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Alvaro Siza

The Continuous Construction of Memories

Continua construcao de Memorias de Amanha

On 9 May 2003, the [UAV University of Venice, on an initiative proposed and supported by Francesco dal Co, awarded Fernando
Tdvora with the Laurea Honoris Causa. The ceremony in the Sala dello Scrutinio of the Doge’s Palace was conducted by the
Rector Marino Folin. Three laudationes accompanied the ceremony held respectively by Carlo Magnani, Dean of the Faculty of
Architecture (Fernando Tévora, Casabella, no. 713 (July 2003): 6), Eduardo Souto de Moura (Fernando Tévora e la natura delle
cose naturali, Casabella, no. 713 (July 2003): 7) and Alvaro Siza (“Doutoramento em Veneza’, in Alvaro Siza, 01 Textos, edited
by Carlos Campos Morais (Porto: Civilizagdo Editora, 2009): 293-295). The Lectio magistralis delivered by Tévora is published
in this issue of HPA.

In the text of his laudatio Siza refers, in succession, to the following works by Fernando Tavora: the Holiday House in Ofir (“a
small house... that suddenly materialised the imprecise intuitions of myself and those of my generation”); the Cedar School
in Vila Nova de Gaia (“a public building on a sleepy periphery — an association of contemporaneity and continuity, of tradition
and invention”); the Pousada of S. Marinha (“restoration of a convent restoration in which... the naturalness and heresy of a
‘new architecture’ emerged”), the Barredo recovery plan in Porto (“run-down neighbourhoods in Porto, a moment in which the
architect’s social responsibility was fully assumed”), the text O problema da Casa Portuguesa published in Porto in 1947 (‘a
revolutionary reunion with the past”) and the tower built next to Porto Cathedral known as House of 24 (“a great little jewel”).

@®4_0 https://doi.org/10.6092/issn.2611-0075/19729 | ISSN 2611-0075
Copyright © 2022 Alvaro Siza



Your Excellency, the Rector of the IUAV University of Venezia
Mr President of the Faculty
Ladies and gentlemen,

Itis no coincidence that the mythical Faculty of Architecture in Venice is hon-
ouring Fernando Tavora by conferring on him the degree of Professor Honoris
Causa.

This is a school where the teaching of architecture has always had History as
its essential reference point; the History that has built a city where Western and
Eastern cultures intersect, where the universality of architecture is affirmed with
Andrea Palladio, where geographical specificity can be read in every House, in
every street, in every arm of water; where minor architecture and sublime archi-
tecture — if it is legitimate to distinguish — have complemented each other over
the centuries, mutually dependent, in an incomparably compact fabric. A city
also made of dust and mud and golden mist, where you can breathe utopia and
permanence, dream and adequacy.

The honour of saying a few words about the work and personality of Fernando
Tavora in this splendid Venetian venue overwhelms and moves me. Memories
inevitably arise, but talking about Fernando Tavora does not invite nostalgia but
rather the awareness of the shared present and the appetite for the future.

The evidence of Fernando Tavora's importance as a pedagogue, as a cata-
lyst for renewing tendencies, within the Carlos Ramos School and afterwards,
has somehow, | think, postponed attention to the Architect’s work, of which he
never wanted to be a herald; work that has therefore sometimes been referred
to, always with respect, as an indispensable reference for understanding the
evolution of Portuguese architecture.

If you look closely, Fernando Tavora's not-so-easy work reveals itself to be
universally contemporary in a country that was one of doldrums and suffocated
anxiety. It reveals itself successively as an act of reflection, continuity and sub-
version in a counterpoint of projects “in a state of happiness” and suspended
decomposition.

From this perspective, we can understand the complex coherence of the
succession of projects and constructions carried out by the Architect and his
diverse and passionate activities — from traveller to collector, from builder to
educator. Activities that filled my youth (and the passing years) with continuous
surprises and suprises.

