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Abstract: How did women architects shape a modern world in the late period of Portuguese colonial
Africa, just before the Carnation Revolution? The specific role of women in Portugal working in colonial
African architectural culture has now started to be addressed by Portuguese and Lusophone-African
historiography. During the 1950s, the presence of women in the metropolitan schools of architecture
was reduced. Of those who could graduate, few actually worked as architects. Most were absorbed
by the commonly feminine roles, resulting from marriage and from the ideal of family promoted
by the Estado Novo dictatorship. To the ones that risked prosecution for working outside the
family, the option of jobs associated with the feminine universe, such as teaching, was privileged.
Among those who were emancipated from this pattern, the majority worked in familiar partnerships,
regarded as an extension of marriage. The women architects that follow the husbands in their African
emigration often ended up having the opportunities to work in their professional field partly due to
the lack of qualified technicians, and to the high demand of commissions. This paper not only seeks
to outline a perspective on these women, but also tries to understand the context of their work by
presenting two case-studies in the late in the late period of Portuguese Colonisation: Maria Carlota
Quintanilha and Maria Emilia Caria.

Keywords: women architects; colonial Portuguese architecture; modern architecture; colonial public
departments; Maria Carlota Quintanilha; Maria Emilia Caria

1. Pioneering Women Architects in Africa

Maria Carlota Quintanilha (1923–2015) and Maria Emília Caria (1926–2000) were trained as
architects in Portugal during the Estado Novo regime (1928/1933–1974),1 a period when it was far from
easy for a woman to become an architect. In the late 1940s, when Quintanilha began her academic
education, one of the regime’s main goals was to maintain “meticulous control” over Portuguese
women. Just after the war, in 1947, the regime shut down the National Council of Portuguese Women,
which had been formed in 1914, i.e., during the period of the First Republic (1910–1926).2 Through a
subliminal discourse that emphasised the social role of women as pillars of family morals that were
needed to build the new nation (Pimentel 2007), the regime made several attempts to impose the

1 The Estado Novo in Portugal was a political regime of Fascist inspiration that was to survive the Second World War and last
until the Carnation Revolution of 25 April 1974, with António de Oliveira Salazar as its principal ideologist. He governed
the country up until 1968, two years before his death, and was succeeded by Marcelo Caetano. The end of the regime was
also to advance the independence of the former Portuguese colonies in Africa (Cabo Verde, Guinea-Bissau, São Tomé e
Príncipe, Angola and Mozambique). The independence processes were completed by the end of 1975.

2 The period of the First Republic in Portugal, which spanned the years 1910 to 1926, was one of opening-up for the country,
particularly with reference to the suffragette movements. This reformative spirit, however, always clashed with the political
and economic difficulties the Republican regime had to deal with, a situation that would eventually lead to its demise.
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domestication of women, which was understood as a return to working in the home and the rearing of
children. Such achievements were to be considered the feminine ideal of happiness (Tavares 2011).
To a certain extent, these ideals conflicted with the achievements accomplished by the first Portuguese
Republican suffragettes, who were inspired by socialist principles. However, during the Estado Novo
regime, the income of the husband was not enough to sustain most Portuguese low-income families,
and many women needed to hold on to a paid job. The regime attempted to reverse that trend, which
spread across Europe in the post-war period due to the labour market conditions, where the cheaper
manpower provided by women and children competed directly with that of male workers.

In the Portuguese context, the prohibition of female access to the areas of civil service, diplomacy
and law, and restrictions on marriage for professionals in those areas that were at the time considered
“female”—education and nursing, amongst others—was not enough to curb women’s access to the
labour market (Pimentel 2007). That trend only increased, particularly from the 1960s onwards, due to
factors such as the colonial war (the liberation wars in Angola, Guinea-Bissau and Mozambique,
1961–19743), emigration, and the need for a manual labour force on the part of the new multinational
companies that gradually settled in Portugal (Tavares 2011). The shortage of male workers coupled with
an increased demand created more favourable conditions for the employment of women as technical
and specialist staff in several governmental offices. Quintanilha and Caria clearly benefitted from the
evolution of the socio-economic conditions described above, which weakened what were originally
repressive policies and turned the 1960s into a decade of opportunity for Portuguese female workers.

Both architects began their education at the Lisbon School of Fine Arts, where—as Quintanilha
later affirmed—there persisted a certain degree of hostility in academic circles because of her sex
(Quintanilha 20114). This intimidating climate can in part be explained by the fact that being a female
architect in Portugal was relatively new. The first women to graduate in Architecture in the country
did so in the 1940s. Maria José Estanco (1905–1999) graduated in 1942, submitting as her final design
a proposal for a kindergarten in the Algarve, whence she hailed (Roxo 2016). Curiously enough,
Quintanilha was to opt for the same programme for her final examination designs, as shown further
below. Estanco chose teaching for her professional career and dedicated herself to teaching the arts in
female educational facilities, such as the Instituto de Odivelas, a boarding school for the daughters of
Portuguese military officers. In Porto, Maria José Marques da Silva (1914–1994), the second Portuguese
female architect, was to take a different path. She made a name for herself in architecture in partnership
with her husband, David Moreira da Silva (1909–2002), also an architect. Maria José Marques da Silva,
who was also the daughter of an important architect from that city,5 graduated in 1943.

In the African colonial context, which is the focus of this article, cases of other female architects
have only recently begun to be studied. It is known that Quintanilha and Caria closely preceded
the first African-born Portuguese woman to achieve an architecture degree—Antonieta Jacinto, born
in Kahala (Huambo, Angola) in 1930.6 The current research has also identified Ana Torres, who is
15 years younger than Antonieta Jacinto and who also worked in Angola, as the second African woman
to graduate in Lisbon and work in Luanda.7 Torres was active in the transition from the colonial

3 The liberation struggles against the Portuguese colonial regime began in Angola (1961), and spread to Portuguese Guinea in
1963 and Mozambique in 1964. The strategies adopted by the regime to minimise the impact of the colonial wars included
investment in construction projects financed by the state and the private sector. Architects benefitted from the many
commissions for new designs.

4 “At the Lisbon School, women were not well tolerated. Some teachers falsified grades in order to prevent women students
from being successful. This happened to me” (Quintanilha interviewed by Milheiro and Lima, 13 June 2011).

5 Maria José Marques da Silva’s father was the architect José Marques da Silva (1869–1947), who also trained in Porto and
cultivated architectural eclecticism.

6 Jacinto was the daughter of European settlers and became an architect in 1956; she worked in Angola until 1959. She was
responsible for several important modern urban development plans and buildings, such as the High School in the then
small town of Henrique de Carvalho (present-day Saurimo, Lunda Sul, 1958–1959, designed with her husband, the architect
Francisco Silva Dias).

7 Ana Herminia Vilarigues Simões Torres was born in Dondo (Kwanza Norte, Angola) in 1945 and died in 2006. She graduated
in Architecture from the Lisbon School of Fine Arts during the colonial period. Upon her return to Angola, she worked with
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period to independence in 1975, working essentially as a Public Works specialist. There have been
no reports of any similar cases in other African countries under colonial Portuguese administration
at the time this article was drawn up, revealing the precarious state of research in the specific field
of Gender Studies, and the general dependence on witness statements from professionals who were
active at the time. In isolated cases, oral records have helped to identify architects such as Leonor
Figueira, who worked in Mozambique as a specialised worker for large design firms such as Gabinete
de Arquitectura, Urbanismo e Decoração Ldª (GAUD), which was established in 1968 in the city of
Beira.8 This was a result of the acute lack of architecture professionals, which is one of the aspects
explored herein that may have made access to professional practice easier for women.

