nem imparciais, operando a partir de grandes volumes de dados e regras pré-definidas por estru-
turas politicas e sociais moldadas por interesses dominantes ja existentes. Desta forma, a GenAl
atua como registo de poder que requer uma abordagem critica revelando vieses e exclusoes.
As artistas feministas apropriam-se desta tecnologia ndo apenas como instrumento criativo, mas
como melo de questionamento e resisténcia simbolica. Ivona Tau explora imagens situadas entre
o real e o virtual, sublinhando a plasticidade da subjetividade algoritmica. Stephanie Dinkins,
por sua vez, confronta a opacidade e a auséncia de representatividade algoritmica, propondo
uma reconfiguracao critica do arquivo digital e da epistemologia dominante.

Como apontam Manovich & Arielli (2024, pp. 11-20), a GenAl promove uma sensibilidade
cultural emergente, caracterizada pela variabilidade, pela simulacdo e pela pluralidade de estilos
— fenémeno compreendido como estética algoritmica. Este processo implica uma descentrali-
zacao da autoria, expandindo o conceito de agéncia artistica para integrar tanto o maquinico
quanto o coletivo, evidenciando a flexibilidade semantica e estilistica dos sistemas generativos.
“Typically, conservative views on art consider technical mastery as a criterion for ‘real art,” and
many people still don’t consider something that doesn’t require technical ability to be art. Howe-
ver, technical ability means procedural knowledge, and Al is designed to deal with precisely this
kind of knowledge” (Manovich & Arielli, 2024, p. 11).

Estas praticas introduzem modos alternativos de perce¢do e interpretagao, contribuindo para
a problematizacao critica de categorias normativas de género, corpo e identidade. A partir da
leitura que Gilles Deleuze realiza do pensamento de Henri Bergson, a subjetividade deixa de
ser concebida como identidade substancial ou entidade fixa, passando a ser entendida como
processo diferencial que emerge da articulagao entre percecao, memoria e duracdo. Em Ber-
gsonism (1991), Deleuze afirma que “we are consequently in the presence of a new line, that
of subjectivity, on which affectivity, recollection-memory, and contraction-memory are ranged:
These terms may be said to differ in kind from those of the preceding line (perception-object-
-matter)” (Deleuze, 1991, p. 26), sublinhando que estas dimensoes diferem em natureza, e nao
apenas em grau, relativamente a linha percecao-objeto-matéria.

Deleuze desenvolve ainda a analise do tempo subjetivo em cinco momentos como necessidade,
escolha, afecao, memoria e contracdo, que articulam corpo e consciéncia na dinamica entre
virtual e atual (Deleuze, 1991, pp. 52—-54). Esta perspetiva fornece instrumentos conceptuais
relevantes para os estudos contemporaneos sobre corpo, tecnologia e MAD, no ambito de abor-
dagens pos-humanistas que concebem a subjetividade como processo emergente, relacional e
situado, e nao como entidade substancial ou fixa.

O corpo feminino — historicamente objetificado — é reconfigurado pelas praticas feminis-
tas com GenAl, emergindo como agente de poder e recomposicao simbolica (Lacerda &
Sarzi-Ribeiro, 2017, pp. 3179-3181). As artistas projetam corpos hibridos e pos-humanos,
articulando subjetividades com memorias — pessoais, historicas e afetivas — em narrati-
vas alternativas. A GenAl nao substitui o artista, mas atua como mediadora estética e
critica, capaz de ativar subjetividades algoritmicas e subverter as estruturas dominantes
da cultura visual.
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Ao operar sobre grandes volumes de dados, a GenAl explora as tensoes entre apagamento e
memoria, possibilitando estratégias artisticas que reinscrevem subjetividades femininas de forma
plural e interseccional. A pratica artistica e os artefactos de investigagao funcionam como dispo-
sitivos de mediagao cultural, epistemologica e afetiva, contribuindo para o reconhecimento de
experiéncias historicas marginalizadas e para a formulagao de imaginarios feministas especulativos.
Como aponta Donna Haraway (2016), trata-se de “ficcionar o real” a partir de uma ética de
cuidado e responsabilidade partilhada entre espécies, sistemas e saberes. Mondloch sublinha que
“If feminist theoretical materialism’s reconceptualization of the material world allows us to ack-
nowledge its influence on experienced reality; and thus enables us to imagine new ways of doing
politics and ethics, material art practices informed by feminism are even more distinctive: they
allow us to experience and inhabit these new ways of being firsthand” (Mondloch, 2018, p.23).
E neste contexto de reconfiguracio simbolica e material das subjetividades femininas, em me-
diagao artistica e tecnologica, que se situam as praticas artisticas contemporaneas de Ivona
Tau e Stephanie Dinkins, analisadas a seguir enquanto expressoes de uma poética algoritmica
critica e feminista.

3.1. Ivona Tau: Poética Algoritmica e Critica aos Padroes Normativos

Ivona Tau, artista de MAD e investigadora em ciéncia da computagao, desenvolve a sua pra-
tica situada na intersecao entre arte-tecnologia, recorrendo a experimentagao com fotografia
analdgica e redes neurais generativas (GANs) numa abordagem orientada na materialidade da
memoria, estética computacional e critica sociotécnica. Tau recorre a manipulacao de arquivos
fotograficos pessoais para criar composigoes visuais de natureza onirica e emocional, explorando
os limites entre o humano e o algoritmico.

Para além do lirismo formal, a artista adota uma postura critica face aos vieses de género
presentes na IA contemporanea. Em 2023, na sequéncia de uma pesquisa em plataformas
de modelos generativos, como a CivitAl, Ivona Tau identificou que mais de 80% dos
modelos treinados pela comunidade apresentavam representacoes hipersexualizadas e
fetichizadas de corpos femininos, moldadas por estéticas normativas caucasianas. Esta
constata¢ao motivou a criagao da série UnBeautiful (2024), que desafia os padroes nor-
mativos de beleza através de imagens representativas de formas geométricas, abstratas
e imperfeitas, recorrendo a modelos de difusao afinados com o seu arquivo pessoal de
fotografia analdgica. O projeto pode ser interpretado como uma intervencao critica sobre
os regimes algoritmicos de visibilidade que tendem a perpetuar estereétipos de género
na representagao do feminino.

O processo criativo de Ivona Tau evidencia a natureza colaborativa e performativa entre
humano e maquina. A artista combina fotografias analégicas do seu arquivo pessoal com
modelos de IA treinados para gerar imagens, com diferentes graus de aproximacao aos dados
originais, que desestabilizam a clareza representacional e exploram a falha algoritmica como
recurso estético. Embora reconheca a imprevisibilidade tecnolégica, Tau rejeita a ideia de
que a maquina tenha “agéncia”, compreendendo-a como uma ferramenta sofisticada e nao
como coautora. Reforca que a autenticidade da arte reside nas experiéncias humanas e no
toque pessoal do artista.

Tau chama a atengdo para a limitada diversidade demografica na industria tecnologica, obser-
vando que a producao de modelos de IA é maioritariamente conduzida por grupos homogéneos,
o que contribui para a reproducao de enviesamentos culturais. Neste contexto, a artista propoe
anecessidade de maior representatividade de mulheres investigadoras e do desenvolvimento de
modelos personalizados, posicionando-se criticamente face ao uso indiscriminado de grandes
datasets corporativos.

Para Tau, a GenAl nao substituiu os processos criativos humanos, mas atua como um dispositivo
que pode ampliar determinadas formas de experimentacdo estética e expressao subjetiva. A
GenAl ¢é mobilizada como um recurso técnico-expressivo que permite explorar relagdes entre
memoria, emocdo e imagem, contribuindo para a construcao de narrativas visuais que desaflam
padrdes hegemonicos.
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No percurso artistico de Ivona Tau, destaca-se a obra A Life Passed By (2025), na qual apro-
funda a reflexao sobre memoria, identidade e esquecimento, partindo de arquivos familiares

analogicos —negativos e videos das décadas de 1960-70 —para criar narrativas entre documento
e ficcao algoritmica (Fig 1). Recorre a modelos personalizados de Stable Diffusion, treinados em
Python, para gerar imagens e sequéncias de video marcados por falhas algoritmicas — como
glitches e transicdes surreais — que evoca a fragmentagao da memoria e o declinio neurologico
da deméncia da avd homenageada.

Conceptualmente, Tau posiciona a IA como extensao da agéncia humana, nunca como sujeito
criador. A Life Passed By encena a tensdo entre preservacao e desaparecimento, mostrando que
a memoria — humana ou tecnolédgica — é sempre parcial e mediada. Esta abordagem dialoga
com as reflexoes de Zylinska (2020) sobre criatividade nao-humana, reafirmando a importancia
da curadoria critica nos processos algoritmicos.

3.2. Stephanie Dinkins: Cocriacdo Algoritmica, Meméria Comunitaria e Re-
sisténcia Negra

Stephanie Dinkins desenvolve uma pratica artistica situada na intersecao entre IA, raca e géne-
ro, ativando ecossistemas de escuta, partilha e resisténcia cultural. Com formacao em praticas
documentais, Dinkins cria plataformas inclusivas que promovem o didlogo e a construcado de
ecossistemas tecnologicos mais equitativos e transparentes. As suas instalagoes e oficinas co-
munitarias sao interpretadas como estratégias de ampliacao dos limites das novas médias, ao
integrar praticas de didlogo critico com comunidades racializadas. O seu trabalho procura dar
visibilidade as subjetividades silenciadas, questionar o racismo estrutural e os sistemas hegemo-
nicos que moldam tanto a tecnologia como a cultura. Para Dinkins, a arte ndo se limita apenas
a um campo estético, constitui uma ferramenta de provocacao ética, escuta ativa e construcao
coletiva, permitindo espacos de didlogo critico enraizados nas comunidades racializadas.