First and foremost, | remember the tranquillity and patience with which any
student’s work was corrected, and then the enthusiastic sharing of experiences
and discoveries, reporting on what was discussed at a CIAM meeting, the expe-
rience of a ZEN garden or the design of the Ronchamp door handle.

| remember the appearance of a small house, designed outside the studio and
almost in secret, a house that suddenly materialised the imprecise intuitions of

HPA 11202215



myself and those of my generation, or a public building on a sleepy periphery
— an association of contemporaneity and continuity, of tradition and invention.

Later on, | remember the restoration of a convent in which, based on rigor-
ous archaeological research, the naturalness and heresy of a “new architecture”
emerged, capable of keeping the building’s centuries-old History alive and vis-
ible, or the projects to restore run-down neighbourhoods in Porto, a moment
in which the Architect’s social responsibility was fully assumed under adverse
conditions, without calculation and at a cost.

| also remember the appearance of a small youth book — A Casa Portuguesa
— a revolutionary reunion with the past, or a great little jewel, the redesign of the
House of 24. And many other things | won't say.

The recent House of 24 project was built on the foundations of a medieval
building that has disappeared, next to Porto Cathedral, from the few traces that
remained and vague historical accounts, provoking immediate and violent con-
troversy (always or almost always complete architecture generates estrange-
ment and irritation).

Interviewed in the middle of the storm, Fernando Tavora baffled everyone by
simply saying: | was surprised myself.

| don't know if he meant it or if it was ironic.
| dare say that, this time, | wasn't surprised.

| knew before | saw the first strokes that a place like that and an accumulation
of History like that, placed at its disposal, were ideal conditions for the emer-
gence of something that old cities desperately need today: a sign of vitality, a
challenge to courage in the face of timidity and conformism.

Fernando Tavora engraved it in the heart of the city, an intimate and yet wide-
open doorway between the past and what is to come.

This work, being recent, is not yet a memory; it will be, as a relevant moment
in his career and teaching, as seen by this disciple of his: the continuous con-
struction of Tomorrow’s Memories, Memory and open eyes and heart, serenity
and desire, being instruments.

That work and that teaching are recognised and celebrated today.

Nothing could be more just and significant, as confirmed by the initiative of
IUAV University of Venice.

| feel personally grateful, and in saying this, | feel that | am not alone.

29 April 2003

Alvaro Siza



Excelentissimo Senhor Reitor do Instituto Universitario de Arquitectura de
Venezia

Exm?® Sr. Presidente da Faculdade
Senhoras e Senhores,

N&doéumacaso seramitica
Faculdade de Arquitectura
de Veneza a honrar Fernando
Téavora, conferindo-lhe o grau
de Professor Honoris Causa.

E esta uma Escola
onde sempre o Ensino
da Arquitectura manteve
como referéncia essencial
a Histdria; a Histoéria que
foi construindo uma cidade
onde se cruzam culturas
do ocidente e do oriente,
onde a universalidade da
Arquitectura se afirma com
Andrea Palladio, onde a
especificidade  geografica
se |é em cada casa, em
cada rua, em cada brago
de agua; onde a arquitec-
tura menor e a sublime — se
é legitimo distinguir — se
complementam ao longo
dos séculos, mutuamente
dependentes, num tecido
incomparavelmente com-
pacto. Uma cidade feita
também de p6 e de lama e
de névoa doirada, onde se
respira utopia e permanén-
cia, sonho e adequagéo.

A honra que me é concedida de pronunciar algumas palavras sobre a obra e
a personalidade de Fernando Tavora, neste espaco esplendido de Veneza, des-
vanece-me e emociona-me. Despertam as recordacoes, inevitavelmente; mas
falar de Fernando Tavora ndo convida a nostalgia, antes a consciéncia do pre-
sente partilhado e ao apetite do devir.

