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       488 Back to the Future [icdhs 10th + 1 Conference] Proceedings Book The History of Opening Titles Igor Ramos Universidade de Aveiro | [ID+] Research in Portuguese Cinema: First Contributions Institute for Design, Media and Culture Helena Barbosa Universidade de Aveiro | [ID+] Research Institute for Design, Media and Culture Design history / Film history / Portuguese cinema / Opening titles / Typography This paper aims to be a starting point for a study and visual Introduction analysis on the history of opening titles designed for Portu- In a 2000 New York Times article, Sarah Boxer announced that a “new branch guese films, a topic about which there are currently no literary of history” had “sprouted: the history of film titles”. In April 2001, the American references, in spite of an increasing popularity and interest Cinematheque organized in LA a two-day event entitled “For Openers: The Art surrounding this subject in international contexts and its of Film Titles”: co-organized by the American Graphic Design Association it greater importance within contemporary film and TV projects. aimed to be a “celebration of modern motion picture title design”, more than Consequently, several questions emerge: how have opening fifty film titles were screened and renowned designers attended (Yu, 2008). In titles changed throughout the decades? How can they be clas- 2007, Art of the Title,1 an on-line website dedicated to opening titles designed for sified? What do they reflect about Portuguese cinema? film, TV and special events was created. Since then, the page hosts and writes Watching fifty opening titles of Portuguese films from extensively about them, analyzing design-related aspects with input from de- the last one hundred years (1920s to 2010s) allowed under- signers. Literary historian Georg Stanitzek described opening titles as “embed- standing how they can be regarded as an inherent reflection ded in a complex intermediary zone” between the confusion of arriving to the of technical progress through the decades, but also of the cinema—popcorns, finding seats, watching trailers—and the beginning of the struggles that the medium has faced in Portugal. Typography film, “providing a focus that allows for a transition into the movie” (2009). Dis- present in opening titles has played an important role since regarded by some, object of careful analysis and even cult by others, opening the inception of cinema: from silent films to more contempo- titles have benefited greatly with the advent of the World Wide Web, Youtube rary productions, it has been the vehicle used to communi- and social media, where they can be shared individually, separated from films, cate the title and names of the team involved in the making allowing them to “rival commercials and music videos as the leading indicator of the film and, simultaneously, as a way to draw audiences of contemporary visual style in motion graphics” (Inceer, 2007: 46). into its narrative. Whilst such indicators reveal an increasing interest about opening titles, the The analysis of how typography was used, manipulated Oscars still don’t award this design element amongst its technical categories and combined with images in opening credits revealed as- (Art of the Title, 2014). The creations of designers such as Saul Bass (1920– pects intimately linked with the history and identity of Portu- 1996), Steven Frankfurt (1932–2012) or Pablo Ferro (b. 1935) have thus received guese cinema and the country’s own history. no particular recognition from the industry other than the merit and legacy recognized by peers, enthusiasts and connoisseurs from the fields of film, art and design. In the US, home to the most influential and prolific film industry in the world, opening titles have also become a subject of study for writers and re- searchers (Inceer, 2007: 4). However in Portugal, a country with few films produced every year, and an absolute, everlasting dominance of foreign films at the national box-office, insufficient investigations have been conducted regard- ing the role of graphic design in cinema, through elements such as opening ti- tles, posters, postcards and other printed/digital materials. Therefore, it is im- portant to underline the exploratory character of this article as it aims to create a basis for its object of study. In order to write this article fifty opening titles from Portuguese films were watched or rewatched, five for each decade since the 1920s 2 until the 2010s. These belong to films that are relevant within Portuguese cinema history, and often referred to in specialized publications due to success that they had with audiences, critics and/or presence in international film festivals. Coincidentally, it was also necessary to further study the evolution of title