Um exemplo representativo desta abordagem ¢ a obra Secret Garden: Our Stories Are
Algorithms (2021, Fig.2), na qual Dinkins explora a oralidade, a ancestralidade e as historias
pessoais como formas de resisténcia simbolica face a logica estatistica e abstrata da GenAl. Ao
privilegiar narrativas orais e testemunhos pessoais como base de treino algoritimo, Secret Garden
desloca a logica estatistica dominante da GenAl, introduzindo o conceito de small data — frag-
mentos subjetivos e memorias coletivas — como alternativa critica aos grandes datasets normativos.
A obra valoriza o processo de encontro, escuta e partilha, e assume centralidade, subvertendo a
légica produtivista. Na obra, a tecnologia nao surge como um fim em si mesma, mas como um
melo técnico para reinscrever historias silenciadas, através de processos de recolha, curadoria
e traducao algoritmica de narrativas comunitarias. Esta abordagem articula-se com a nogao
de “ética algoritmica” ao propor a GenAl como um territério a ser (rejimaginado a partir da
proximidade, da afetividade e da critica sociopolitica.

Fig. 1 - Ivona Tau, Bird cherry
blossoms in the summer of
1967 e Castles of Antakalnis, -
Colecao A Life Passed By, 2025.
Fonte: Kate Vass Galerie
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Fig. 2 - Stephanie Dinkins,
Secret Garden: Our Stories
Are Algorithms, 2021. Fonte:
stephaniedinkins.com
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Através das suas obras Secret Garden, Conversations With Bina48 e Not The Only One, Dinkins propoe

uma cocriagao algoritmica situada, ancorada em saberes comunitarios, praticas de resisténcia

cultural e epistemologias feministas interseccionais. A sua obra nao atribui agéncia a IA enquanto
sujeito criativo, mas atribui-lhe o papel de mediadora técnica cujos efeitos dependem do modo
como ¢ treinada, contextualizada e orientada por valores humanos.

4.ESTUDODECASOAUTORAL:IN/VISIBILIDADES NO FEMININO 3.0
4.1. A Pratica Artistica enquanto Artefacto de Investigacdo

Esta investigacao tem como base o projeto autoral in/visibilidades no_feminino 3.0, uma pratica
artistica de natureza interdisciplinar que articula etnografia, artivismo, e mediagao cultural,
centrando-se na desconstrugao simbolica de narrativas sobre a identidade feminina.

A versao 3.0 do projeto incorpora a GenAl como agente ativo no processo criativo e reflexivo,
nao como mera ferramenta técnica, mas enquanto mediador simbélico e estético. A pratica
mscreve-se no paradigma da investigacao baseada na pratica artistica, conforme delineado
por Marcos (2017), que a reconhece como um processo de criagao-investigacao em MAD. O
modelo proposto assenta num ciclo que articula a conce¢do da mensagem, o desenvolvimento
fisico-computacional do artefacto e a mediagao estética que molda a experiéncia do fruidor
(Marcos, 2017, pp. 132-137). Diferenciando-se dos processos tradicionais de design, centrados
na resolucao de problemas, esta abordagem valoriza a criacao de experiéncias estéticas signifi-
cativas, mediadas por tecnologias digitais e arquiteturas colaborativas. Configura, assim, uma
pratica situada na confluéncia entre arte, ciéncia e tecnologia, de natureza hibrida e inter/
transdisciplinar, cujos artefactos emergem como manifestacoes simbolicas de uma contempo-
raneidade marcada pela complexidade, pela densidade informacional e pelas transformacoes
culturais (Marcos, 2017, pp. 138-145).

O artefacto experimental foi desenvolvido e aprimorado em varias fases de prototipagem iterativa,
seguindo o processo metodologico de criacao a/r/cografica — Art + Research + Communication +
Graphy — proposto por Veiga (2020, p. 97). A GenAl foi utilizada para gerar imagens a partir de
um repertério simbolico centrado nas mulheres, resgatando canticos femininos, testemunhos
orais e iconografias associadas a mulher rural e 2 memoria coletiva. A criacdo assume-se como
pratica de coautoria colaborativa entre artista, comunidade e modelo algoritmico.

O desenvolvimento do artefacto experimental acompanhou as atualizagdes progressivas do Run-
wayML, que introduziram melhorias significativas na fidelidade visual, na coeréncia temporal
dos frames e no controlo por prompt. Em particular, a migracao da versao Gen-1 e Gen-2 para a
Gen-3 Alpha (lancada em 2024) resultou numa maior defini¢ao imagética e na capacidade de
gerar sequéncias visuais mais consistentes e alinhadas com as inteng¢oes narrativas. Esta evolu-
¢do técnica permitiu um aperfeicoamento da estética final do artefacto, potenciando uma nova
abordagem visual e simbdlica. A pratica artistica apropriou-se de elementos imagéticos (I'ig.3a)
e sonoros extraidos da série documental Povo que Canta, de Michel Giacometti (RTP Arquivos),
compondo uma colagem imagética de materiais etnograficos reconfigurados que convocam
mualtiplas camadas interpretativas e etnomusicologicas (Fig. 3b).
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Na sua versao hibrida, a videoarte apresenta uma sequéncia composta por 24 retratos femininos

em movimento, gerados com GenAl e organizados através da edicdo prévia no Adobe Premiere.
A plataforma RunwayML foi usada para manipular e fundir as diferentes camadas de imagem e
video, produzindo uma estética visual propria da linguagem da videoarte. A sequéncia destaca-
-se como elemento imagético central da obra, ampliando as possibilidades criativas da GenAl
No contexto expositivo, cada imagem ¢ exibida durante 15 segundos, compondo uma sequén-
cia de aproximadamente 6 minutos, 24 retratos acompanhados por uma paisagem sonora ¢
imersiva. Entre os sons remasterizados — através de técnicas de sampling e manipulacdo digital
—, incluem-se trechos das musicas O Laurinda, Linda, Linda, da regiao de Monchique, e Dona
Mariana, recolhida em Aljezur por Adélia Rosado e posteriormente documentada por Michel
Giacometti e Fernando Lopes Graga. As imagens geradas a partir de prompts personalizados,
inseridos na interface da GenAl, assumem deliberadamente a participagdo da maquina na
coautoria simbolica da obra. O prompt inicial — “black and white film; an older woman with a
rounded face and prominent eyes; natural gesture gently cradling her face; intense gaze fixed
on the camera conveying inner strength and serenity...” —foi submetido a variagdes paramé-
tricas de modo a alcancar a expressividade desejada. A wmierface digital, os rostos e expressoes
simbolizam agdes coletivas e subjetivas que se tornam no espago de negociacao entre inten¢ao
humana e resposta algoritmica. Em convergéncia multimodal, o material visual foi articulado
com uma curadoria sonora composta por canticos e vozes femininas, reforgando a dimensao
etnografica e sensorial do artefacto. Esta parte integrante da pratica mediadora culmina no
manifesto artistico que problematiza as representagoes do feminino e (re)imagina outras formas
de presenca, visibilidade e escuta.

4.2. Encontro LAB Medi(a)cées com a presenca do Movimento Democratico
de Mulheres

No dia 20 de maio de 2025, pelas 17h30, realizou-se uma sessao colaborativa do projeto in/
visibilidades no feminino 3.0, em contexto — LAB Laboratorio Medi(a)¢oes, com a participagao do
Movimento Democratico de Mulheres (MDM), Nicleo do Algarve. O encontro teve como
objetivos apresentar a videoarte produzida na investigacao pratica e recolher contributos criticos
através de um questionario presencial, promovendo um espago de escuta ativa, didlogo interge-
racional e reflexdo sobre a visibilidade das mulheres na arte mediada por tecnologias emergentes.
O MDM, enquanto associacao nao governamental com um longo histérico ancorado na luta
pelos direitos das mulheres e pela justica social, demonstrou particular interesse na analise
desta proposta artistica. Com raizes que remontam a movimentos como a Liga das Mulheres
Republicanas e o Conselho Nacional das Mulheres Portuguesas, o movimento afirma-se como
agente ativo na defesa da igualdade, através de acoes de sensibilizacdo, educacdo e apoio a
equidade no trabalho.

Os resultados revelam que as participantes reconheceram a relevancia tematica da pratica ar-
tistica apresentada, sobretudo pela forma como abordou a mvisibilidade histérica do trabalho
feminino em contextos rurais. A articulagdo entre memoria, som e imagem foi entendida como
um meio eficaz de sensibilizagao e reconstrugao identitaria.