A evidéncia da importéncia de Fernando Tavora como pedagogo, como cata-
lisador de tendéncias renovadoras, no interior da Escola de Carlos Ramos e
depois, foi de algum modo, julgo eu, adiando a atengéo a obra do Arquitecto, da

Fig. 1

Drawing by Alvaro Siza signed
with the dedication “For
Fernando Tavora’, Assuan
September 1984.

HPA 11202215



qual ele proprio nunca quis ser arauto; obra por isso e por vezes remetida, sem-
pre com respeito, a condigéo de referéncia indispensavel para compreender a
evolugdo da Arquitectura Portuguesa.

A um olhar atento, a obra nada facil de Fernando Tavora revela-se universal-
mente contemporanea, num pais que foi o de marasmo e de sufocada ansie-
dade. Revela-se sucessivamente como acto de reflexdo, de continuidade e de
subversdo, num contraponto de projectos “em estado de felicidade” e de sus-
pensas decomposicoes.

E nesta optica que se pode entender a complexa coeréncia da sucessdo
de projectos e de construgdes realizados pelo Arquitecto e as suas diversas
e apaixonadas actividades — do viajante ao coleccionador, do construtor ao
pedagogo. Actividades que foram povoando a minha juventude (e o passar dos
anos) de continuas surpresas: de sobressaltos.

Recordo antes de tudo a tranquilidade e a paciéncia na correcgao do trabalho
de qualquer estudante; e logo a entusiastica partilha de experiéncias e de des-
cobertas, o relato do que se debatia num encontro do CIAM, da experiéncia de
um jardim ZEN ou do desenho do puxador de porta de Ronchamp.

Recordo o aparecimento de uma pequena casa, desenhada fora do estudio e
guase em segredo, uma casa que de subito materializava as imprecisas intui-
¢Oes minhas e dos da minha geracgao; ou de um edificio publico em adormecida
periferia — associacdo de contemporaniedade a continuidade, de tradigédo e de
invengao.

Recordo, mais tarde, a recuperacao de um Convento em que, a partir de uma
rigorosa pesquisa arqueoldgica, surge a naturalidade e a heresia de uma “nova
arquitectura”, capaz de manter viva e espectante a Historia secular do edificio;
ou 0s projectos de recuperagao de bairros degradados do Porto, momento em
gue assume por inteiro e em condigdes adversas, sem calculo e com custos, a
responsabilidade social do Arquitecto.

Recordo ainda o aparecimento de um pequeno livro de juventude — A Casa
Portuguesa — reencontro revolucionario com o passado; ou de uma grande
pequena jdia, redesenho da Casa dos Vinte e Quatro. E muitas outras coisas
gue nao digo.

O projecto recente da Casa dos Vinte e Quatro foi construido sobre os ali-
cerces de um edificio medieval desaparecido, junto a Catedral do Porto, a par-
tir dos poucos tragos que restavam e de vagos relatos historicos, provocando
imediata e violenta polémica (sempre ou quase sempre a arquitectura integra
provoca estranheza e irritagio).

Entrevistado no meio da tempestade, Fernando Tavora desconcertou toda a
gente, ao dizer simplesmente: Eu proprio me surpreendi.

N&o sei se era sincero, ou Se era uma ironia.

Atrevo-me a dizer que, desta vez, ndo houve para mim surpresa.
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Sabia, antes de ver os primeiros riscos, que um lugar como aquele e uma
acumulacao de Historia como a daquele lugar, postos a sua disposigao, eram
condicdo ideal para o aparecimento de algo de que hoje as cidades antigas
desesperadamente necessitam: um sinal de vitalidade, um desafio a coragem,
face a timidez e ao conformismo.

Fernando Tavora gravou-o bem fundo e no centro da cidade; entroncado e
macigo vao — porta intima e contudo escancarada entre o passado e 0 que
ha-de vir.

Sendo recente, nao € esta obra ainda uma recordacéao; sé-lo-a, como momento
relevante da sua obra e ensinamento, tal como os vé este discipulo: continua
construcao de Memdrias de Amanhé, sendo instrumentos Memdria e olhos e
coragao abertos, serenidade e desejo.