design on a more global scale, recurring to books and academic works, mostly published in the US. In order to account for the different visual approaches the fifty opening ti- tles were classified according to four categories: titles superimposed on a blank [1] Accessible at: <http://www.artofthetitle.com/> [Accessed on: June 12th 2018]. [2] Prior to this period the existing films are very scarce and often incomplete or damaged, as national film studios were still being founded and preservation work wasn’t conducted properly. ICDHS_1.10.indd 488 13/09/18 23:41 1.10 Types and Histories, Past and Present Issues of Type and Book Design 489 screen; titles accompanied by still images/footage; titles inserted direct- ly into the film; titles built around animation, image composition or [3] Categories adapted from Melis Inceer’s senior thesis (please see Biblio- motion graphics.3 graphic Reference). A (brief) history of opening titles in Portuguese cinema At the beginning of the 20th century, opening titles weren’t still consid- ered as such: “The earliest titles, for silent films, were presented on title cards—cards with printed material on them that were photographed and incorporated into the film” (Boxer, 2000). These printed title cards, also known as intertitles, featured the title and director of the film and lines, interjections and other written clues that complemented the silent images, as it was in the documentary Nazaré, Praia de Pescadores (dir. Leitão de Barros, 1929). In A Severa (dir. Leitão de Barros, 1931), the first Portuguese sound film, the opening titles consisted of several cal- ligraphic cards and intertitles were no longer used. A Canção de Lisboa (dir. Cottinelli Telmo, 1933) was the first film completely made in Portugal.4 It was a success with audiences, setting [4] Before A Canção de Lisboa, the sound recording and mixing was done in France. the standard for the musical comedies with Portuguese themes and mo- tifs that followed during the next decades. The opening titles (Fig. 1) combined script lettering with a sans-serif font and stylized illustra- tions, evoking some of the ingenuity of the film itself but also a sense of modernity infused in the work of the responsible designer, Portuguese artist Almada Negreiros (1893–1970), who also created the two official film posters. Through the following years opening titles consisted of further ex- ploration of typography, placed over a black background (sometimes with small illustrations/ornaments) and eventually onto the film itself. Two or more typographic fonts were used in order to create visual hier- archy between names and surnames or jobs within the production crew. It also became usual to pair the actors’ names with short clips of the characters they played, as happened in O Pai Tirano (dir. António Lopes Ribeiro, 1941) and O Pátio das Cantigas (dir. Francisco Ribeiro, 1942). Still footage or photographs of buildings, landscapes and other scenari- os started to be used instead of blank or illustrated boards: several films that were shot in Lisbon used in the opening titles footage from the Fig. 1 Opening titles for the film A Canção de Lisboa (1933), designed by traditional neighborhoods (bairros in Portuguese) where the action took Almada Negreiros. place. This was the case with Bairro da Costa do Castelo in O Costa do Castelo (dir. Arthur Duarte, 1943); Bairro da Estrela in O Leão da Estrela (dir. Arthur Duarte, 1947); and Bairro da Bica in O Miúdo da Bica (dir. Fernando Farinha, 1963) The opening titles for historical drama film Inês de Castro (dir. Leitão de Barros, 1945) (Fig. 2) are worthy of a special mention, since they fea- ture blackletter characters engraved in stone (or carved in clay that looked like stone), filmed in one continuous take. They create a visual connec- tion with the floor and walls of a medieval building, like the Alcobaça Monastery, in Portugal (inauguration: 1252), where the ill-fated Spanish Fig.2 Opening titles for Inês de Castro (1944) by an unknown designer. princess is buried, a location that served as the opening set for the film. At the end of the 1940s, American studios were involved in judicial battles, which allowed independent directors to release their films free from the tent poles of major studios. “Graphically adventurous film title sequences flourished against the background of a generally ailing film industry, coinciding with the realization by filmmakers that they must develop strategies to attract increasingly reluctant audiences into movie theatres”; this was led by the pioneering work of Saul Bass in films di- rected by Otto Preminger and Alfred Hitchcock, widely regarded as a turning point (King, 1993). ICDHS_1.10.indd 489 13/09/18 23:41 490 Back to the Future [icdhs 10th + 1 Conference] Proceedings Book By the 1960s, following the fatigue over the