Fig. 3 - (a) Printscreen do
arquivo videografico de Michel
Giacometti, Povo Que Canta.
Fonte: RTP, 1973. (b) Imagética
videoarte in/visibilidades no

feminino 2025

anonimizado

para cfeitos de revisao. Resul-

tado da GenAl

Runway
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Arececao davideoarte in/visibilidades no feminino 3.0 destacou o seu caracter multimodal: 60% das
participantes referiram a combinacao entre som, imagem e movimento como o elemento mais
impactante; 30% salientaram a representagao feminina e 20% valorizaram a composi¢ao sonora.
No plano emocional, 40% das participantes relataram predominantemente sentimentos de empatia,
20% mspiracao e 20% reflexao, enquanto 10% manifestaram indiferenga, sugerindo percegoes
divergentes e possiveis lacunas na acessibilidade narrativa. Em associacao conceptual, 50% iden-
tificaram a obra com “empoderamento feminino”, 30% com “autoexpressao artistica” e 10%
com “reflexdo sobre questoes de género”. Apenas uma participante referiu nao ter sentido ligacao
com a obra. Varias participantes referiram que a obra lhes provocou uma “viagem no tempo”,
remetendo-as para realidades do Algarve e Alentejo rural. Destacando a for¢a dos elementos sono-
ros, que ativaram memorias de infancia e do trabalho feminino. Este efeito de imersao contribuiu
para uma (rejvalorizagao emocional e simbolica das experiéncias invisibilizadas.

A utilizagao de GenAl despertou curiosidade em 60% das participantes, mas também resistén-
cia critica: 30% consideraram que a tecnologia nao representa adequadamente a identidade
feminina e 10% nao identificaram a sua relacdo com o tema. Para 70% das participantes, a
obra confirmou ideias ja existentes, ndo tendo produzido mudangas significativas de perspetiva.
Alguns comentarios manifestaram preocupacoes com o impacto ambiental das tecnologias digitais,
o uso acritico da GenAl ¢ a importancia de uma educacdo tecnolégica critica, sobretudo em con-
texto escolar: As respostas abertas revelaram duas tendéncias principais: Reconhecimento cultural
e afetivo, expresso em comentarios como “A jungao dos rostos, especialmente dos mais velhos, com
amusica dos canticos, ¢ poderosa” e “Recuar no tempo e relembrar o papel da mulher que ainda
muito tem de servalorizado”; Distanciamento critico, refletido em opiniées como “Nao me levantou
nenhum pensamento, reflexdo, nem critica, fiquei confusa. Gostei das imagens e do som apenas”.
Os questionarios foram preenchidos por uma amostra reduzida de participantes, do género feminino,
com uma distribui¢ao etaria diversificada. Apesar da limitagao da amostra (n=10), a validade do
estudo nao ¢ comprometida, uma vez que o objetivo nao ¢ a generalizacao estatistica, mas sim a
exploragao situada das perce¢oes num contexto artistico especifico. Esta abordagem refor¢a aneces-
sidade de dar continuidade a investigagao, de modo a consolidar os dados recolhidos e aprofundar
a analise de novas variaveis. A metodologia adotada privilegiou a escuta das percecoes, emogoes
e narrativas evocadas pela obra, combinando a analise quantitativa e qualitativa das respostas.
A'sessao com o MDM confirmou que a pratica artistica in/visibilidades no feminino 3.0 atua como
mstrumento de memoria, sensibilizacao e empoderamento, mesmo que suscite ceticismo quanto
ao papel da GenAl na representacao da identidade feminina. Os resultados sublinham a rele-
vancia da mediacao cultural critica, especialmente para publicos nao familiarizados com a arte
contemporanea e com o uso de tecnologias emergentes.

5. REFLEXAO CRITICA E CONSIDERACOES FINAIS

A emergéncia da GenAl como ferramenta expressiva na arte contemporanea evidencia
transformacoes significativas nos processos de criagao, ao introduzir tensoes criticas face aos
modelos tradicionais de autoria e as logicas epistémicas e politicas que estruturam a producao
de significado artistico. No ambito das praticas feministas analisadas, a GenAl revela potencial
critico ao contribuir para a desconstrucao de narrativas hegemonicas e para a reformulacao de
subjetividades femininas e projetar imaginarios alternativos que operam como dispositivo de
questionamento das estruturas tecnoculturais dominantes. Contudo, a sua utilizacdo levanta
limitagdes e tensdes que exigem reflexdo critica, em relacdo a autoria e ao ato criativo. Persis-
tem preconceitos face a mediacao tecnologica, frequentemente percecionada como ameaca
a expressao humana e a autenticidade artistica. Estes resultados indicam a pertinéncia de
investigagdes futuras centradas nas implicagdes éticas e epistemologicas da GenAl bem como
no seu impacto concreto sobre os processos criativos e as praticas artisticas contemporaneas.
Adanalise das obras de Ivona Tau, Stephanie Dinkins e do projeto autoral in/visibilidades no feminino
3.0 demonstra que a GenAl tem sido criticamente mobilizada como estratégia ético-estética
capaz de reconfigurar a nogao de autoria ¢ expandir os regimes de visibilidade (Zylinska, 2020;
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Crawford, 2021). A pratica artistica expande a sua materialidade ao operar numa logica cola-
borativa de “coautoria algoritmica”, embora o conceito de coautoria permaneca em debate e
ainda nao seja consensual no campo da arte contemporanea e dos estudos criticos sobre GenAl
Anocao de coautoria algoritmica distingue-se, assim, de concegdes tradicionais de colaboracdo
— que pressupoem agéncia reflexiva entre sujeitos — e de modelos de automatizagao técnica ou
autoria delegada. Diferentemente de uma ferramenta instrumental ou de um agente auténomo,
a GenAl opera como mediador técnico ativo, cuja influéncia estética emerge de processos de
treino, parametrizacao e selegdo conduzidos pelo sujeito humano. Deste modo, a coautoria
algoritmica ¢ entendida, neste estudo, como um regime de producao estética relacional, no qual
a GenAl atua como mediador técnico ndao autbnomo, cuja contribuicao simbolica depende
integralmente da intencionalidade, da curadoria e da responsabilidade do sujeito humano.
Na vertente poés-humanista sustentada por Haraway (2016), a criacdo emerge de um processo
ecossistémico de cocriagao entre agentes humanos, tecnologicos e simbélicos. As praticas de
Ivona Tau e Stephanie Dinkins dialogam com a figura do corpo ciborgue proposta por Ha-
raway nao como superacao das normatividades visuais, mas como espago critico de tensao,
no qual a reinvencao tecnolégica do feminino torna visivel a persisténcia de vieses estruturais
inscritos nos sistemas algoritmicos, bem como o esfor¢o consciente de os desestabilizar através
de uma agéncia estética situada. O ciborgue, neste contexto, nao constitui uma metafora de
hibridismo acritico, mas um dispositivo analitico que permite compreender a subjetividade
como producao relacional, atravessada por infraestruturas técnicas e regimes de poder.

As praticas feministas que incorporam GenAl caracterizam-se por uma tensao continua entre
controlo humano e acaso — indeterminacao algoritmica —, articulando processos de progra-
magao técnica com dimensoes performativas e experimentais. Como refere Flusser (1983),
o artista-programador move-se dentro de um “universo de possibilidades” codificadas, que
se tornam férteis quando ressignificadas em atos poéticos e politicos. A subversao feminista
manifesta-se, nestas praticas, na reconfiguragao critica de coédigos linguisticos, culturais, tec-
noldgicos a partir de experiéncias corporificadas e subjetividades dissidentes.

A andlise desenvolvida permite identificar trés eixos de impacto relevantes desta transforma-
¢do: (1) no campo artistico, observa-se a emergéncia de um novo horizonte de experimentagao
mnterdisciplinar e intertecnolégica, no qual a GenAl deixa de assumir um papel meramente
mstrumental para se afirmar como matéria critica e estética, promotora de novas linguagens
e sensibilidades, (i) no dominio dos estudos de género, afirma-se a urgéncia de integrar as tec-
nologias como espacos de contestacao feminista, reconhecendo o papel ativo das mulheres na
reconfiguragdo de imaginarios culturais e na problematizagao das infraestruturas algoritmicas
que perpetuam dinamicas de exclusdes, (iii) no ambito da mediacdo cultural e da educagao
artistica, impde-se a necessidade de fomentar repertérios criticos e pedagdgicos que permitam
as novas geracoes apropriar-se da tecnologia como linguagem expressiva, politica e inclusiva,
com atencao as vozes e corpos historicamente subalternizados.

Investigagdes subsequentes deverdo contemplar amostras mais amplas e diversificadas, inte-
grando perspetivas interseccionais que permitam compreender de forma mais abrangente as
relagdes entre género, tecnologia e recegao artistica. Neste cenario, importa consolidar praticas
transdisciplinares e situadas, que assumam a criagao artistica como campo de producao de
conhecimento critico e engajado. A GenAl podera funcionar como catalisadora de processos
de imaginacao especulativa, narrativa insurgente e transformagao simbolica, quando articulada
com os principios ético-politicos do feminismo interseccional e do pensamento pos-humanista.
A coautoria algoritmica feminista configura-se, assim, como uma forma de insurgéncia sim-
bolica e tecnopoética, onde a plasticidade da inteligéncia artificial se entrelaca com o corpo
politico da criacdo artistica. Este encontro entre humano e maquina abre caminho para
futuros mais plurais e regenerativos, nos quais a pratica artistica assume um papel central
como laboratorio de recombinacdo, reflexao e resisténcia simbolica.