Carlota Quintanilha graduated from the Porto School of Fine Arts in 1953. Maria Emília Caria,
in turn, graduated in Lisbon a few years later.9 Despite the obstacles they experienced, they were
professionally successful, even if it was in opposing fields of practice. Quintanilha became self-employed
and received public commissions, but also depended on private developers (Milheiro 2011). Caria
took a position as a civil servant in the Colonial Public Works Office at the Ministry of Overseas Affairs
(Portela 2013). Both worked for the Portuguese colonies in Africa, from the late 1950s to the early
1970s, beginning their careers a decade after the end of World War II, when the government policy
with respect to the “Portuguese Empire” focused more on developmental programmes as a means
of maintaining Portuguese sovereignty (Milheiro 2012; Milheiro 2017). While Quintanilha moved
to Angola in 1953, and later to Lourenço Marques (now Maputo), the capital of Mozambique, Caria
remained based in Lisbon.

In the Portugal of the 1950s, a number of factors that have to do with the personal biographies of
Quintanilha and Caria are important for understanding the obstacles they had to overcome in order to
practice their professions on equal terms (always relative) with their male colleagues. The first of these
would be the condition of the married woman (Figure 1),10 followed by the socio-economic context
of the families of origin, the parents’ education, the knowledge of international culture (a situation
that was not common in a country that lived under a dictatorship and where mobility was restricted),
and lastly, the fact that they never had children (thus freeing them from the traditional obligations of
motherhood).

Quintanilha and Caria were from middle-class families. The former was born in Coimbra,
and the latter in Santarém, both of which are middle-sized cities in Portugal. Quintanilha’s father,
Aurélio Quintanilha, was an important scientist and a well-known objector to the dictatorial regime.
One important detail in her biography is the fact that her mother held a university degree in Biology,
and had worked as a high school teacher, which was, at the time, considered a more conventional
female occupation than being an architect. After her parents’ divorce, she remained in her father’s
custody, which was, at the time, the usual procedure according to Portuguese law. Because of her
father’s opposition to the regime, the Estado Novo made it difficult for him to find work in Portugal.

the architect Vasco Vieira da Costa (1911–1982), a reference figure in the modern culture of the country. After independence in
1975, Torres took on active roles in prominent positions in various Angolan Public Works departments (Comissão Instaladora
2014; Mingas 2011).

8 GAUD was managed by the architects Bernardino Ramalhete (1921–2018) and Eduardo Escudeiro da Naia Marques, born in
1935 (Milheiro 2010). The references to the architect Leonor Figueira were made by Naia Marques in interviews conducted
by A.V. Milheiro in 2010 (ibid.).

9 It was not possible to determine exactly when the two architects attended the Lisbon School of Fine Arts, though there
are official reports. However, we believe Quintanilha began her studies in 1944/1945, as informed to us by a former
classmate—Maria Antónia Roque Gameiro Martins Barata Cabral interviewed by Leonor Matos Silva—and she is recorded
in photographs of the time (see Figure 2). In Caria’s case, we are also unable to give the exact date of her graduation.
To better understand the architecture education system in Portugal in the period when Quintanilha and Caria studied in
Lisbon and Porto, its differences and affinities, see (Moniz 2011).

10 Quintanilha met her future husband, the architect João José Tinoco, at the Porto School, and they married shortly before they
left for Portuguese Africa. Caria started dating an electrical engineer during one of her official missions to Cape Verde in the
early 1960s. After her marriage, her full name became Maria Emília Caria de Melo. Her husband was 30 years older than
her (Seabra 2013).
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Quintanilha’s father accordingly found employment in Paris and Germany, giving her exposure to
different European cultures with more open political regimes at the time.
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Figure 1. Maria Carlota Quintanilha and her husband, João José Tinoco, Portuguese Africa, circa
1953–1966. (Credits: Author’s archives).

The details of Caria’s childhood and personal life are not yet completely known. Her marriage to
an engineer from the national railway company, who was considerably older than she was, may have
given her greater freedom of movement in terms of her professional career, including the opportunity to
travel to the African colonies in the service of the Ministry of Overseas Affairs, where she worked. Her
father, the colonel António José Caria, was also an engineer like her husband, and the secretary general
of the Lisbon Geographic Society, a private institution devoted since 1875 to supporting research in
the Portuguese colonial territories. He most likely had an in-depth knowledge of Africa, a fact that
might have had some influence on Caria’s opportunity to work at the Ministry of Overseas Affairs.
At the ministry she worked amongst men, standing out both for her intransigence in defending the
common good and for her expertise on urbanism (Seabra 201311). Both Quintanilha and Caria were
fully dedicated to the profession and, for different reasons, both never had children.

2. Maria Carlota Quintanilha’s Background

Despite the difference between Quintanilha’s and Caria’s education, they were both familiar with
modern culture. The Fine Arts School in Porto, to which Quintanilha transferred in early 1948, along
with two other female colleagues, was regarded at the time as a more progressive architectural school
than its Lisbon counterpart. Although Lisbon had a more conservative academic approach, modern
architecture was still a topic of debate in student circles, where, after the war, real consensus as to the

11 “Maria Emilia Caria was an urban planner ( . . . ). She had learned the métier with the engineer Eurico Machado, at the Office
already. He was also an uncompromising person, incapable of being corrupted ( . . . ). Working in urban planning often
involves being exposed to corruption . . . ” (Seabra interviewed by Portela, 26 April 2013). Machado was the director of the
Council of Town Planning and Housing at the General Council for Public Works and Communications, a department of the
Ministry of Overseas Affairs, where Caria worked after 1962. His biography has not yet been studied, however, and there is
not much systematic information about the career of this civil engineer. Nevertheless, the influence of engineer Machado is
often mentioned by former employees of this Colonial Public Works department.
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figure of Le Corbusier (Milheiro 2012) was formed. Most of the participants at the First Congress of
Portuguese Architects, held in Lisbon in 1948, were still young professionals, born in the first two
decades of the 20th century.12 They were a testament to the growing importance of modern architecture
in the Portuguese context, having to face down the complacency of the more conservative wing
represented by the previous generation, some of whom were professors at the Lisbon School (Figure 2).
The debates had a certain degree of intensity, and the trend towards Modernism was eventually
victorious in architectural professional circles. However, this had very few consequences in terms of
the educational agenda at the Lisbon School, until 1957 (Moniz 201113). That year, the architectural
education system was the object of a restructuring process designed to integrate more modern and
technological approaches.

Arts 2020, 9, x FOR PEER REVIEW 5 of 19 

 

2. Maria Carlota Quintanilha’s Background 

Despite the difference between Quintanilha’s and Caria’s education, they were both familiar 

with modern culture. The Fine Arts School in Porto, to which Quintanilha transferred in early 1948, 

along with two other female colleagues, was regarded at the time as a more progressive architectural 

school than its Lisbon counterpart. Although Lisbon had a more conservative academic approach, 

modern architecture was still a topic of debate in student circles, where, after the war, real consensus 

as to the figure of Le Corbusier (Milheiro 2012) was formed. Most of the participants at the First 

Congress of Portuguese Architects, held in Lisbon in 1948, were still young professionals, born in the 

first two decades of the 20th century.12 They were a testament to the growing importance of modern 

architecture in the Portuguese context, having to face down the complacency of the more 

conservative wing represented by the previous generation, some of whom were professors at the 

Lisbon School (Figure 2). The debates had a certain degree of intensity, and the trend towards 

Modernism was eventually victorious in architectural professional circles. However, this had very 

few consequences in terms of the educational agenda at the Lisbon School, until 1957 (Moniz 201113). 