Essa obra e esse ensinamento sao hoje reconhecidos e celebrados.

Nada mais justo e significativo, como confirma a iniciativa do Instituto
Universitario de Arquitectura de Veneza.

Sinto-me pessoalmente grato, e ao dizé-lo sinto que ndo estou sé.

29 de Abril de 2003

Alvaro Siza
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Manuel Mendes

Manuel Mendes Interviews Fernando Tavora.

Edificios (1988)

Fernando Tavora, Edificios, Cedro School, Tradition in History, Notion of Modernity

/Abstract

The following text is an unpublished interview with Fernando
Tavora carried out in 1988 for Edificios, the project of a maga-
zine of systems, urbanism, and architecture, outlined by Eduardo
Oliveira Fernandes, Alexandre Aves Costa, Manuel Mendes, and
accompanied by Luis Marques, then a member of the staff of the
Entity that held the title. The project was suspended by the deci-
sion of that Entity at the time of the development of Issue 1. At
that time, the interview with Fernando Tavora by Javier Frechilla,
published in Arquitectura (COAM’'s magazine, no. 261, July-Au-
gust 1986), was very much present. At the time of the interview
for Edificios, Fernando Tavora’s health problems, together with
the inexperience of the interviewer, hindered the fluency of the
discourse and the clarity of the exposition of the topics under
discussion, thus diverting and suspending the ordinary course
of the interview. In the transcription of the recordings, some of
these moments are noted; the sign [...] records inaudible word(s)
in the fixed text. (MM)

@@4.0
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The family upbringing, the school education, and the notion of post-war
architectural transformations are all themes that certainly allow us to approach
your training process and your problems at the beginning of your career...

Just yesterday, | was asking myself, in those thoughts one has when driving a
car, why did | choose to be an architect? Because there were very favorable con-
ditions for me to have chosen a profession, a training, of an artistic nature. | have
already discovered that the so-called ability to draw comes from my grandfather,
who used to draw, sculpt, etc. My father always used to say he was a disaster,
and | had proof of that several times. But he had a brother, called Fernando, who
drew very well, and he inherited those qualities from my grandfather. My older
brother, Bernardo, drew very, very well. So, there was a certain facility for drawing.
On the other hand, my father was a man with a law degree, conservative in spirit,
politically an integralist, and monarchist, which led him to be very interested in
historical issues, cultural activities, visits that we made as a family, etc.

There was also an important factor: because of circumstances of family ori-
gin, there were several houses to which the family was connected. My uncle
Fernando, my father’s older brother, lived in a house by Nasoni: the house in
Ramalde that | had known since | was a boy and a house that | often visited.
The house in Sepins, where my father was from, although he wasn't born there,
it was a house that belonged to my father's side; it was said to have the imprint
of Machado de Castro, which was an endless source of sculptures and archi-
tecture from that region of Coimbra; it wasn't by him, but it had something to do
with Machado de Castro. Still on my father's side, the house in Amoreira was a
beautiful 18th century baroque house. On my mother’s side, there was a 17th
century house that | shared, a late 18th century house, neoclassical, and there
was another set of houses. Then, there was a city that my mother and | were
very connected to, which was the city of Guimaraes.

And there was my brother Bernardo, the eldest, who was a civil engineer, who
drew very well and did architectural projects, which | remember. | remember my
father gave him a book by Raul Lino, and my brother did an architectural test
for a chair in civil engineering, with a beautiful house that was very inspired,
strongly inspired by a project by Raul Lino, in a lacustrine area in Minho. |
remember that the dedication of the book to my brother, made by my father,
said, “for my son Bernardo so that in his professional activity he always follows
the lessons of the great masters”.

And there was also this tradition on my mother’s side, on the side of the
Viscount of Pindela, the Count of Arnoso, the houses, etc... Well, there was really
a series of favorable conditions for this type of training.