Estes resultados refor¢am o potencial da Média-Arte Digital como espago de producao de
conhecimento critico e situado, no qual a pratica artistica opera simultaneamente como mé-
todo de investigagao, dispositivo de mediacdo cultural e forma de intervencdo feminista no
campo tecnologico contemporaneo.
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A DISCIPLINA DE FORMAGCAO MUSICAL
EM PORTUGAL: IDENTIDADE

E HORIZONTES PEDAGOGICOS
The Formagao Musical subject in Portugal: Identity

and pedagogical horizons

RESUMO

A evolugao histérica da disciplina de For-
magao Musical em Portugal permite-nos
constatar que a sua identidade parece re-
sultar, em varios aspetos, da forma como,
ao longo dos anos, esta disciplina tem sido
pensada. Este texto procura, assim, evi-
denciar os resultados mais relevantes de
uma investigacao sobre a disciplina de
Formacao Musical, nomeadamente o seu
desenvolvimento didatico e pedagdgico e
ainfluéncia que este exerceu na defini¢ao
atual da identidade da disciplina de For-
macao Musical. Para tal, considerou-se o
estudo de caso intrinseco realizado, que
teve como fonte de dados os Documentos
Oficiais Pedagogicos de Formacao Musical
e as entrevistas realizadas a treze professo-
res de musica de todos os niveis de ensino,
que tém ou ja tiveram algum tipo de ligacao
profissional a disciplina. Das conclusoes
formuladas sobressai a ideia de que a dis-
ciplina de Formacao Musical desempenha
um papel estruturante no curriculo do en-
sino artistico e especializado da musica e
que a ela convergem saberes e praticas que,
pela sua diversidade, a transformam num
espago pedagogico dinamico, orientado
para a compreensdo da linguagem musical
e para o desenvolvimento das competéncias
artisticas dos seus alunos.
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ABSTRACT

The historical evolution of the Formagao Mu-
sical subject in Portugal allows us to observe

that its identity appears to result, in various

aspects, from the way in which the subject has

been conceived over the years. This text thus

aims to highlight the most relevant findings of

aresearch project on the Formagao Musical

subject, namely its didactic and pedagogical

development and the influence this has had

on the current definition of itsidentity. To this

end, an intrinsic case study was conducted,
drawing on two main sources of data: the

official pedagogical documents of Formacao

Musical and interviews with thirteen music

teachers from all levels of education who have,
or have had, some form of professional con-
nection to the subject. Among the conclusions

drawn, the idea stands out that the Formacao

Musical subject plays a structuring role in

the curriculum of specialized artistic music

education. It serves as a converging point

for diverse knowledge and practices which,
through their variety, transform it into a dy-
namic pedagogical space oriented towards

the understanding of musical language and

the development of students’ artistic skills.
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Musical subject; Identity.

205

- b

HERMANO FILIPE GOMES
CARNEIRO"
Conceptualization /
Investigation / Writing
ORCID:0000-0002-6548-0848

"Universidade do Minho; ELA-
CH — Escola de Letras, Artes e

Ciéncias Humanas; CEHUM |
GIARTES — Centro de Estudos
Humanisticos da Universidade

do Minho

Correspondent Author:
Hermano Filipe Gomes Car-
neiro, Universidade do Minho

- Campus de Gualtar, Rua da
Universidade, 4710-057 Braga.

hermanocarneiro@elach.
uminho.pt

Date submission:
26/06/2025
Date Acceptation:
30/10/2025

© 2026 Instituto Politécnico de
Castelo Branco.
Convergéncias: Volume 19 (37)
31 de maio, 2026




206

Convergéncias: Volume XIX (37), 31 de maio, 2026

1. INTRODUCAO

A evolucao histérica da disciplina de Formagao Musical tem sido acompanhada de um processo
de desenvolvimento didatico e pedagogico que se tem evidenciado nao sé pelo reconhecimento
da funcao formativa da disciplina, mas também pela sua consolida¢do enquanto parte estru-
turante do curriculo do ensino artistico especializado da musica em Portugal (Carneiro, 2022).
Com origem nas disciplinas de Rudimentos, Preparatorios e Solfejo (1835-1971), centradas no
conhecimento da teoria musical e no desenvolvimento das competéncias de leitura e escrita
musical, a Formagao Musical abandonou a posi¢ao de disciplina anexa atribuida a Educacao
Musical (1971-1983) e ganhou uma maior relevancia no curriculo a partir de 1983, com a
promulgacdo, a 1 de julho, do Decreto-Lei 310/83 (1983).

O presente artigo propoe, assim, identificar os principais elementos didaticos e pedagogicos
que, ao longo dos anos, tém influenciado a formagao identitaria da disciplina de Formacao
Musical, bem como expor as principais perspetivas da sua evolucdo futura nesses dominios.
O tema assume particular relevancia na medida em que permite uma leitura mais informada
sobre a evolugao historica da disciplina de Formagao Musical, bem como uma definicao mais
clara sobre o seu papel na formacdo dos jovens musicos que frequentam o ensino artistico
especializado da musica em Portugal.

2. ENQUADRAMENTO TEORICO
2.1. O desenvolvimento de objetivos pedagdgicos em Formacao Musical

A formulacao de objetivos pedagdgicos do ambito da Formagao Musical emergiu, segundo Ma-
cedo (1986), da necessidade de colmatar fragilidades que se verificavam quer na compreensao

e dominio da linguagem musical dos alunos, quer na eficacia das praticas pedagégicas desen-
volvidas pelos professores desta disciplina. Nesse contexto, a autora destacava a importancia de

se definirem objetivos pedagdgicos que considerassem os diferentes elementos que constituem

a linguagem musical, centrando-se nao apenas no seu dominio técnico, mas também na sua

compreensao cultural, temporal e estilistica. Nesse sentido, Pinheiro (1994) enfatizava a ideia

de que o objetivo principal da Formacao Musical seria a disciplina tornar-se num meio de

desenvolvimento artistico dos alunos e num espaco de melhoria da sua expressividade musical.
O autor destacava ainda as competéncias auditivas dos alunos como dominio fundamental a

desenvolver em Formacao Musical, numa logica de escuta ativa e consciente. Esta era também

a perspetiva de Pedroso (2004) ao referir que o objetivo da disciplina de Formacao Musical

era “a educagao do ouvido, isto ¢, o desenvolvimento das capacidades de identificacdo e escrita

dos sons musicais ouvidos, bem como a capacidade de imaginar e ouvir os sons e as estruturas

sonoras escritas” (p. 8). De forma mais abrangente, Caspurro (2006) defendia que o ensino da

musica e a aprendizagem musical deveriam ir além da sua mera reproducao técnica. A autora

sugeria uma acao pedagogica orientada para a resolucdo de problemas, a criacao de solugoes e

o desenvolvimento do pensamento criativo. No fundo eram objetivos pedagogicos que, situados

no ambito da disciplina de Formacao Musical, mantém a sua atualidade e estao alinhados com

aideia proposta por Raimundo (2014), que aponta a audigao e o pensamento musical, historica

e culturalmente contextualizados, como objetivos gerais de Formagao Musical. Para o autor,
esses objetivos constituem uma via alternativa ao horizonte tinico preconizado por praticas

pedagdgicas mais tradicionais, como € o caso da leitura e do ditado musical.

2.2. O desenvolvimento da pedagogia e da didatica em Formacdo Musical

Ao considerar que a disciplina de Formagao Musical ndo deveria estar desagregada da arte que
a musica representa, as perspetivas de Macedo (1986) e Cruz (1988) revelam-se convergentes
no que se refere a utilizagdo das obras de repertério de diferentes épocas da histéria da musica
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como material didatico privilegiado, ndo sé para os dominios do ritmo, melodia e harmonia,
como também para o desenvolvimento da percecdo auditiva, da memoria, da leitura e da
improvisagao musical.

Ao colocar a pratica musical no centro da atividade pedagégica em Formagao Musical, Pinheiro
(1994) sugeria a realizagio de atividades baseadas na escuta e analise de excertos musicais. No
seu entender, estes exercicios exigiam dos alunos uma escuta atenta e reflexiva, incentivando-os
aresponder a questoes de natureza teérica, técnica, estilistica e historica, o que contribuia para
uma aprendizagem mais contextualizada e significativa da musica. Para além da componente
analitica, o autor propunha igualmente o uso do ditado musical como ferramenta para o de-
senvolvimento da memoria auditiva, recorrendo-se, por exemplo, a apresentacao de partituras
incompletas a serem completadas pelos alunos com base na audi¢ao e memorizagao musical.
Por sua vez, na modalidade oral, privilegiava a leitura entoada de excertos de repertorio. Esta
era também uma pratica pedagégica proposta por Cruz (1995) que, sustentada nos contributos
de Edwin Gordon e Zoltan Kodaly, enfatizava o canto como uma atividade fundamental de
educagao musical, considerando-o indispensavel para o desenvolvimento das competéncias
auditivas dos alunos e para uma pratica instrumental mais expressiva.

No trabalho apresentado por Sousa (2015), pode constatar-se que as metodologias de ensino
difundidas em Portugal a partir de meados do século XX partilhavam uma orientagao comum
no que respeita a utilizacao da voz, dos instrumentos, da audi¢ao e da improvisa¢ao musical.
Essa convergéncia parece ter-se estendido gradualmente a disciplina de Formacao Musical, re-
velando, em alguns contextos pedagogicos, uma forte articulacdo entre os principios e praticas
propostas por pedagogos, metodologos e investigadores, e os objetivos formativos propostos
para a disciplina de Formagao Musical.

Atualmente, pode considerar-se que o processo de ensino, aprendizagem e avaliagao, tal como
desenvolvido em Formacao Musical, tem em si marcas evidentes da continuidade de principios
e praticas pedagdgicas de outrora e que, desenvolvidas, atualizadas e reinterpretadas, permane-
cem presentes no quotidiano da disciplina, contribuindo, assim, para a consolida¢ao dos seus
tracos identitarios.