That year, the architectural education system was the object of a restructuring process designed to 

integrate more modern and technological approaches. 

 

Figure 2. Photo album page containing images of the 1944/1945 class of the Lisbon School of Fine Arts, 

with Maria Carlota Quintanilha among other female and male colleagues (mostly school fieldtrips in 

1946). The two portraits are from the most influential professors of the time in Lisbon: the sculptor 

Leopoldo de Almeida (1898–1975) and the architect Luís Cristino da Silva (1896–1976). (Credits and 

courtesy: Leonor Matos Silva on behalf of Maria Antónia Roque Gameiro Martins Barata Pereira 

Cabral archive). 

                                                           
12  The First National Congress of Architects, held in Lisbon in 1948, was a landmark in the history of 

Portuguese post-war architecture. Held at the insistence of the Estado Novo government, it was, however, 

used by architects of the younger generations as a means of affirming the principles of Modernism, which 

still met with resistance from the older architects. As it was dominated by the positions of the modern faction, 

the congress was to be recognised by Portuguese historians as a victory for the Modern Movement (Tostões 

1997). 
13  Moniz, in his study on the teaching of architecture in Portugal between 1930 and 1957, reinforces the idea 

that there was an assumed “resistance to the modern” in the mandate of the Portuguese architect Paulino 

Montez (1897–1988), as head of the Lisbon school from 1946 onwards (Moniz 2011). Montez worked mainly 

during the Estado Novo regime, having dedicated himself to teaching and urbanism. 

Figure 2. Photo album page containing images of the 1944/1945 class of the Lisbon School of Fine Arts,
with Maria Carlota Quintanilha among other female and male colleagues (mostly school fieldtrips in
1946). The two portraits are from the most influential professors of the time in Lisbon: the sculptor
Leopoldo de Almeida (1898–1975) and the architect Luís Cristino da Silva (1896–1976). (Credits and
courtesy: Leonor Matos Silva on behalf of Maria Antónia Roque Gameiro Martins Barata Pereira
Cabral archive).

During the 1950s, the Portuguese architects also became inspired by new and emerging cultures,
such as the Latin American architectural output in general, and the Brazilian in particular (Milheiro 2012;
Tostões 2014). Magazines such as the French L’Architecture d’aujourd’hui or the British Architectural
Review formed part of daily life in Portuguese architectural offices, and allowed Portuguese architects
to feel connected with the rest of the world, despite the political isolation the country experienced.
It was not by chance that Quintanilha’s early work was a result of this environment, as she made

12 The First National Congress of Architects, held in Lisbon in 1948, was a landmark in the history of Portuguese post-war
architecture. Held at the insistence of the Estado Novo government, it was, however, used by architects of the younger
generations as a means of affirming the principles of Modernism, which still met with resistance from the older architects.
As it was dominated by the positions of the modern faction, the congress was to be recognised by Portuguese historians as a
victory for the Modern Movement (Tostões 1997).

13 Moniz, in his study on the teaching of architecture in Portugal between 1930 and 1957, reinforces the idea that there was an
assumed “resistance to the modern” in the mandate of the Portuguese architect Paulino Montez (1897–1988), as head of the
Lisbon school from 1946 onwards (Moniz 2011). Montez worked mainly during the Estado Novo regime, having dedicated
himself to teaching and urbanism.
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references to the purism of Le Corbusier’s early architectural designs, by working with flat smooth
surfaces, primary colours and pure volumes. Her academic works also revealed this influence.14

As an outcome of World War II, the regime permitted certain modernisations. The 1950s were
a fertile period for international conferences held in Lisbon, such as the XXI Federation Internationale
de l’Habitation et de l’Urbanisme (1952)—an opportunity for the Portuguese architects to show their
Tropical House output in an international showcase—or the third International Union of Architects (UIA)
meeting (1953), which brought to Portugal the most recent debates on modern architecture. In Lisbon,
topics such as the research on new school buildings in Nordic countries, the relations between art and
architecture as practised by the South American architects,15 and the new urbanism ideals reflected by
the presence of Sir Leslie Patrick Abercrombie16 as the conference’s chair were all items on the agenda.

Influenced by this modern context, Quintanilha’s graduation design project in Porto, a kindergarten
in the town of Vila Real in the north of Portugal, revealed a very strong inclination towards Modernist
architecture. It featured a modular organisation, vaulted roofs, and large glass surfaces. In the
architect’s statement on the building, she showed solid knowledge of the recent trends in the design
of children’s spaces that favoured the motoric and emotional development of the child, as indeed
presented in the exhibition of new Scandinavian schools at the Lisbon UIA Congress. This subject matter
was also part of one of the UIA discussion sessions. In Portugal, during the 1950s, the educational
building was one of the facilities that was most important in terms of public commissions. The Vila
Real Kindergarten’s design anticipated a number of built and aesthetic elements, which had to do with
the influence of Brazilian and tropical architectural cultures, and proved Quintanilha’s capacity as a
newly trained architect (Milheiro 2011).

In 1953, Quintanilha accompanied her husband—the architect João José Tinoco—to the Angolan
hinterland, which at the time was considered part of her duties as a newly married woman.17

The decision to emigrate to Angola was not taken by Quintanilha, but was a consequence of the
new position of her husband as chief architect in the Cunene Technical Brigade for Development and
Settlement. While the Estado Novo regime was in power, the status of married woman involved a number
of family obligations, including following one’s husband when he emigrated. Also, from the 1950s
onwards, the Estado Novo began incentivising the settlement of Europeans in the colonies—including
whole families—as a means of preserving the colonial system. So, it was to be expected that Quintanilha
would go to Cunene, not just as a married woman, but also because of the incentives from the Portuguese
state. She would only leave Africa two decades later, a few years before the April Revolution in 1974,18

which took place shortly before the former Portuguese African territories achieved their independence.

14 The presence of Le Corbusier’s ideas in Portuguese architectural culture became progressively stronger after the dissemination
in Portugal of some of his most important texts, particularly the full translation to Portuguese of the Corbusian version of
the “Athens Charter” (1943), which appeared in 1948–1949 in the Portuguese magazine Arquitectura, which specialised in
publishing architectural designs and articles on the métier (Milheiro 2012). The circulation of Le Corbusier’s ideas amongst
the younger generations was to have an impact on architectural design practice, making modern architecture a common
benchmark amongst professionals and leading it to become the standard from the 1950s onwards.

15 The crossing of the three art forms that traditionally made up the academic curriculum at the Portuguese Schools of Fine
Arts—architecture, painting and sculpture—was deemed worthy of particular attention amongst Portuguese architects, in
line with the currents coming from Brazilian architecture, which argued for the combination of the arts in architectural
design. The debate in Portugal owed a lot to the third Meeting of the International Union of Architects (UIA) held in Lisbon
1953; it had a discussion session specifically devoted to his subject matter. The Conference was authorised by the Estado
Novo regime in a phase of international openness in the wake of World War II.