It was under these conditions that | went to the School, but with many res-
ervations from my family environment. My brother advised my father that |
should take a course in civil engineering, with the idea that, being an engineer,
| would do the engineering project and the architectural project as well; being
an architect, | would only do architecture because it was a secondary course; if
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I was an engineer, | would do what engineers did and what architects couldn't

do because it was a higher course. This situation led me to make an effort: |
stayed in seventh grade, which wasn't necessary at the time, and | also took
the admission exams for the military studies, the Faculty of Engineering and
the School of Fine Arts. | passed the three admissions; | went to my father and
told him | wanted to be an architect. And | did the architecture course. And |
really was an architect.

The training | had at the School was very consistent with my family back-
ground: quite conservative, although with some touches, from time to time, of
the modern man that was Carlos Ramos, his lessons, but never very intense
modernity, never very affected. The works of the 1st and 2nd year were works
on classical themes, | still keep some of those works' and, therefore, let's say
that the School did not force me. What forced me to have a modern educa-
tion, which | tried to do, was, above all, the contact with colleagues who, at the
time, were called Fernando Lanhas, Julio Resende (older), Nadir Afonso, Julio
Pomar, etc. There was a group that | got on with there, some older and some
younger, who created a climate of a certain progressivism. There was a certain
political progressiveness, but not political in my case. | was never very close
to those groups; | was well known and established; | wasn't as well-known as
them because the police didn't allow dissembling, but it was known that | always
had relations with those people. | also had relations with Delfim Amorim, who
later went to Brazil, with Viana de Lima, with older people, some of whom were
already outside the School [...] But perhaps the person with whom | had the
closest relationship was with Lanhas, because we worked together, we even
had an office after we finished the course. Lanhas was very curious and, despite
everything, a little more advanced than me.

T Inthe unedited version: | still have some of these exercises on the classic.
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All this created some difficulties for me, not so much in my course, where

| tried to do some things in a modern style, but | was weak. The training
was quite loose, and things arrived very fresh; there wasn't much time to
learn them except formally; the theoretical training was weak not very well
founded?. Everything was a bit empty, a bit absent, a bit formal. What | really
tried to do was to ground my interests and understand why, why to make
modern architecture, why relate architecture to urbanism, why relate architec-
ture to society, in short, all those kinds of modern themes that weren't really
dealt with much. Hence, for example, the complete reading of Spengler’s The
Decline of the West, something that nobody reads today but | did, the whole
book annotated.

When | was in military service, in one of the periods in Vendas Novas,
reading the whole Spengler was one of my entertainments. Why was that?
Because Spengler, regardless of his concepts, does a wonderful thing, which
consists of relating events, and | have always been concerned with knowing
why things are in a certain way and what relations exist so that this table
has this shape. Relationships that are not only formal but of all kinds, deep
relationships of historical notion and sensibility. That is what | sought, and it
upset my life a little because | became more demanding. As a student at the
School, the things | did with the other students were actually a bit based on a
book that arrived from Brazil. From Le Corbusier, when the first things started
to appear.

Then in my professional life things got more complicated because | was more
demanding. That's why, on the one hand, | had a major professional crisis. |
stopped working, and for two years, | was incapable of doing any work, and |

2 Inthe recording: today, despite everything, we have a more solid structure, even if we complain about it.

Fig. 2

Fernando Tavora and Carlos
Ramos (FIMS/AFT).
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even created some rather ridiculous situations, such as refusing work on the
grounds that | had too much to do. | didn't have anything to do but | was almost
completely incapable [..]

| was very interested in urbanism, although at school it was not a very interest-
ing subject. My interest in urbanism came from this obsession with the totality
of things.