3. PROCEDIMENTOS METODOLOGICOS

Considerando a problematica e os objetivos propostos para a investigacao, determinou-se que,
em termos metodologicos, seriam adotados procedimentos proprios da investigacao qualitativa,
sustentada pelo paradigma interpretativo da realidade em estudo (Afonso, 2005). Nesse segui-
mento, entendeu-se que o estudo de caso intrinseco constituiria a estratégia mais adequada, uma

vez que permitia analisar uma realidade especifica e particular, como ¢ o caso da disciplina de

Formagao Musical lecionada no ensino artistico especializado da musica em Portugal (Stake,
2012). A recolha de evidéncias baseou-se num conjunto diversificado de Documentos Oficiais

Pedagogicos de Formagao Musical (DOPFM) e nas entrevistas realizadas a um grupo de pro-
fessores selecionados de forma intencional para o efeito.

Deforma asalvaguardar a validade da investigacao foi considerado um conjunto de procedimentos

éticos, nomeadamente: examinar permanentemente o caso em estudo; descrever com exatidao

os DOPFM,; prestar todos os esclarecimentos aos sujeitos entrevistados; garantir o anonimato e a

confidencialidade das entrevistas, caso fosse essa a vontade dos participantes; permitir aos sujeitos

entrevistados o acesso a transcrigao das entrevistas para a confirmagao dos dados fornecidos; pro-
ceder ao tratamento e analise dos dados recolhidos; e, por fim, formular as conclusdes do estudo.

3.1. Instrumentos de recolha de dados

Na linha do que sugere Coutinho (2011), a diversificagao de fontes de dados ¢ a utilizacao de
dados de diferentes tipos afigurou-se como um aspeto fundamental no desenvolvimento desta
investigacao, uma vez que permitiu considerar um nimero alargado de angulos de analise da
realidade em estudo.
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3.1.1 Os Documentos Oficiais Pedag6gicos de Formacao Musical como fonte de dados

Dos DOPFM considerados para esta investigagao constavam programas curriculares, planifi-
cagoes, matrizes de provas, provas modelo e critérios de avaliagao, num total de 14 documentos
das escolas portuguesas com oferta publica de ensino artistico e especializado de musica, que
se encontravam em vigor aquando da realizacao do estudo (Carneiro, 2022). Enquanto fonte
de dados, os DOPFM revelaram-se particularmente relevantes, ndo apenas pelo conjunto de
informacoes que dispunham sobre a disciplina de Formagao Musical, mas também porque
permitiram complementar os dados obtidos das entrevistas, contribuindo assim para uma
compreensao mais aprofundada da realidade em estudo.

3.1.2 As entrevistas como fonte de dados

Para arealizacao das entrevistas, foi definido um grupo de 13 participantes que tém ou ja tiveram
algum tipo de ligagao profissional a disciplina de Formagao Musical. O grupo era constituido
por professores do ensino basico, do ensino secundario e do ensino superior, por formadores
de professores e por investigadores da area. Tratou-se de um grupo convenientemente selecio-
nado para o efeito, justificando-se tal procedimento com o valor e o contributo que os sujeitos
entrevistados representavam para a investigagao, assim como a importancia reconhecida ao
seu percurso profissional. Importa salientar que, relativamente aos principios de anonimato e
confidencialidade dos sujeitos participantes e do contetido das suas entrevistas, todos aceitaram
a divulgacao da sua identidade e do contetido das suas entrevistas, reconhecendo o interesse
institucional e histérico da sua colaboragao (Carneiro, 2022). Alinhada com a perspetiva de Yin
(2009), a realizacao das entrevistas revelou-se como um procedimento metodologico adequado
ao estudo, nao s6 porque permitiu responder, na primeira pessoa, a problematica em estudo,
como também permitiu a recolha de evidéncias que nao se poderiam encontrar nos DOPFM.

3.2 Tratamento dos dados

Depois de recolhidos, os dados da investigagao foram organizados com o proposito de formular
indicadores que orientassem a sua interpretacao. A este procedimento seguiu-se 0 processo de
codificaco e categorizacao dos dados, o qual, no caso particular desta investigagdo, resultou
na identificagao de ideias, texto ou palavras semelhantes ou repetidas (Bogdan & Biklen, 1994).
Posteriormente, procedeu-se a andlise categorial dos dados tendo como referéncia as questdes e
o0s objetivos da investigacao. Deste processo apresentam-se, de seguida, os principais resultados.

4. RESULTADOS

A apresentagao dos resultados da investigagao decorreu do processo de analise desenvolvido,
considerando-se, neste artigo, as seguintes categorias: o ensino da musica em Formacao Musical;
audicao, leitura e escrita musical; contetidos programaticos e recursos didaticos; e perspetivas
de evolucao do ensino da musica em Formacao Musical.

4.1 O ensino da masica em Formacao Musical

Os dados da investigacao indicam que a conce¢ao de objetivos e praticas pedagogicas desta
disciplina foi evoluindo progressivamente. Inicialmente, as disciplinas precursoras da Formacao
Musical centravam as suas praticas na instrucao dos alunos, a qual era orientada essencialmente
paraaleitura, para a escrita musical e ainda para a aquisigao de conhecimentos basicos da teoria
musical. As atividades pedagogicas baseavam-se na repeti¢ao exaustiva do mesmo tipo de exer-
cicios (leitura e ditados musicais), encontrando-se dissociadas da pratica musical e desprovidas de
uma verdadeira compreensao musical. Posteriormente, verificou-se a introdugao de uma maior
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variedade de atividades pedagogicas, nomeadamente aleitura entoada de excertos de repertorio,
apratica da improvisagao, o estudo sistematico da harmonia, o desenvolvimento da percec¢do e
da analise musical, e o enquadramento cultural e histérico do repertério em contextos de aula
que privilegiavam a pratica musical. Como marca da influéncia que o passado tem na disciplina
de Formagao Musical, observa-se que, atualmente, os seus objetivos e praticas pedagogicas con-
tinuam a passar por promover, nos alunos, uma melhor compreensao e interpretagao musical,
visando o desenvolvimento dos conhecimentos e competéncias musicais ao nivel da memoria
musical, da leitura, da audicao, da escrita e da criacao musical.

4.2 Audicao, leitura e escrita musical

Com base nos dados das entrevistas, verifica-se que as disciplinas que antecederam a disciplina de
Formacao Musical possuiam um alcance pedagogico limitado em termos de aprendizagem. Em
alguns casos, as suas praticas pedagogicas eram restritas e distanciadas de uma cultura auditiva
e de compreensao musical. Num passado mais recente, passou a atribuir-se maior importancia
ao desenvolvimento auditivo dos alunos, através de praticas como a audigao e a entoa¢ao mu-
sical. Nesta perspetiva, as atividades de escrita musical decorriam de um encadeamento logico
de acoes pedagogicas de que faziam parte a audigio, a entoagao, a analise auditiva e a com-
preensao musical. A leitura passou a ser desenvolvida de forma diversificada, recorrendo, para
tal, a uma ampla variedade de repertorio. Atualmente, este paradigma de Formac¢ao Musical
parece prevalecer, sendo notdria a presenca de objetivos pedagdgicos orientados para capacitar
os alunos nos dominios da audi¢ao, da leitura, da percecao e da escrita musical.

4.3 Conteldos programaticos e recursos didaticos

Relativamente aos contetidos programaticos, verifica-se que, ao longo dos anos, as escolas de
musica foram seguindo os seus proprios programas curriculares, o que resultou numa auséncia
de uniformidade curricular e programatica que um programa nacional de Formacao Musical
poderia ter proporcionado ao ensino da musica. Trata-se de um constrangimento que, na
opinido dos sujeitos entrevistados, ainda parece prevalecer, ndo obstante a publicagao mais
recente das Aprendizagens Essenciais de Formacao Musical. Apesar disso, considera-se que a
disciplina de Formacao Musical integra um vasto conjunto de conceitos que, em certa medida,
estdo associados as areas curriculares da andlise musical, histéria da musica, composi¢ao, entre
outros. Considera-se ainda que, do ponto de vista tedrico e pratico, a disciplina de Formagao
Musical aborda todos os elementos da linguagem musical distribuidos pelos dominios da audi¢ao,
da interpretacao e da criagao musical. Este Gltimo dominio parece ser o menos desenvolvido,
apontando-se como uma das principais causas a visdo distorcida do valor pedagogico que a
improvisagao musical tem no processo de desenvolvimento musical dos alunos. Em termos de
recursos didaticos, reconhece-se o valor singular atribuido ao repertério musical de compositores
de diferentes épocas, géneros e estilos, cuja utilizacao se encontra ja amplamente generalizada
nas escolas portuguesas.

4.4 Perspetivas de evolucao do ensino da miisica em Formacao Musical

Nesta categoria, os resultados apontam para que esta disciplina se mantenha no plano formativo

dos cursos de musica, desde os cursos de iniciagdo musical até aos cursos superiores de musica.
Sugere-se que os professores promovam uma maior integracao da realidade musical dos alunos

na disciplina, de modo a complementar a formacao global destes, qualquer que venha a ser o

seu percurso académico.