16 A British planner who was much respected in Portugal. Abercrombie’s plans contributed to the consolidation of the British
New Town movement, which was part of the post-war urban reconstruction policies in the United Kingdom. In Portugal,
this planning current had an influence on the laying out of new neighbourhoods that were peripheral to the historic centres
and were designed to house the new middle classes. In Angola, similar strategies were applied from the 1960s onwards,
while still under the control of the Portuguese colonial government (Milheiro et al. 2015).

17 In the interview she gave us, Quintanilha stated that the date of her wedding was arranged to fit in with the couple’s plans
to move to the African colonies.

18 As mentioned in footnote 1 above, the revolution of 25 April 1974 brought the dictatorial regime in Portugal to an end, and
sped up the independence processes for the Portuguese African colonies.
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Tinoco’s presence in Angola was also part of the Estado Novo policies for the colonisation of
Angola by poor European settlers through the establishment of colonial villages of rural inspiration.
The designs carried out by Quintanilha’s husband during his tenure, which lasted until 1956, are well
known and have been surveyed in recent studies (Veloso et al. 2008).19 The research that informed
those studies has not, until now, been able to throw light on Quintanilha’s role in Angola, beyond
her being the lead architect’s wife. The testimonies of some colleagues attested to Quintanilha’s
collaboration as a co-author in important public and private commissions, such as the Biópio dam
for hydroelectric power supply and at least two collective housing projects in Sá da Bandeira (now
Lubango) (Veloso et al. 2008). But the specific nature of said collaboration was never clearly identified;
i.e., whether it was more technical or more aesthetic. Later interviews with Quintanilha were also
unproductive. In her opinion, the projects were jointly produced in order to guarantee a larger income
for the Tinoco–Quintanilha couple in cases where a third co-designer also existed (Quintanilha 2011).
However, this argument does not explain why Quintanilha continued to feature as a co-designer, even
when she worked alone with her husband. Clearly, defining levels of collaboration in partnerships is
always difficult, especially when the protagonists are intimately involved, as was the case. It is our
understanding today that family issues affected Quintanilha’s memories of the conditions in which
they lived and worked.

In Angola, the couple lived in quite precarious conditions compared to European sanitary,
functional and aesthetic standards.20 Later on, Quintanilha remembered their Cunene house as being a
kind of “cubata” (a traditional African hut). The only known image of the couple’s house confirms this
description. She also recalled that she missed the urban life she was accustomed to in Portugal. Soon,
she convinced her husband to move to Lourenço Marques, where her father worked as the director of
the Scientific Research Centre for Cotton at the Colonial Cotton Export Council. Lourenço Marques
was a very cosmopolitan colonial city, benefiting from its proximity to Johannesburg. She left for
Mozambique in 1956, before her husband, and took up a teaching position, a job considered by colonial
society as an appropriate role for a woman. She had already gathered some experience as a high
school teacher in Porto before her marriage. In the Mozambican capital, she gave classes at various
secondary education levels and in a wide range of schools (Figure 3). Later on, Quintanilha considered
teaching to be her most representative professional activity, stating that her architectural practice was
less significant (Milheiro 2011), and not separating the African experience from her married life, which
became—from her point of view—ill-fated, on account of her husband’s infidelity.21 It is our belief
today that she referred more to her work as a teacher because it did not involve any relationship with
Tinoco. This situation revealed how she was traumatised by her marriage at a professional level—that
which is of interest to us in the context of this article.

19 In addition to his work in the service of the Brigade, where he worked on the Matala Dam (Magalhães 2015), of the works
executed between 1953 and 1956, during his stay in Angola, the Biópio Power Station and two collective housing blocks in
Sá da Bandeira (now Lubango) are the most commonly named.

20 The precarious conditions in which they lived in Angola had directly to do with the fact that they settled in the interior of the
country, and lived essentially on construction sites. In the 1950s, large and middle-sized Angolan cities were experiencing
rapid growth and began to have good education and health facilities. The country’s inland regions, however, did not have
the same level of infrastructuring. This situation led Quintanilha to ask her father for support in finding an alternative
in Lourenço Marques, a consolidated city that was then the capital of Mozambique. According to her own statements,
Quintanilha enjoyed very much living in urban environments.

21 Quintanilha’s private life with Tinoco was a constant feature in the interviews she gave. The fact that the couple had
a conflictual relationship was to have an effect on their professional relationship as co-designers of architectural works
produced in the office in their home in Lourenço Marques. These conflictual situations were a matter of informal gossip
amongst the neighbours, and thus became public knowledge as far as professional circles were concerned. One again, one
should stress that this situation of conflict is only revealed in this article because of the level of importance it has in assessing
Quintanilha in terms of the quality of her architectural work and the role she played.



Arts 2020, 9, 86 8 of 18

Arts 2020, 9, x FOR PEER REVIEW 8 of 19 

 

married life, which became—from her point of view—ill-fated, on account of her husband’s 

infidelity.21 It is our belief today that she referred more to her work as a teacher because it did not 

involve any relationship with Tinoco. This situation revealed how she was traumatised by her 

marriage at a professional level—that which is of interest to us in the context of this article. 

 

Figure 3. Maria Carlota Quintanilha with her pupils, Gen. José Machado Preparatory School. 

Lourenço Marques (now Maputo), Mozambique, 1960s. (Credits and courtesy: Luís Lage archive). 

3. Maria Emilia Caria: Working at the Colonial Public Works department in the Portuguese 

Metropole 

While Quintanilha began her professional life in Mozambique, divided between teaching and 

collaborating in her husband’s office, Caria finished her training in Lisbon. In the late 1950s, modern 

architecture was changing from a more aesthetic and international approach to incorporating a more 

technical and local sensibility.22 Whilst it is true that the Portuguese training environments in Lisbon 

and Porto continued to resist modernity, all the new trends were reflected in the practices of the 

leading architectural firms and in the dominant culture. 23  International magazines, such as 

L’Architettura—Cronache e Storia, edited by Bruno Zevi since 1954, became popular in the Portuguese 

circles (Tostões 1997; Moniz 2011; Milheiro 2017). The organic formulation promoted by Zevi as part 

of the Modern Movement renewal in the 1950s was received well in Portuguese circles.24 The organic 

approach influenced the architectural design practised by Caria’s future colleagues in the official 

                                                           
21  Quintanilha’s private life with Tinoco was a constant feature in the interviews she gave. The fact that the 

couple had a conflictual relationship was to have an effect on their professional relationship as co-designers 

of architectural works produced in the office in their home in Lourenço Marques. These conflictual situations 

were a matter of informal gossip amongst the neighbours, and thus became public knowledge as far as 

professional circles were concerned. One again, one should stress that this situation of conflict is only 

revealed in this article because of the level of importance it has in assessing Quintanilha in terms of the 

quality of her architectural work and the role she played. 
22  Here we refer to the growing international renown of “organic architecture”, from the publication in 1945 

of Verso un’architettura organica, by Bruno Zevi, which was translated to English five years later as Towards 

an Organic Architecture. Portuguese architects were also caught up in this new trend. Of Zevi’s works that 

are remembered well by Portuguese architects, mostly among those that were Porto-based, one can highlight 

Saper vedere l’architettura (1948) and Storia dell’architettura moderna (1955) (Fernandes 2010). 
23  The main architectural firms in Lisbon and Porto paid considerable attention to international architecture, 

as confirmed by the books and magazines that made up most of the libraries in said offices. 
24  From the 1950s onwards, debates around organic trends began to proliferate in the Portuguese schools, 

particularly on the work of Frank Lloyd Wright and Alvar Aalto in Porto School (Figueira 2002; Fernandes 

2010; Moniz 2011). 