My entrance to the Camara (Municipality): | put in a word with the Camara,
introduced myself to the President and entered the Gabinete de Urbanizagao
da Cémara (Town Planning Office), in fact this room we are in, on this floor.
In town planning, design problems arose naturally. | never thought of town
planning as a field in which drawing was not important, but one in which,
despite everything, at least this is how | saw it, | would say it was a respon-
sible drawing but one that was less recognizable, like architectural drawing
was. And | started to take a great interest in urban planning problems. Here
in the Gabinete de Urbanizacéo, | had splendid contacts with the Director of
the Office, the engineer José Miguel Resende, who was a man with whom |
loved to discuss; we had discussions that started here in the morning and
ended at 6, 7 p.m. in the Café Imperial, along the Praca da Batalha, Santo
Antonio, because | was a kid, | was a fierce character, | used to tease people
a little out of curiosity.

And that's how |, with this familiar atmosphere, with this School and, after-
wards, with the first times here in the Urbanization Office, became [...] or made
my pedestal on which my professional practice is based.

Regarding your words, | remember the text that accompanied the presentation
of the Cedro School. At a certain point, you say that, initially, architecture was, for
you, something like a white virgin, something inaccessible, and then you discov-
ered that architecture was something much more natural than anyone could do.

Yes. Because... initially it was ignorance, then it was sophistication, and then |
filled the spirit with complications.

Just the other day, talking about a building that is under construction, | said
there is too much architecture. Today I'm beginning to say that architecture

has too much architecture. It seems paradoxical, but it's what | think, at least

when | feel that architecture appears too much; there is a concept of architec-
ture that goes beyond the concept of architecture in the proper sense, under-
stood as decoration, as something added. So, in that first phase, | thought
that architecture [was a mythical thing]. | didn't really know what it was, and
then | saw it as something extremely complicated. Today, | see it more and
more as a natural act. That's why sometimes | say that there's too much archi-
tecture, if | may be allowed the paradox because architecture should never
be too much, but today it’s a little bit decorative, a little bit effeminate... It is a
theme that | have developed in my work for the school, that of architecture as
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of any art. Architecture is so important, so important, so important that it's as
important as the air. It's something that involves us completely, it's a kind of
second nature. And so, as second nature, it is something in which everyone
participates. That's why it must be, and really is, a natural event. That's why a
kind of architectural culture must be very widespread, something that today
is, | suppose, lost.

It's my idea that when a lady (I say a lady, not out of disrespect or because
it's a stupid act) changes a white color to a pink or yellow in a room, she
makes a strong act of architecture because she strongly alters the space of
that room. And that, apparently, is a simple thing: go to a catalogue, change
from white or yellow to red, red to blue... it doesn't matter, but it's an important
act of architecture. These acts, normally, are not considered acts of architec-
ture. So, there are acts that are acts of architecture and acts that are not acts
of architecture. | believe there must be a process whereby every act of relative
and variable importance is an act of architecture and, therefore, transforms
the important acts into ordinary acts and gives more importance to those
considered less important.

| suppose that specialism is one of the tragedies that exist today; people rec-

ognise it, and we are all victims of it. There is a specialism in architecture, “this
man is an architect”; you need an architect for this, you dont need an architect
for that. It is accepted, for example, that you can design roads. In Portugal, you
make a diagram of the road, currently by IP (Infrastructures de Portugal), and |
would like to know how many architects are connected to this very important
work of creating a road in a completely new landscape, choice of landscape,
integration in the terrain..., very few of course. Even how many architects are
involved in urbanism itself and in many other works that are carried out every
day. Very few people. Of course, you may say to me: “There are no architects for
everything”. No, there really aren’t. But | also think that many of these architects
are not interested in these jobs, partly because today the notion of architecture,
in my opinion, is a little divinised. People think that certain jobs are not for archi-
tects; they're for other people.

The truth is that the awareness of architecture as a second nature should be
more widespread in architectural culture. Everything is fine, apparently, but cut-
ting down a tree or destroying a house changes a whole system, so there has to
be a great sensitivity to the space in which we all participate.