No que se refere as praticas pedagogicas, perspetiva-se a valorizacao das atividades de desen-
volvimento da memoria musical, de desenvolvimento auditivo, de interpretagao e de criaciao

musical. Além disso, aponta-se a adoc@o de praticas pedagogicas proprias da pedagogia de

projeto, considerando a realidade de cada escola e o valor pedagogico inerente a mobilizagao

de conhecimentos provenientes de diferentes areas do saber musical. Sugere-se ainda que, fora



210

Convergéncias: Volume XIX (37), 31 de maio, 2026

do contexto formal da sala de aula, sejam realizadas atividades que permitam aos alunos nao
s6 a expressao e criagao de novos ambientes sonoros, como também a demonstracao dos seus
conhecimentos, competéncias, atitudes e valores.

Para a concretizacao das praticas enunciadas, os resultados apontam para que o repertorio
musical se mantenha como recurso didatico privilegiado, assim como os instrumentos musicais
dos alunos e os dispositivos eletronicos com tecnologia educativa.

No que respeita ao processo de avaliacao, destaca-se a importancia da avaliagdo continua,
recomendando-se uma maior valorizagdo da avaliagio formativa das aprendizagens.
Relativamente ao perfil de professor de Formagao Musical, subjaz a ideia de que estes profis-
sionais deverao possuir conhecimentos e competéncias aprofundadas, ndo apenas ao nivel da
musica, mas também da pedagogia musical. Realca-se, por isso, a importancia de se investir na
formacao de professores logo a partir dos cursos de licenciatura, na area de Formacao Musical.

5. CONCLUSOES

A realizagao deste estudo moveu-se pelo interesse em definir os principais parametros identita-
rios da disciplina de Formagao Musical, bem como compreender o sentido da sua evolugao no
ensino artistico e especializado da musica em Portugal.

Dos resultados obtidos nesta imvestigagao pode concluir-se que o modo de pensar a Formacao
Musical foi-se interligando, época apds época, consolidando uma identidade de Formacao
Musical que, em termos de objetivos educativos, se traduz em desenvolver o aluno ao nivel da
compreensao e da interpretacdo musical.

Os conteudos curriculares sdo abordados, na sua maioria, a partir do repertério musical de
diferentes estilos e épocas da historia da musica, abrangendo todos os elementos da linguagem
musical. Sublinha-se que o ambito alargado destes contetidos permite umaligacao da Formacao
Musical as areas da interpretacao, da histéria da musica, da analise e da criagao musical. Embora
distanciada dos modelos tradicionais, as praticas pedagdgicas atuais contemplam atividades
diversas de audigao, leitura, memorizacao e escrita musical. As atividades de cria¢do musical,
ainda que pouco frequentes, centram-se essencialmente na improvisagao musical. Relativamente
as praticas vocais e instrumentais, verifica-se o uso praticamente constante da voz (canto), sendo
autilizagio dos instrumentos dos alunos ainda residual. Nao se identificando uma metodologia
particular para o ensino de musica em Portugal, na disciplina de Formacao Musical, conclui-se
que a concretizacao das praticas pedagogicas assenta em principios pedagogicos que tém na
pratica e na vivéncia musical uma forma de tornar efetivo e significativo o conhecimento tedrico
e pratico da linguagem musical.

Quanto a evolugao futura da disciplina, conclui-se que esta devera acompanhar o desenvolvimento
musical dos alunos em todos os niveis de ensino, mantendo-se como uma disciplina de apoio
estrutural as demais areas do curriculo. Na sua concecdo didatica e pedagogica a disciplina de
Formagao Musical devera incorporar saberes e praticas de outras areas disciplinares, no sentido
de consolidar as aprendizagens dos alunos e de desenvolver a sua literacia musical.

De um modo geral, considera-se que a Formagao Musical devera ser pensada como uma
disciplina de musica viva, de natureza tedrica e pratica, lecionada por professores que sejam
musicos atentos a realidade atual dos alunos e das escolas onde atuam. Como resultado da
procura continua pelo desenvolvimento da disciplina de Formacao Musical, devera ainda surgir
um maior envolvimento dos alunos em praticas pedagogicas que continuam a ser necessarias e
identitarias da disciplina, mas que exigem aprofundamento para se tornarem mais eficazes no
desenvolvimento de uma aprendizagem musical global e significativa.
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LA PARTITURA GRAFICA COMO
RECURSO DIDACTICO EN LA EDUCACION
MUSICAL: UN ESTUDIO DE CASO

CON DOCENTES EN FORMACION

Graphic score as a teaching resource in music education:
a case study with prospective teachers

RESUMEN

Esta investigacion aborda la necesidad de
transformar la formacién musical del pro-
fesorado, tradicionalmente centrada en la
notaciéon convencional, incorporando las
partituras graficas como una herramienta
pedagdgica creativa y accesible. Un enfoque
cualitativo con disefio fenomenolégico y
estudio de caso instrumental, explora las
experiencias y significados atribuidos por
estudiantes del Grado en Educacion durante
el curso 2024/2025. A través de entrevistas
semiestructuradas y analisis tematico, se
identifican percepciones que destacan el
potencial expresivo, emocional y educa-
tivo de estas representaciones visuales del
sonido y su capacidad para democratizar
la creacién musical sin necesidad de cono-
cimientos previos musicales. Los hallazgos
indican que las partituras graficas fomentan
la participacién activa, autoexpresién y com-
prension critica de los fenémenos sonoros,
y son percibidas por el alumnado como es-
pecialmente utiles y aplicables en las aulas
de Educacion Infantil y Primaria, donde la
creatividad, el juego yla libre expresién son
valorados como principios fundamentales
del aprendizaje musical.

PALABRAS-CLAVE

Creatividad; Partitura grafica; Educacion
musical; Innovacion pedagégica; Formacion
docente.

ABSTRACT

This research addresses the need to trans-
form music teacher training, traditionally
focused on conventional notation, by incor-
porating graphic scores as a creative and
accessible pedagogical tool. A qualitative
approach with a phenomenological design
and an instrumental case study explores
the experiences and meanings attributed by
students in the Degree in Education during
the 2024/2025 academic year. Through
semi-structured interviews and thematic
analysis, perceptions are identified that
highlight the expressive, emotional, and
educational potential of these visual rep-
resentations of sound and their ability to
democratize music creation without requir-
ing prior musical knowledge. The findings
indicate that graphic scores foster active
participation, self-expression, and critical
understanding of sound phenomena, and
are perceived by students as particularly
useful and applicable in Early Childhood
and Primary Education classrooms, where
creativity, play, and free expression are val-
ued as fundamental principles of music
learning.
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Creativity; Graphic score; Music education;
Pedagogical innovation; Teacher training.
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1. INTRODUCCION

El uso de partituras graficas permite a futuros maestros y maestras experimentar con
formas de hacer musica mas inclusivas y accesibles. Por esta razon, esta investigacion
tiene como objetivo analizar las percepciones del alumnado participante, respecto al
uso de estas partituras en concreto, impartido por la investigadora dentro del marco
del curso de formacion llamado: “Crear, Pensar, Reciclar”, en la Universidad de Jaén
durante el mes de marzo del curso 2024/2025, con contenidos relacionados con la
creacion sonora mediante representaciones graficas.

La partitura grafica recurre a recursos visuales para traducir aspectos sonoros, no
con el objetivo de fijar de manera exacta los parametros musicales, sino con la in-
tencion de despertar la creatividad del intérprete y situarlo/a frente a experiencias
interpretativas novedosas y poco convencionales (Buj Corral, 2014). Su uso constituye
tanto un sistema alternativo de escritura musical como una manifestacién artistica
originaria del siglo XX.

Este tipo de notacién surge del interés de numerosos compositores actuales por am-
pliar el campo interpretativo e implicar al intérprete en el proceso creativo. En estas
partituras, la obra deja de concebirse como algo cerrado y se entiende por tanto como
un proceso abierto a multiples lecturas, en el que la persona ejecutante toma decisio-
nes, desde su subjetividad, enriqueciendo la experiencia musical (Buj Corral, 2020).
Este planteamiento ha tenido una clara proyeccién en el campo de la educacién:
las partituras graficas se han incorporado a proyectos de creacion e interpretaciéon
tanto en centros escolares como en instituciones musicales especializadas. Su caracter
experimental y su permeabilidad a otras disciplinas la convierten en idéneas dentro
de la implementacién de metodologias innovadoras. Estas practicas persiguen la
integracién de las artes y el fomento de la creatividad y la expresién del alumnado,
consolidando el uso de esta notacién como un recurso potencial en las aulas de Edu-
cacion Primaria (Buj Corral, 2020).

En décadas recientes, la utilizacion de partituras graficas ha resurgido como estrategia
pedagogica para estilar la creatividad, promover la inclusién y favorecer la partici-
paciéon activa del alumnado en la clase de musica. Esto ocurre porque, al apartarse
de la notacién tradicional, estas representaciones no convencionales de la musica,
se convierten en ideas sonoras en formas visuales y abiertas facilitando la creacion
musical sin exigir conocimientos previos de lenguaje musical (Odena, 2012). Su uso
se incluye en pedagogias centradas el el/la estudiante y acordes con la educacién
artistica contemporanea, donde se priorizan el proceso creativos, la expresion indi-
vidual y el trabajo colaborativo (Burnard & Murphy, 2013).