Figure 3. Maria Carlota Quintanilha with her pupils, Gen. José Machado Preparatory School. Lourenço
Marques (now Maputo), Mozambique, 1960s. (Credits and courtesy: Luís Lage archive).

3. Maria Emilia Caria: Working at the Colonial Public Works department in the
Portuguese Metropole

While Quintanilha began her professional life in Mozambique, divided between teaching and
collaborating in her husband’s office, Caria finished her training in Lisbon. In the late 1950s, modern
architecture was changing from a more aesthetic and international approach to incorporating a
more technical and local sensibility.22 Whilst it is true that the Portuguese training environments in
Lisbon and Porto continued to resist modernity, all the new trends were reflected in the practices
of the leading architectural firms and in the dominant culture.23 International magazines, such as
L’Architettura—Cronache e Storia, edited by Bruno Zevi since 1954, became popular in the Portuguese
circles (Tostões 1997; Moniz 2011; Milheiro 2017). The organic formulation promoted by Zevi as part of
the Modern Movement renewal in the 1950s was received well in Portuguese circles.24 The organic
approach influenced the architectural design practised by Caria’s future colleagues in the official
department, such as the architects Alfredo da Silva e Castro and António Saragga Seabra,25 with
whom she was to maintain a deep friendship during the time they worked together at the Ministry of
Overseas Affairs (Seabra 2013). Organised trips to visit Alvar Aalto’s works, and the reproduction of
ideas from architects such as Josep Antoni Coderch or Carlo Scarpa in Portuguese magazines, reflected

22 Here we refer to the growing international renown of “organic architecture”, from the publication in 1945 of Verso
un’architettura organica, by Bruno Zevi, which was translated to English five years later as Towards an Organic Architecture.
Portuguese architects were also caught up in this new trend. Of Zevi’s works that are remembered well by Portuguese
architects, mostly among those that were Porto-based, one can highlight Saper vedere l’architettura (1948) and Storia
dell’architettura moderna (1955) (Fernandes 2010).

23 The main architectural firms in Lisbon and Porto paid considerable attention to international architecture, as confirmed by
the books and magazines that made up most of the libraries in said offices.

24 From the 1950s onwards, debates around organic trends began to proliferate in the Portuguese schools, particularly on the
work of Frank Lloyd Wright and Alvar Aalto in Porto School (Figueira 2002; Fernandes 2010; Moniz 2011).

25 The architects Silva e Castro and Saragga Seabra were Maria Emília Caria’s colleagues at the Ministry of Overseas Affairs,
who worked for the Council of Town Planning and Housing of the General Council for Public Works and Communications,
which replaced the Overseas Planning Office after 1957. The Council’s work was characterised by taking into consideration
aspects such as the local culture, traditional building systems and locally-sourceable materials. The architecture produced
by the group revealed a greater understanding of the specificities of the places where the works were located, and of the
socio-ethnographic characteristics of the resident populations (Milheiro 2017).
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new dynamics and an emerging architectural culture26 (Tostões 1997). In Portugal, the decade was also
marked by the Survey of Portuguese Regional Architecture, released in book form in 1961 under the
title Arquitectura Popular em Portugal (Vernacular Architecture in Portugal), an approach to the diversity
of expression in vernacular architecture and settlements (Sindicato Nacional dos Arquitectos 1961). For
the first time, architects were directly involved with rural communities who inhabited remote regions
of the country.27 They made drawings of their houses and their agricultural tools, described their ways
of living and construction systems, and photographed their buildings both empty and inhabited. This
methodological approach was in line with Caria’s working processes for Africa, i.e., surveying the
local populations in their habitat (Figure 4). Photographs, sketches and brief descriptions usually make
up her surveys conducted in the 1960s. One important difference was that she had no intention of
publishing her surveys, but used them to illustrate detailed reports, which were indispensable tools for
design and for the proposal of new urban plans.28
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Figure 4. Maria Emília Caria. “Bissau-Guiné—Documentação Fotográfica recolhida durante a Missão na
Província da arquitecta Maria Emília Caria (Fevereiro a Abril de, 1966)” [Bissau-Guinea—Photographic
Documentation collected during the Mission to the Province by the architect Maria Emília Caria
(February to April, 1966)], vol. V, Town Planning and Housing of the General Council for Public Works
and Communications, Lisbon, Ministry of Overseas Affairs, AHU: 11344. (Credits: Portugal, Overseas
Historical Archive—PT-AHU, used with permission).

By 1962, Caria was already working for the Council of Town Planning and Housing at the General
Council for Public Works and Communications, a department of the Ministry of Overseas Affairs that
was closed down after the revolution in April 1974.29 In connection with her duties at this office, she

26 From 1957 onwards, Arquitectura magazine underwent a change in orientation and no longer favoured the architecture of
the Modern Movement; in its stead it advocated for a regionally “more contextualised” architecture. This orientation was
marked by special issues of the magazine devoted to these architects.

27 In 1955, Portuguese architects began work on a survey of Portuguese Regional Architecture, which was released in book
form six years later under the title Arquitectura Popular em Portugal (Vernacular Architecture in Portugal). This inventory
preceded Rudofsky’s book, Architecture without architects—A Short Introduction to Non-pedigreed Architecture (1964), and was
to be a landmark reference for Portuguese architecture, introducing, as it did, a wide range of formal and technical solutions
influenced by the vernacular culture. Whilst the inventory did not extend to the Portuguese colonies in Africa and Asia,
missions to Guinea-Bissau and Timor were nevertheless carried out (Milheiro 2017). Maria Emília Caria was likewise to
conduct surveys on African habitats in regions such as Cape Verde and Guinea-Bissau. This article would argue that there is
a relationship between the survey in the Portuguese metropole and the methods followed by Caria.

28 The purpose of Caria’s inventories was to gather material and information for the urban plans she was involved in drawing
up. The surveys mentioned prior to Caria’s were carried out with the intention of them being published; and indeed, only
that carried out in the Portuguese metropole was published.

29 The Council of Town Planning and Housing at the General Council for Public Works and Communications was a Colonial
Public Works department from the Ministry of Overseas Affairs (Direcção de Serviços de Urbanização e Habitação da Direcção Geral
de Obras Públicas e Comunicações do Ministério do Ultramar—DSUH/DGOPC-MU), based in Lisbon after 1957. It started out as
the Colonial Planning Office (Gabinete de Urbanização Colonial—GUC), later became known as the Overseas Planning Office
(Gabinete de Urbanização do Ultramar—GUU), and was set up by Marcelo Caetano, then Minister for the Colonies, in 1944.
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travelled through Angola (mainly Luanda), Cape Verde and Portuguese Guinea (now Guinea-Bissau).
Her main role was as a planning consultant, but she also designed new urban development plans
for Cape Verdean cities (Figure 5), or proposed partial urban plans for Bissau, the capital of Guinea.
As far as the islands of Cape Verde are concerned, Caria was responsible for urban development plans
on the islands of Santo Antão, Sal, Santiago and São Vicente, including the towns of Porto Novo,
Ribeira Grande, Santa Maria, Mindelo, Baía das Gatas and Praia, the Cape Verdean capital. In order to
accomplish these plans, she and António Seabra integrated the Urbanism and Housing Work Group of
Cape Verde Province in 1965, the year of their first report on the region (Portela 2013).30 The work
group was involved in urban and housing issues, the two most serious problems in the province.31
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Figure 5. Maria Emília Caria. Mindelo seaport: model, c. 1969. “Urban Development Plan for
Mindelo, São Vicente island, Cape Verde, Harbour area Plan”, 1969, Town Planning and Housing,
General Council for Public Works and Communications, Lisbon, Ministry of Overseas Affairs, AHU:
PT/IPAD/MU/DGOPC/DSUH/2060/07814. (Credits: Portugal, Overseas Historical Archive—PT-AHU,
used with permission).