formulaic models of pre- vious decades—that had oscillated between musical comedies and his- torical dramas adapted from famous novels or based on events of Portu- guese history—as well as the influence of Italian neorealism and the French Nouvelle Vague, a group of Portuguese filmmakers started to direct films according to different narrative and aesthetic values, creat- ing the “Cinema Novo” (“Portuguese New Cinema”) movement. Done with less resources and independent from the studios, the films were helmed by the director, a figure that regained creative power and auton- omy, and focused strongly on character study and development. Open- ing titles followed accordingly: in two of the most important films of Cinema Novo—Belarmino (dir. Fernando Lopes, 1964), a documentary about an outcast boxeur (Fig. 3), and O Cerco (dir. António da Cunha Telles, 1971), a film about a conflicted woman caught up in adversities surrounding the death of her criminal husband—black-and-white pho- tographs of the leading characters were used, upon which the text was displayed, using a sans serif font and accompanied by background jazz music. Both sequences conveyed a modern aesthetic, distant from the opening titles of previous decades. Mário Neves (b. 1946), responsible for both sequences, was the first designer to have his name credited in opening titles. He would eventu- ally design titles for several other films, like Continuar a Viver (dir. Antó- nio da Cunha Telles, 1976), Oxalá (dir. António Pedro Vasconcelos, 1981) and Crónica dos Bons Malandros (dir. Fernando Lopes, 1984). His opening titles were some of the most visually dynamic in Portuguese cinema, exploring image and movement instead of just placing the text Fig. 3 Opening titles for Belarmino (1964) designed by Mário Neves. directly into the film. Since he also worked on the production and spe- cial effects in some of the films, his job description appeared as genérico e efeitos visuais (opening titles and visual effects) or simply genérico or even legendagem (text elements). A similar sense of modernity was found in the symbolic opening ti- tles for Uma Abelha na Chuva (dir. Fernando Lopes, 1971), a sequence of black and white photographs of lace fabric combined with lowercase text in Akzidenz-Grotesk (except in the film title, where a serif font was [5] Publicity agency founded in Lisbon, in 1966. used), over a piano solo. They were designed by Panorâmica35,5 where [6] According to his profile at imdb. Retrieved from: <http://www.imdb.com/ Mário Neves worked at the time, but so far it was not possible to confirm name/nm0430322/> [Accessed on: June 12th 2018]. if he was the responsible designer, although it is very probable.6 Leading to, during and in the aftermath of the April 25th, 1974 Rev- olution, which marked the end of forty-year-long dictatorship period commonly known as ‘Estado Novo’ (New State), several directors that made part of film cooperatives such as Cinequipa, Grupo Zero and Cine- quanon, took on the mission of documenting the social, political and cultural changes that were occurring in Portugal at the time (in the main cities as well as in the interior of the country) (Robert-Gonçalves, [7] Deus Pátria Autoridade (dir. Rui Simões, 1976). 2014: 410–412). Several films captured the ‘Estado Novo’ policies,7 the [8] In Portuguese: Processo Revolucionário em Curso, the events between prec 8 —Ongoing Revolutionary Process,9 and finally the social conflicts the Carnations’ Revolution (April 25th, 1974) and the approval of the new and dynamics that arose after the Revolution.10 Some of these films also Portuguese Constitution (April, 1976). constitute objects of study from a visual anthropology perspective, as [9] As Armas e o Povo (dir. Colectivo dos Trabalhadores da Actividade Cine- matográfica, 1975) and Bom Povo Português (dir. Rui Simões, 1981). they depict how people lived in Portugal, which was, at the time, a coun- [10] Torre Bela (dir. Thomas Harlan, 1977) and Contra as Multinacionais (dir. try extremely underdeveloped and isolated from the rest of Western Eu- José Nascimento and Fernando Matos Silva, 1977). rope, where the fascist regimes had fallen several years before. From this troublesome period, perhaps the most representative opening sequence created was the one for João César Monteiro’s 1975 film Que Farei Eu Com Esta Espada? (What Will I Do with This Sword?): the credits were just painted over a rugged wall with black graffiti ink. However they connect with a message that appears, in the same visual style, at the end ICDHS_1.10.indd 490 13/09/18 23:41 1.10 Types and Histories, Past and Present Issues of Type and Book Design 491 of the film saying: “Proletarians from all countries: Unite!”