Desde esta perspectiva, las partituras graficas, no solo actian como sistemas de re-
presentacion, sino también como mediadoras de experiencias estéticas, cognitivas y
emocionales. Ademas, dialogan con teorias mas amplias como las pedagogias abiertas,
que impulsan procesos colaborativos e inclusivos focalizados en la autoexpresion
(Arostegui, 2009) y la filosofia pragmatica de la educacion musical, que entiende la
musica como experiencia vital y construccion de significado (Hemsy de Gainza, 2004).
Por todas las premisas mencionadas en las lineas anteriores el uso de partituras graficas,
en la formacioén inicial del profesorado, permite explorar a los/as futuros/as docentes,
enfoques de ensefianza alternativos. Estos enfoques combinan la experimentacién
sonora, el empleo de materiales reciclados o no convencionales y el pensamiento
visual. Estas experiencias se alinean con las tendencias actuales que promueven una
educacidn artistica flexible y transversal, al tiempo que refuerzan la conciencia sobre
el papel transformador de la educacién musical en los contextos educativos escolares
del siglo XXI.
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2. METODOLOGIA

Este estudio se sita en el paradigma cualitativo y adopta un disefio de corte fenomeno-
légico cuyo objetivo principal es indagar y comprender en profundidad la experiencia
vivida por el alumnado participante asi como los significados que construyen en torno a
ella (Van Manen, 2016). Parte de la premisa de que la realidad es una construccion social
derivada de las diferentes vivencias individuales y que puede comprenderse mediante
una aproximacion interpretativa, situada y contextualizada (Denzin & Lincoln, 2018;
Van Manen, 2016).

En términos metodolégicos, se plantea un estudio de caso instrumental en el sentido
propuesto por Stake (2013): se analiza un grupo acotado de estudiantes universitarios
que participaron, de forma voluntaria, en una intervencion formativa especifica. A dife-
rencia de un estudio de caso intrinseco, cuyo interés recae en el caso mismo, el estudio
de caso de tipo instrumental pretende generar aprendizaje que puedan exceder el ambito
particular e intentar transferirse a otros contextos educativos analogos (Yin, 2018). Esta
opcioén resulta especialmente pertinente en el ambito de la educacién artistica, donde los
procesos creativos y reflexivos pocas veces son reducibles a mediciones, pero si pueden
ser comprendidos a través del relato de las propias experiencias del alumnado.

El enfoque fenomenologico permite captar la riqueza y complejidad de las diferentes
percepciones, emociones y reflexiones del estudiantado desde su propia voz, situandola
como nucleo del andlisis. Esta mirada concede un lugar central a factores contextuales
que modelan la vivencia — cultura, social e institucional- (Vagle, 2018) y facilita explorar
dimensiones afectivas y subjetivas que suelen quedar ocultas en investigaciones predo-
minantemente de tipo cuantitativo.

En conjunto, el marco metodolégico implementado ofrece una via rigurosa y a la vez
sensible para interpretar cémo el alumnado se relaciona con esta propuesta formativa,
contribuyendo a una comprensién mas integral del proceso de ensefianza-aprendizaje
en escenarios de innovacioén educativa.

Por todo lo mencionado en las lineas anteriores, se asume una perspectiva cualitativa e
interpretativa orientada a la comprension profunda de experiencias del alumnado par-
ticipante. Se sostiene que el conocimiento emerge de la experiencia vivida y que puede
accederse a ¢l mediante descripciones detalladas y reflexivas elaboradas por los propios
sujetos. Dentro de este marco, se adopta un estudio de caso instrumental (Stake, 2013)
que examina en profundidad la participacién de un grupo de estudiantes en un curso
formativo con partituras graficas y materiales reciclados o no convencionales, con el
proposito de extraer comprensiones transferibles a otros contextos educativos similares.
Esta estrategia permite abordar fenémenos complejos en su contexto natural y con una
mirada holistica (Yin, 2018), especialmente idénea para indagar procesos pedagogicos
en situaciones reales.

El disefno seleccionado posibilita articular dimensiones emocionales, cognitivas y reflexi-
vas — a menudo relegadas a metodologias cuantitativas- (Vagle, 2018). En consecuencia,
se prioriza la escucha atenta de las voces del alumnado y se favorece que afloren sus
interpretaciones sobre la experiencia formativa. La fenomenologia, en este sentido, no
busca imponer marcos explicativos externos, sino iluminar como los sujetos significan y
reconstruyen su vivencia desde su propia perspectiva.

2.1. Participantes

La muestra esta compuesta por un total de 25 estudiantes matriculados en los Grados
de Maestro/a en Educacion Infantil y en Educaciéon Primaria de la Universidad de
Jaén. Todos/as participaron en el curso optativo “Crear, Pensar, Reciclar”, ofrecido
durante el mes de marzo del curso académico 2024/2025. Este curso de formacién
se orientd a la indagaciéon creativa mediante el uso de recursos sonoros no conven-
cionales y partituras graficas.
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Parala recogida de datos se seleccionaron un total de 20 participantes mediante mues-
treo intencional (Patton, 2015), atendiendo a: participacién activa en la propuesta,
diversidad de trayectorias académicas y disposicion a ofrecer reflexiones significativas
sobre los contenidos ofrecidos en el curso. Esta estrategia es coherente con el enfoque
de tipo cualitativo, que prioriza la profundidad y riqueza de los relatos de la muestra
participante frente a la representatividad estadistica.

Se obtuvo a nivel individual un consentimiento informado de cada una de las personas
participantes, garantizando la confidencialidad y el tratamiento ético de la informacion.

2.2 Técnicas e instrumentos

La recogida de informacioén se sustentd principalmente en la realizaciéon de entrevistas
semiestructuradas, individuales y de tipo presencial, realizadas tras la finalizacién del
curso de formacion. Este formato ofrece una guia flexible que orienta a la conversacion
hacia temas clave, pero permite la libre expresion de cada participante, favoreciendo
la aparicién de ideas, emociones y conexiones imprevistas (Patton, 2015).

El guién de la entrevista implementado ha incluido preguntas abiertas organizadas en
dos grandex bloques: por un lado, la experiencia con partituras graficas — comprension,
modos de interpretacion y valoraciéon de su utilidad -; y, por otro, las posibilidades
reales de aplicacion en la ensenanza primaria — grado de adaptacion de las propuestas
al contexto educativo formal de la etapa educativa-.

Todas las entrevistas han sido grabadas en formato de audio y transcritas de forma
literal para su andlisis posterior, preservando la fidelidad a las palabras y expresiones
del alumnado participante.

2.3 Analisis de datos

Los datos obtenidos han sido examinados mediante un analisis tematico, de acuerdo
con el procedimiento definido por Braun y Clarke (2006, 2021), ampliamente valorado
por su rigor y por su flexibilidad en la investigacién cualitativa. Este enfoque facilita
la deteccion de patrones de significado y la construccion de categorias tematicas de
forma inductiva, sin imponer de antemano un marco teérico cerrado.

El proceso de analisis se ha realizado en seis fases: 1) Lectura de las transcripciones
para proceder a conseguir una familiarizacién con los datos; 2) Generacion inicial de
codigos descriptivos; 3) Agrupaciéon de codigos en categorias preliminares; 4) Revision
critica de cada uno de las categorias; 5) Definicion de las categorias y; 6) Redaccion
del informe final.

Para reforzar la credibilidad y la fiabilidad del analisis realizado, se incorporé la re-
vision intersubjetiva de los resultados, siguiendo los criterios de calidad metodolégica
propuestos por Nowell et al. (2017).

3. RESULTADOS

Este apartado presenta los hallazgos del estudio, agrupados segtn las categorias emer-
gentes identificadas en el analisis. Cada categoria se aborda por separado, describiendo
su contenido y suimportancia dentro de la investigacion. Asimismo, se incorporan citas
textuales de estudiantes participantes con la finalidad de ejemplificar y contextualizar
los resultados obtenidos. Estos testimonios han sido seleccionados por su representati-
vidad y se identifican con la letra E (estudiante), seguida de un ntmero del 1 al 20 (por
ejemplo, E8), correspondiente al c6digo asignado a cada uno/a de los 20 estudiantes
participantes.
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3.1. Experiencia con partituras graficas: comprension, interpretacion y per-
cepcion de utilidad

Una de las percepciones mas destacadas fue la idea de que las partituras graficas permiten
a cualquier persona expresarse musicalmente, incluso sin conocimientos previos. Los/
as estudiantes han valorado en sus respuestas, de manera positiva, su caracter abierto,
intuitivo y accesible. Para muchos/as, ha sido una experiencia reveladora que ampli6
su concepciodn de lo que significa componer musica. “Nunca habia hecho una partitura
asi, pero fue muy facil. Dibujé un camino con colores segun los sonidos. Me ha hecho
sentir, por un momento, que estaba componiendo y que los demas entendian lo que
queria expresar” (E3). Esta sensacion de libertad creativa ha sido compartida por varios/
as compaifleros/as, quienes han destacado el valor pedagoégico de la propuesta. “Con
los nifios esto funcionaria genial, porque no se frustran si no saben notas musicales en
pentagramas. Pueden crear desde su imaginacién algo que puedan entender los demas”
(E7), “creo que siempre deberia usarse este tipo de partituras en las aulas de Educacion
Primaria y Educacion Infantl” (E9).

Otros/AS estudiantes han hecho especial hincapié en el valor expresivo y emocional del
proceso, alejandose de las limitaciones técnicas para centrarse en lo comunicativo: “Me
ha permitido representar sonidos que yo tenia en la cabeza, aunque no sepa escribir
musica. Senti que podia contar una historia con formas y colores” (E2). “Me he sentido
compositora por un momento” (E10).