Up until 1974, Caria developed 23 urban development plans for the Ministry of Overseas Affairs
(Figure 6). Work was begun on only one such plan, in Baía Mindelo, but it was never finished
(Portela 2013). Most of her work was halted because of the independence processes for Cape Verde and

Caetano succeeded Salazar as the head of the Estado Novo in 1970. The office brought together a team of architects, engineers
and other specialists from the fields of architecture and urban planning for the tropical regions that were responsible for
urban plans and the design of public buildings (Milheiro 2012, 2017).

30 Besides their duties as civil servants working for the Ministry of Overseas Affairs, these architects often also worked at
offices that operated in the region and could benefit from the local resources.

31 Cape Verde was one of the Portuguese African colonies that was poorest in natural resources; it was regularly beset by
environmental calamities (such as droughts and volcanic eruptions) that had an adverse effect on farming harvests, which
were the main source of food for the region. The cities were also very poorly equipped, even in comparison to Angolan and
Mozambican cities of the same size. Chronic housing problems for all classes of colonial society were also part of the general
scenario. All these aspects were identified by Caria in her reports, for which Figure 5 provides an example.
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Guinea. Other plans faced local opposition. In several missions to Cape Verde, Seabra was witness to
numerous discussions between Caria and specialists from the local Public Works department.32 Caria
fought against private interests, which most likely threatened the colonial status quo to some extent,
and this situation almost certainly did not help in implementing her urban ideas in the field.33 Given
her knowledge of the African habitat and ways of living, she advocated that local communities should
be integrated into the new plans, thus preventing traditional colonial segregation but also keeping
pre-existing self-built structures safe from demolition. She also argued that African populations should
benefit from the facilities brought by the new improvements.34 This was the case of the Baía das Gatas
plan (1963–1972), which was essentially a tourist programme for civil servants which, in her opinion,
should also serve the fisher population of Salamansa (Portela 201335).
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Figure 6. Maria Emília Caria. “Urban Development Plan for Mindelo, São Vicente island,
Cape Verde, conditioning factors”, drawing no. 17, 1969, Town Planning and Housing, General
Council for Public Works and Communications, Lisbon, Ministry of Overseas Affairs, AHU:
PT/IPAD/MU/DGOPC/DSUH/2060/07216. (Credits: Portugal, Overseas Historical Archive—PT-AHU,
used with permission).

32 Conflicts between the specialists working for the Public Works departments in the Portuguese metropole, i.e., in Lisbon, as
was the case for Caria, and the specialists in the field in Africa were common, and made the realisation of plans more difficult.

33 The complex nature of the relationships and dependencies between the metropole and the local governments, as well as the
presence of colonial elites with their own political and economic interests, was also a source of conflict.

34 Caria’s technical capacity was proved in the oral testaments of her colleagues, as was her concern with the local populations,
which, in these colonies in particular, often lived in buildings with poor conditions of habitability, and continued to have
little access to medical care or education. Caria’s plans sought to close those gaps, and she incorporated public facilities that
were not only designed for the European populations, or for civil service contingents, but also for native groups.

35 Salamansa was a fishing village next to the seaside resort of Baía das Gatas, the plans for which were drawn up between
1963 (the year of the first surveys) and 1973, under Caria’s responsibility (São Vicente island, Cape Verde). Her plan altered
the approach previously devised for the General Council for Public Works and Communications by the architect António
Sousa Mendes in 1958; Sousa Mendes left the Ministry of Overseas Affairs in 1961. One of the peculiar aspects of the
existing documentation was the emphasis on the importance of visits to the site and of a survey of the new material for
the drawing up of the new plan, in accordance with orientations by the then head of department, the engineer Eurico
Machado (mentioned in note 11). Comparisons between the final designs from the late 1950s and Caria’s plan revealed
a modernisation of the instruments of urban design, with the replacement of an “artistic” and all-inclusive design (of a
culturalist nature) with the identification of sectors and demarcation of land division processes (thus showing a closer link
to the social sciences). Please see, in the Overseas Historical Archives, “Plano de Urbanização da Baía das Gatas” [Urban
Development Plan for Baía das Gatas], 1963–1972, cota/number: 2058/08218.
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Caria’s approach to her work covered aspects such as climate, topography, and the organisation of
pre-existing settlements, with the aim of introducing urban occupation mechanisms that did not result
in large cases of discontinuity, or “voids”. Her intentions were very pragmatic and based on detailed
surveys of the population, manpower and building materials. The disadvantaged population, which
at the time was made up of African people and sometimes a few poor European settlers, was the main
focus of her designs. In Praia, where the topography is quite hilly, giving rise to a number of plateaux
(known locally as “achadas”), Caria’s plans (carried out from 1969 to 197236) always tried to create
continuous urban grids, through the integration of new neighbourhoods (planned for the various
“achadas” that configure the city’s geography) as a complement to the central area of the city and the
main plateau (or “Achada Principal”). The latter area was home to only 27% of the urban population,
while the rest was distributed across the adjacent areas.37 The main purpose was to connect the historic
city with the new areas of expansion, consolidating them as an urban whole. In this process, already
existing neighbourhoods (many of them self-built) were to be reintegrated by means of the insertion of
new residential complexes (Figure 7). In Mindelo (São Vicente island), Caria also endeavoured to fill
the voids between the historic centre and the surrounding areas, where the poorest population lived
in very disadvantaged conditions and without the proper facilities, in a plan submitted to Mindelo
Town Council in 1969.38 In most of her plans, economic reasons ruled out the total replacement of the
pre-existing houses. The proposed solution, aimed at regenerating the urban layout, included analysis
of the truly uninhabitable areas (to prevent construction activity before a new plan was drawn up),
the creation of new neighbourhoods and the progressive renewal of the pre-existing but uninhabitable
buildings (Figure 8).

In the context of the Lisbon office, Caria’s approach to urban planning revealed a certain degree of
modernisation in relation to her colleagues’ urban designs. The static, monumental and functional lines
from the early 1950s, a legacy of the times when the office was called the Colonial/Overseas Planning
Office (before 1957), gave way to a more dynamic design. A more conservative approach to urban
design, that combined elements of the Garden City trend with the general image of the City Beautiful
movement, was replaced by organic and empirical options, resulting in more free-form urban planning.
This design approach agreed very much with Caria’s work methods, particularly the surveys and the
important role she conferred upon the African inhabitants, who were the majority of the “economically
weak” population. This was, of course, an adaptation that went with the zeitgeist, given the growing
importance of studying local habitats so as to produce designs with a vernacular influence, as featured
in Bernard Rudofsky’s peerless compilation, published in 1964, Architecture without architects—A Short
Introduction to Non-pedigreed Architecture (Rudofsky 1964).