. If the irrev- erent attitude adopted with the opening titles fits within the theme of the film (the social and political instability that was felt throughout the country at the time), the low-budget solution is also a recurring trace of Portuguese cinema. While the movie itself wasn’t particularly successful among audienc- es or critics, mostly due to the exoteric/fantastical elements and environ- ments present in the story, “Os Abismos da Meia-Noite” (dir. António Macedo, 1984) featured opening titles that consisted of letters sub- merged underwater—it is possible that light was projected through the open letters in the bottom of dark box, which was filled with water and filmed from a top perspective. This gave the typography an enigmatic, almost hallucinogenic appearance, where the information has a lot of movement but readability is not compromised. Neither the opening ti- tles nor the closing titles made any reference to the person responsible for this opening sequence. In the closing titles for Crónica dos Bons Malandros (Fig. 4), a come- dy-crime film about a low-life group of thieves that plan to steal a jewelry collection, Mário Neves used photographs of the main cast, which were Fig.4 Closing titles for Crónica dos Bons Malandros (1984), designed by turned into high-contrast drawings (illustrated by José Brandão) and Mário Neves. then ‘locked’ behind a square grid that evoked prison windows, where they eventually end up after the robbery went awry. The bright colors and dynamism of the sequence, along with the soundtrack, allude to a sense of fun and pulp, which characterized Lisbon, and the bohemian area of Bairro Alto specifically, in the 1980s: a ‘lawless place’, where Lisbonners partied during the night and outcasts wandered during the day. While the first Portuguese color film dates back to 1958 11 it was not [11] Sangue Toureiro, directed by Augusto Fraga. until de 1970s that color became the norm. With the country’s new- found democracy and freedom, Portuguese cinema would gain new vi- tality but also become more divided. Some directors and producers in- vested in more commercial films that became box-office hits, while a new generation of filmmakers continued the legacy of Cinema Novo, the so-called cinema d’auteur, with recurring presence in international [12] Classification defined by the fiap – Fédération Internationale des Associa- ‘class-A’ 12 film festivals such as Cannes, Venice, Locarno or Berlin, but tions de Producteurs de Films. often with modest box-office returns. This also led to a clearer division in terms of target audiences for the films that were produced and distrib- uted which has endured until the present day. Despite this divide, in both cases opening titles recurrently consist- ed simply of text imposed on the film itself. They might help setting the tone and place of the narrative in some capacity—the romantic riverbanks of Douro in Vale Abraão (dir. Manoel de Oliveira, 1990) (Fig. 5), the nighttime suspense of the thriller O Lugar do Morto (dir. António Pedro Vasconcelos, 1984)—but only very rarely do they explore other dimensions of image, text and movement or create visual meta- phors, the so-called “film within the film” that characterized Bass’ body of work. Fig.5 Closing titles for Vale Abraão (1990). This does not mean that the use of static typography imposed over the film in itself represents an inferior result in terms of visual impact. Recently, the use of bright-yellow Futura characters in the entire visual identity for Miguel Gomes’ trilogy Arabian Nights (As Mil e Uma Noites, 2015) showcased just how opening titles (no matter how simple they are) can be part of a design program that expands further into the film itself (at the introduction of each new story/segment told by Xerazade to the King, and in the closing credits), but also the posters, DVD edition, post- cards, press book, trailer and several other communication supports, thus creating a coherent visual identity for the film. ICDHS_1.10.indd 491 13/09/18 23:41 492 Back to the Future [icdhs 10th + 1 Conference] Proceedings Book Conclusion The sample of fifty films covering a period of one hundred References years put in evidence a complete dominance of typography in António, L. (2010). “Caminhos e Atalhos do Cinema e do Audiovisual em Portuguese opening titles. However, throughout the second Portugal”. In cecc – Universidade Católica de Lisboa (eds.), Revista Co- municação & Cultura, no9 (p. 145–151). Lisboa: BonD – Books on De- half of the 20th century and into the 21st century, it became mand. clear that neither typography nor image were explored in order Art of the Title (2014). “The Oscar Question”. Art of the Title. Retrieved to create opening titles quite as exploratory or inventive as seen from: <http://www.artofthetitle.com/news/the-oscar-question>. [Ac- cessed on: June 12th 2018]. in Hollywood, despite what technological advances—and the Boxer, S. (2000). “Making a Fuss Over