Asimismo, se ha reconocido un claro potencial inclusivo y colaborativo: “No importa si
sabes lenguaje de la musica convencional o no. Todos podemos aportar y entender la
musica desde lo visual. Es como un idioma nuevo que podemos aprender y usar” (E3).

3.2 Posibilidades de aplicacion real en la escuela: adaptabilidad de las propuestas
al contexto educativo formal

El alumnado participante ha considerado, a través de sus respuestas, que la implemen-
tacion en las aulas de Educacion Infantil y de Educacion Primaria serian especialmente
atractivas para los nifios y ninas de estas etapas educativas, por su caracter ltdico, creativo

y accesible. Se ha destacado, en este sentido, su potencial para el fomento de la expresion
libre, la participacién activa y la motivaciéon del alumnado de esta edad escolar.

“Creo que a los nifios les encantaria, aunque no sé silos colegios lo verian como ‘educacion

musical seria’ (E9), expres6é un/a participante, reflejando una de las preocupaciones
compartidas por varios compaferos y compaiieras en lo referente al como encajar estas
propuestas dentro de estructuras escolares mas rigidas o tradicionales.
A pesar de estas dudas, varias voces han coincidido en que estas propuestas visuales tienen
un fuerte potencial pedagogico. “Este tipo de actividades permiten que todo el grupo
de estudiantes participe, incluso los que normalmente no se atreven con la musica. Eso,
para mi, ya es educativo” (E12).
Algunos/as estudiantes han vinculado, de manera directa, estas propuestas con la ne-
cesidad de actualizar las concepciones de la educacion musical escolar: “Tal vez lo que
hay que cambiar no es la actividad, sino el como entendemos la educaciéon musical. Esto
también es musica, aunque no sea con partituras tradicionales” (E13), “El no saber el
codigo convencional de la musica nunca deberia ser un impedimento para hacer musica
y esta, es una gran opcién para ello” (E2).
Por otro lado, también ha sido mencionado el valor del uso de la partitura grafica para
el desarrollo de competencias mas alla del ambito estrictamente musical. “Estas activi-
dades ayudan a desarrollar la imaginacion, la colaboracién y la autoestima. Y eso es tan
importante como aprender a tocar una flauta, que parece lo tinico que se resalta en las
clases de musica en los colegios” (E11).
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Fig. 1 - Partitura grafica
propuesta por un grupo de
estudiantes.

Fig. 2 - Partitura grafica
propuesta por un grupo de
estudiantes que incluye el
uso de corcheas en grafia no
convencional.

3.3 Ejemplo de partitura grafica creada por el alumnado participante

En este apartado se presenta, a modo de ejemplo, una partitura elaborada por un grupo de
estudiantes que particip6 activamente en el curso. La notaciéon especifica el objeto con el
que debe producirse el sonido, empleando materiales cotidianos propuestos por el propio
alumnado: botellas de arena o garbanzos, una caja de cartén y palitos de helado. La utiliza-
ci6n de estos recursos promueve la reutilizacion y se alinea con los Objetivos de Desarrollo
Sostenible, al fomentar el uso de material reciclado y la conciencia sobre el cuidado del
medio ambiente (contenido incorporado en este curso de formacion).

Desde el punto de vista musical, la partitura incorpora cuatro timbres -uno por cada ele-
mento utilizado, y diferencia su modo de ejecucion. De esta forma, un rectangulo indica
agitar una sola vez la botella para que suene en un puso; un circulo negro sefiala que el
elemento debe percutirse, no solo moverse (por ejemplo, la botella con garbanzos se golpea
contrala palma de la otra mano y los palitos de helado se hacen chocar entre si). Finalmente,
un circulo blanco indica que el golpe debe realizarse con mayor intensidad (véase Fig. 1).
Ademas, en las variaciones propuestas por el grupo se incorporaron dos circulos dentro de
un mismo pulso para indicar la subdivisiéon en dos ataques -lo equivalente a corcheas- en
lugar de una sola negra (véase Iig. 2).

Lectura: de izquierda = derecha
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Es importante mencionar que se trata de un ejemplo: las figuras (circulo blanco, negro
y rectangulo) no se vinculan de manera fija al objeto sonoro (botella de arroz, garban-
zos, caja de carén o palitos de helado). La correspondencia entre grafias y materiales es
flexible y queda a criterio de quien componga la partitura. Lo interesante es proponer
qué material suena y como.

4. DISCUSION

Los resultados obtenidos permiten confirmar que el uso de partituras graficas constituye una
estrategia pedagogica que ha sido valorada, de manera positiva, por el alumnado participante,
no solo por su componente creativo, sino también por su potencial inclusivo, emocional y
educativo. Esta propuesta se perfila como una via valida para potenciar el acceso ala creacién
musical en las aulas escolares mediante el uso de instrumentos y grafias no convencionales
que no requieren conocimientos musicales previos.

En la primera categoria emergente, experiencia con partituras graficas, los datos muestran
que su uso promueve la participacién activa del alumnado sin tener que conocer e incluso
dominar, el lenguaje musical tradicional. Esta lectura coincide con trabajos de Odena (2012)
quien sostiene que la partitura grafica amplia las posibilidades expresivas del estudiantado y
abre la puerta a formas de representacion de los sonidos mas abiertas, intuitivas y personales.
Del mismo modo, autores como Burnard y Murphy (2013) subrayan que la creatividad en la
educacion musical no debe circunscribirse a la destreza técnica, sino orientarse hacia procesos
de construccion de significado en los que cada estudiante pueda encontrar su propia voz artistica.
El caracter emocional y expresivo sefialado por varias personas participantes refuerza la idea
de la musica como comunicacién personal. Este enfoque impulsa una educacion estética que
reconoce la dimension afectiva del aprendizaje musical, desplazando el foco de la ejecucion
hacia la experiencia vivida.

La segunda categoria, posibilidades de aplicacion real en la escuela”, revela una tension entre
el entusiasmo por estas practicas y las posibles barreras institucionales para su implementacion.
Las dudas sobre su legitimidad dentro de una educacién musical “seria” reflejan una vision
aun muy arraigada que asocia la musica escolar con el aprendizaje formal de instrumentos y
lenguaje y teoria de la musica mediante el uso de partituras tradicionales. Esta preocupacion
ha sido ampliamente debatida en el ambito académico. Burnard (2012) propone replantear
las finalidades de la educacion musical escolar para incluir enfoques mas creativos, accesibles e
inclusivos, que respondan a la diversidad del alumnado y de los contextos educativos actuales.
No obstante, el reconocimiento del alumnado participante en lo referente al valor formativo
de esta propuesta sugiere continuar con el cambio de paradigma en la percepcion de lo que
se considera aprendizaje musical. Integrar propuestas basadas en la experimentacion, la
colaboracién y la autoexpresion contribuye no solo al desarrollo artistico, sino también al
desarrollo integral del alumnado.

En definitiva, los resultados alcanzados permiten vincular el uso de partituras graficas con
marcos tedricos que trascienden lo meramente metodolégico. En primer lugar, se insertan en
un enfoque decolonial que cuestiona la centralidad de la notaciéon occidental y del repertorio
canoénico como unica via de legitimacion en la educacién musical (Shifres y Rosabal-Coto, 2017).
Estas peracéticas se alinean con las pedagogias abiertas, al promover aprendizajes colabora-
tivos, inclusivos y centrados en la autoexpresion del alumnado (Aréstegui, 2009). Asimismo,
se incorporan también en el campo de la filosofia pragmatica de la educacion musical, que
entiende la musica como experiencia vivida y como proceso de construccion de significado
(Hemsy de Gainza, 2004). En conjunto, la valoracién favorable del estudiantado no solo
confirma su potencial creativo y expresivo, sino que también respalda la necesidad de avanzar
hacia modelos educativos mas democraticos atentos a la diversidad cultural, social y afectiva
de los contextos escolares reales.
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5. CONCLUSIONES

Los hallazgos de esta investigacién, obtenidos con una muestra reducida y circunscrita a
un contexto universitario geografico concreto, no permiten afirmar de manera general que
el uso de partituras graficas en la formacién inicial de futuros/as docentes de las etapas de
Primaria e Infantil transformen la educacion musical en todos los contextos. Sin embargo,
si sugieren, con prudencia, que en este marco especifico las partituras graficas se perciben
como un recurso accesible, motivador y emocionalmente significativo, que permite al
alumnado vivenciar la musica desde la creatividad, la colaboracion y el descubrimiento.
Aun considerando posibles resistencias de caracter estructural en los centros escolares, las
voces participantes expresan una valoracién muy positiva y subrayan su aplicabilidad en estas
etapas educativas, donde el juego, la expresion y la imaginacion son pilares del aprendizaje.
Este trabajo anima a seguir abriendo espacio a practicas y recursos inclusivos y estimulantes.
Asimismo, resaltala necesidad de preparar al futuro profesorado no solo en competencias
técnicas y en contenidos musicales, sino también en estrategias pedagogicas flexibles y
sensibles a los intereses y realidades del alumnado actual.

Para reforzar la solidez y la trans transferibilidad de estas conclusiones, se recomienda
desarrollar investigaciones con muestras mas amplias y diversas, asi como disenos compa-
rativos y longitudinales que evalten efectos en resultados de aprendizaje y su transferencia
a la practica escolar. Con ello se podra valorar el potencial -y los limites- del uso de las
partituras graficas en una educaciéon musical transformadora y comprometida con ellos
desafios del siglo XXI.
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