36 From this year onwards, and up until 1974, Caria’s plans for the Cape Verdean capital focused on the port area of Praia
(capital of Cape Verde, Santiago island).

37 Praia traditionally occupied the “Achada Principal” only, so the city was somewhat restricted in terms of expansion. This
led to a proliferation of buildings on the hill slopes and riverbeds (which were mostly dry, but prone to flooding in the rainy
season). There was, therefore, a history of urban transgressions that Caria’s plan aimed to resolve by creating regulated
urban planning mechanisms. By pointing out that only 27% of the city’s population lived in the central area, where most of
the urban facilities and infrastructures were also concentrated, Caria sought to call attention to the precarious situation of
the rest of the population who lived in non-urbanised areas. Please see, in the Overseas Historical Archives, “Urbanização
da Cidade da Praia—Cabo Verde. Plano parcial da Achada Principal e Áreas adjacentes (Nova Área Central)” [Urban
Development of City of Praia—Cape Verde. Partial Plan for the Main Plateau and Adjacent Areas (New Central Area)],
cota/number: 2057/07898.

38 The plan for the town of Mindelo, then known as the third plan, was submitted to a committee of five consultants, all of
them engineers. Recommendations were made and a new design was presented. These processes show both the level of
scrutiny and the difficulties of going ahead with plans, even under a colonial regime dependent on decisions made in Lisbon,
the capital of the “Empire”. Please see, in the Overseas Historical Archives, “Plano de urbanização do Mindelo, Ilha de S.
Vicente”, 1970–1973 [Urban Development Plan for Mindelo, São Vicente island], cota/number: 2060/07216.
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Figure 7. Maria Emília Caria. “City of Praia Urban Development Plan, Santiago Island, Cape
Verde, Housing Survey (conclusions)”, Drawing no. 14, 1969, Town Planning and Housing of the
General Council for Public Works and Communications, Lisbon, Ministry of Overseas Affairs, AHU:
PT/IPAD/MU/DGOPC/DSUH/2062/07588. (Credits: Portugal, Overseas Historical Archive—PT-AHU,
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Figure 8. Maria Emília Caria. “City of Praia Urban Development Plan, Santiago Island, Cape Verde,
Zoning (existing zones and proposed new zones)”, drawings no. 16 (existing) and 21 (proposed), 1969,
Town Planning and Housing, General Council for Public Works and Communications, Lisbon, Ministry
of Overseas Affairs, AHU: PT/IPAD/MU/DGOPC/DSUH/2062/07588. (Credits: Portugal, Overseas
Historical Archive—PT-AHU, used with permission).
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4. Quintanilha: Working in Colonial Mozambique

The 1960s was an important decade for Quintanilha, and was also a more productive period for her
architectural activity, both in terms of design and building. Quintanilha started to practice architecture
and urbanism after the arrival of her husband in Lourenço Marques in 1956, when they began designing
together ephemeral buildings, such as the Agriculture Pavilion (Mozambican Economic Activities
Exhibition, Lourenço Marques, 1956) or the Mozambican Pavilion (Central Trade Fair, Bulawayo, former
Rhodesia, now Zimbabwe, 1959) (Miranda 2013; Magalhães 201539). After 1960, the couple worked on
several commissions for the Public Works department of the former Portuguese colony, sometimes in
partnership with other Mozambican colleagues.40 Some design projects involved important buildings
in the colonial context, such as the Government District and Department headquarters, in towns
like Vila Cabral (now Lichinga, in Niassa, 1959–1962) or Vila Amélia (now Cabo Delgado, in Pemba,
1963–1966). The couple also designed several aeronautical facilities, such as the Porto Amélia and Vila
Cabral aerodrome, and worked with the architect Alberto Soeiro on the Head Offices of the Maputo
Aeronautical Services and on Nampula airport (Figures 9 and 10).

Arts 2020, 9, x FOR PEER REVIEW 15 of 19 

 

1960, the couple worked on several commissions for the Public Works department of the former 

Portuguese colony, sometimes in partnership with other Mozambican colleagues.40 Some design 

projects involved important buildings in the colonial context, such as the Government District and 

Department headquarters, in towns like Vila Cabral (now Lichinga, in Niassa, 1959–1962) or Vila 

Amélia (now Cabo Delgado, in Pemba, 1963–1966). The couple also designed several aeronautical 

facilities, such as the Porto Amélia and Vila Cabral aerodrome, and worked with the architect Alberto 

Soeiro on the Head Offices of the Maputo Aeronautical Services and on Nampula airport (Figures 9 

and 10). 

 

Figure 9. João José Tinoco, Maria Carlota Quintanilha and Alberto Soeiro. Nampula Airport, 

Mozambique, 1958–1960 (photograph, circa 1960). AHU: AGU/DD1955. (Credits: Portugal, Overseas 

Historical Archive—PT-AHU, used with permission). 

 

Figure 10. João José Tinoco and Maria Carlota Quintanilha. Pemba Airport under construction. 

Mozambique, 1959–1961 (photograph, circa 1960). (Credits: Author’s archive). 

Generally speaking, historians of architecture have considered the buildings designed by the 

Tinoco–Quintanilha couple in the early half of the 1960s to be a reflection of the Corbusier lexicon, 

combined with some Latin and South American forms of expression (Fernandes 2002; Milheiro 2011; 

Miranda 2013; Magalhães 2015). This categorisation is in line with the academic education they 

shared at the Porto School, and especially with Tinoco’s involvement in Portuguese Modernist circles, 

                                                           

and two years later finally left Mozambique. In addition to the monograph dedicated to his work (Veloso et 

al. 2008), see also the biographical resumés in Miranda (2013, pp. 83–86) and Magalhães (2015, pp. 251–57). 
40  Amongst the Mozambique-based architects who worked with the Quintanilha–Tinoco couple were António 

Matos Veloso, as already mentioned, and Alberto Soeiro (Veloso et al. 2008). 

Figure 9. João José Tinoco, Maria Carlota Quintanilha and Alberto Soeiro. Nampula Airport,
Mozambique, 1958–1960 (photograph, circa 1960). AHU: AGU/DD1955. (Credits: Portugal, Overseas
Historical Archive—PT-AHU, used with permission).

Generally speaking, historians of architecture have considered the buildings designed by the
Tinoco–Quintanilha couple in the early half of the 1960s to be a reflection of the Corbusier lexicon,
combined with some Latin and South American forms of expression (Fernandes 2002; Milheiro 2011;
Miranda 2013; Magalhães 2015). This categorisation is in line with the academic education they shared
at the Porto School, and especially with Tinoco’s involvement in Portuguese Modernist circles, such as
the Organisation of Modern Architects (ODAM—Organização dos Arquitectos Modernos), which was
based in Porto.41 In 1958, now in Mozambique, Tinoco wrote on the advantages of Modern Architecture,
a combination of technology and art (Magalhães 2015). He was also of the opinion that the modern

39 João José Tinoco, Quintanilha’s husband, was born in 1924 and died in 1983. He graduated in 1952 in Porto, after first
having begun at the Lisbon School of Fine Arts, just like his wife. After their divorce, he continued to work in Lourenço
Marques (now Maputo), founding the A121 architectural firm with António Matos Veloso and Octávio Rego Costa in 1972.
He returned several times to Portugal in 1975 for health reasons, and two years later finally left Mozambique. In addition to
the monograph dedicated to his work (Veloso et al. 2008), see also the biographical resumés in Miranda (2013, pp. 83–86)
and Magalhães (2015, pp. 251–57).