Opening Credits; Film Titles Offer general access to graphic design and motion graphics soft- a Peek at the Future in More Ways Than One”. New York Times. Re- ware—have since made possible. trieved from: <http://www.nytimes.com/2000/04/22/movies/mak- ing-fuss-over-opening-credits-film-titles-offer-peek-future-more-ways- From the four categories enounced at the beginning of the than.html> [Accessed on: June 12th 2018]. article, the number of opening sequences (50) distributed as Inceer, M. (2007). “An Analysis of the Opening Credit Sequence in Film”. follows: titles superimposed on a blank screen (usually black curej: University of Pennsylvania, p. 46. Retrieved from: <http://re- pository.upenn.edu/curej/65> [Accessed on: June 12th 2018]. background, occasionally with frames, ornaments or small il- King, E. (1993). “Taking Credit: Film Title Sequences, 1955–1965”. Lon- lustrations): 21, the majority before 1940; titles accompanied by don: Royal College of Art. Retrieved from: <https://www.typotheque. still images/footage: 7; titles inserted directly into the film: 19; com/articles/taking_credit_film_title_sequences_1955–1965_4_ab- stracting_the_essence> [Accessed on: June 12th 2018]. titles accompanied by animation, image compositions or mo- Robert-Gonçalves, M. (2014). “O cinema da revolução portuguesa: a id- tion graphics: 3. eia revolucionária frente às imagens”. In: Atas do III Encontro Anual da Very limited budgets, which have always been a trademark AIM, ed. Paulo Cunha and Sérgio Dias Branco, 405–415. Coimbra: aim. isbn 978–989–98215–1–4. of Portuguese cinema, might be pointed out as the main rea- Stanitzek, G. (2009). “Reading the Title Sequence”. Cinema Journal, 48 son as to why directors and producers haven’t been able to af- (4), p. 44. ford opening titles that are visually and thematically more en- Yu, L. (2008). “Typography in film title sequence design”. Iowa: Iowa State University, 2008. Accessible at: <http://www.artofthetitle.com/> [Ac- gaging—or, at least, to somehow prioritize this graphic cessed on: June 12th 2018]. element. Blockbusters and genre films (action, terror, sci- ence-fiction), where opening titles tend to be more inventive and elaborate, are also very scarce in Portuguese cinema. Over- Acknowledgments all, opening titles in the majority of the sample analyzed and, This work is financed by national funds through the Fundação para a Ciên- on a broader scope, in Portuguese cinema, serve more of an cia e a Tecnologia, I.P., in the ambit of the project “UID/DES/4057/2016”. informative/functional purpose than an aesthetic/metaphori- cal one, not offering the audience (re)interpretations of the film and its story, but opting instead to integrate the information Igor Ramos (b. 1991) is a student at the Helena Barbosa (PhD) is a Professor of Doctoral Program in Design at the Uni- Design at the University of Aveiro, with within the film itself. versity of Aveiro where he’s conducting interests in Portuguese design history, It is important to highlight the need for further research research about the history of design of material culture, museology, museogra- about opening titles in Portuguese cinema, and other coun- Portuguese film posters, an investiga- phy, illustration and art. In addition to a tion topic he has been pursuing since his Master’s and Doctoral supervisor, she tries, reflecting about the importance of acknowledging and Master’s thesis. Following an internship has written extensively and has been crediting design work where it is due, as seen in Mário Neves’ at atelier Providência Design, he has invited to give lectures at national and own innovative approach to this ‘art’. For this purpose it would been working for the last couple of years international conferences, with articles in design projects for cinema, collaborat- in scientific journals, publishing several be important to interview designers and professionals who ing with institutions like the Portuguese books. She is currently the keeper of the have worked during the second-half of the 20th century, prior Film Academy, Portuguese Cinemateca, contents of an on-line poster museum, to the advent of digital technology and computer software, in film distributor Nitrato Filmes, Cinema vice-chair of ID+ Research Institute in Trindade (Porto), Luso-Brazilian Film Design, Media and Culture, and mem- order to understand, on a more practical level, how opening Festival (Santa Maria da Feira), Sábado ber of the editorial board of various in- titles were idealized and assembled. magazine and Portuguese film directors. ternational journals. In 2017 he was awarded with the Nico helenab@ua.pt Award, attributed by the Portuguese Film Academy to up-and-coming profes- sionals in Portuguese cinema. igor.ramos@ua.pt ICDHS_1.10.indd 492 13/09/18 23:41 
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