40 Amongst the Mozambique-based architects who worked with the Quintanilha–Tinoco couple were António Matos Veloso,
as already mentioned, and Alberto Soeiro (Veloso et al. 2008).

41 The ODAM group was set up in Porto in 1947, ahead of the First National Congress of Architects. Its main goal was to
advocate for and propagate the ideals of modern architecture in Portugal, and call attention to the precarious conditions in
which the population in general lived.
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idiom and technological approaches had to adjust to the regional context. These arguments go some way
to explaining their architectural approach to Brazilian-influenced forms and climate-based solutions.
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By the early 1970s, Tinoco was developing a more “Brutalist” approach, in line with the new
international trends. The colonial/liberation war, which began in Mozambique in 1964, increased
private initiative, which was encouraged by the colonial government as part of the measures taken
to fight the independence movements. This process provided new opportunities for architects who,
like Tinoco and Quintanilha, lived off commissions; it probably also paved the way for greater
experimentation. By the end of the 1960s, however, the couple had already divorced.

In 1966, Quintanilha begun to distance herself from her husband and started working with other
Mozambique-based architects. It is possible that the works she referred to, in interviews and in
her personal resumé, as being exclusively her design were produced between that year and 1972,
when she returned to Lisbon. She references the Mozambican Agronomic Research Institute (IIAM),
for which she conducted an urban planning study, designed the refurbishing, extension and renewal
of pre-existing buildings, and created a model house for employees, and the rest home for the National
Union of Commercial and Industrial Workers (SNECI), in Namaacha. She also referenced, albeit
generically, projects for private clients (Quintanilha 2011).

As she worked for most of her professional career in a family context, it is now exceedingly
difficult to define the actual contribution Quintanilha made to each project in which she participated as
a co-designer. Beyond her graduation project and some school designs for the Portuguese Ministry of
Education in the 1980s, i.e., long after her return from Africa, we are unable to identify a design that
was produced by Quintanilha alone. In contrast to Caria, to whom several works can be attributed very
precisely, Quintanilha’s design projects were mainly carried out in partnerships with male colleagues.
It is equally difficult to establish her ideals, as Quintanilha did not write or otherwise speak on her own
considerations of architecture or urbanism beyond her graduation project. Caria, on the other hand,
wrote extensive and detailed reports regarding her work and her architectural principles. After each
mission in the service of the Ministry of Overseas Affairs, Caria reported on her impressions, describing
the surveys, the negotiation processes and the design options. In those reports she expressed her
ideas about African urbanism, including the urgent need for proper sanitary and living conditions.
Her ideas seemed not to have a strong theoretical framework, depending greatly on her observations
in the field and, probably, on the exchange of ideas with colleagues within her office. She did not
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mention bibliographical references, besides UN (United Nations) reports, which became an important
source of data on Africa in Portuguese circles after the main events of African independence.

5. Final Considerations: Being a Woman Architect in Colonial Africa before the Revolution

If Quintanilha’s contribution is a somewhat ambiguous one for the community of Portuguese
architects, Caria’s colleagues referred to her presence in the context of the office she worked at as
really important. Being a woman architect in Africa, as Quintanilha endeavoured to be, was not as
difficult as it was in the metropolitan context. The lack of technical expertise in the colonial territories
made it possible for almost everybody to have an opportunity. Colonial society was also reputed to
be less conservative in matters relating to women. Several other female architects give accounts of
similar professional experiences, mostly pertaining to familial partnerships, just as in the case of the
Tinoco–Quintanilha couple.42 Quintanilha’s personal life, culminating in her divorce, had a strong
influence on her own view of her role during the 10 years that she worked with her husband in
Mozambique, between 1956 and 1966. In the rare interviews she gave, when the gender issue was
gaining importance in Portuguese colonial architectural history, and in which Quintanilha was asked
about her design projects, she refused to describe her professional life in Africa beyond her work as a
high school teacher (Milheiro 2011).

It is also true that Quintanilla’s work is known mostly because of her husband. Portuguese and
Mozambican historians have taken an interest in this birth of the modern approach associated with
Tinoco’s design (Fernandes 2002; Veloso et al. 2008; Miranda 2013; Magalhães 2015). They recognise that
his very charismatic personality overshadowed Quintanilha somewhat. Tinoco worked in Mozambique
until 1977, witnessing the first two years after independence, and is currently referred to as one of
the most important Mozambican architects in the colonial period after World War II, along with
Fernando Mesquita and Pancho Guedes (Miranda 2013). Quintanilha, on the other hand, has always
been a secondary figure, “the architect’s wife” who was also trained as an architect. When colonial
studies began focussing on architecture, the existence of a woman architect who was involved in the
modern African adventure emerged as an emotional phenomenon. Only recently has Quintanilha
been credited as the possible author of designs. In her late years, she was unable to help in making her
real contribution understandable.

Despite the lack of knowledge about Caria’s personal life, her work was held in great esteem
by the people who met her in a professional environment. She was able to work on an independent
basis, putting her own name to her urban plans, debating her ideas on a par with male colleagues,
and imposing a strong presence in relation to the political and government authorities (Seabra 2013).
Moreover, and in contrast to Quintanilha, her marital situation would seem to have aided her career.
As she was married to a non-architect, Caria did not experience the ambiguity of having to “compete”
with the professional qualities of her husband. This reveals how individual narratives, whilst important,
are not always transmissible. Caria’s case also shows how a married woman in the Estado Novo period
was able to achieve a certain degree of independence and recognition through her professional work.

Both women, however, help to answer the original question: how did female architects shape
a modern world in the late period of Portuguese colonialism in Africa, just before the Carnation
Revolution? Quintanilha was part of a solid modern culture, and had a capacity for absorbing
international forms, ways of expression and techniques that she explored with Tinoco in “beautiful
buildings”. Her work can be analysed in an orthodox modern context. Caria placed the disadvantaged
populations in the colonies at the centre of the urban debate. These populations were constituted the
majority in the African world, and had an important role to play in the construction of a new world in
her plans. Caria’s approach to urbanism represents the climax of a long process of colonisation, that
started out regarding the European settler as the most important matter and then evolved towards

42 Such as Antonieta Jacinto, already mentioned above.
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looking at the African people. In the early 1970s, learning from the local context was part of the deal.
Architecture without architects really changed minds, becoming a “slogan”, and Africa was fertile in
case studies that fitted that description. At no stage were her professional qualities ever questioned by
the other architects—all of them male—who shared a work environment, either occasionally or on
a more regular basis, with her. Even in professions similar to her own—such as engineering, which
normally occupied a higher level in the hierarchy than architecture—the same recognition existed.
This fact is proof that despite the expectations that the Estado Novo maintained regarding the role of
women in Portuguese post-war society, there were mechanisms of affirmation that were provided
by the practice of architecture. In exceptional conditions, when said women ventured into an active
professional life, their contribution to architectural and planning culture could reach high levels of
technical and aesthetic quality, as is obvious in the case of Quintanilha, or of social conscience, as the
diverse plans produced by Caria document. In this context, both were respected in their day. It is
now up to historiography to pursue these individual narratives, with the aim of better defining their
contributions to the discipline of architecture, and complementing their arguments with cases of other
women architects in the former Portuguese colonies.
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