In a way, one could say that in your training, particularly during that period
of transition from school to professional practice, even if it is a problem that
accompanies you throughout your experience, there is a kind of problematic
encounter between the traditional aspects of architecture and the sense of
modernity, of keeping up with progress, the evolution of the working tech-
niques that the architect has at his disposal. At that time when you apparently
felt more need to make modern architecture outside, especially in Europe,
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there was something of the opposite. Architects, in a way, were debating how
to associate the new with the values of tradition, the recovery of tradition in
history. In what way is this not yet another contradiction in the world of con-
flicts that accompanied you in those years?

It is like this. Despite everything, in my case, | have the impression that the
contrast between what | thought needed to evolve and the evolution that
architecture was undergoing was never very serious. Despite everything, | inte-
grated myself a little into that movement that was overtaking modern archi-
tecture/international architecture, and because of the contacts | had and even
because | always had that little tail of a certain culture, a certain relationship
with traditional things.

Interestingly, what | see is that nowadays | am more, how shall | say? More
modern in the sense of going back to the sources. | explain. | find that, first of
all, I had a very strong Corbusian education. Le Corbusier was the great man at
that time. Secondly, no longer as a student, but as an assistant at the School
there was a European Wrightian invasion, provoked by Zevi's dissemination
who discovered in Wright perhaps a process of gaining a certain prestige as a
critic. That was Zevi's big bombshell because he abandoned his Wright publicity
and, in a sense, [moved away]® a bit from European criticism. But in the mean-
time, there was a certain crisis in international architecture. The death of Le
Corbusier, the incredible things that were said when the man died, some of them
quite claudicating [?] and daring in relation to a man of that calibre. But the truth
is that with the centenary, Le Corbusier comes back again. And | have a kind of,
I wouldn't say, second childhood, second return to the figure of Le Corbusier, a
return from the point of view of professional practice and the use of forms, nat-
urally different from the one | had in the first phase, which was more direct. So,
now more interpreted, perhaps more elaborate, but | returnto [...].

In fact, | suppose it's not a personal case; | suppose it's a current trend, a cer-

tain revision of Le Corbusier, a certain recognition of Le Corbusier, and of new

potentialities for the present moment. On the other hand, when a guy reaches

the age of 65, as is my case, it is natural to have some nostalgia for childhood
and that return, also in the formation of traditional values, naturally much more
elaborate*. What | feel nowadays is that I'm doing perhaps the most interest-
ing things a person can do, which | think it's wonderful to be able to say this,
it probably doesn't happen... | mean, | don't feel old at all, | feel, on the con-
trary, completely fresh. Nor do | feel that this return to the first childhood, this
second childhood, is a manifestation of dumbing down, senility. This at a time
when it seems to me that part of architecture is suffering. Great architecture
is always doing well because there are always some men of genius and talent.

3 Inthe recording: he cancelled himself.

4 Onthe recording: In fact, | suppose it's not a personal thing; | suppose it's a current trend, a certain revision of
Le Corbusier, and a certain recognition of Le Corbusier, and of new potential for the present moment, but also this
elaboration of essential values of our tradition, that is, when one reaches — as is my case - the age of 65, on the
one hand, it's natural for him to have some nostalgia for his childhood and this return (in the case of Le Corbusier)
also in the case of this formation of traditional values, but it comes back naturally much more elaborate.
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They always do well, but | think that minor and current architecture is a bit of a

mess because | think it's too formal, too formalist...

Earlier, you spoke about the relationship with colleagues for the understand-
ing of the notion of modernity. Are there other types of relationships, that is,
is there closer contact with other arts, is there closer contact with another
knowledge, more markedly generational? Contacts with previous genera-
tions? Contacts with people from Lisbon, where, despite everything, perhaps
the possibility of realization is a little wider? Or is this whole process a bit
individual?

I'm a shy person; maybe | don't look like it, but I'm really a bit of a mess when
it comes to relationships. For example, international congresses were never my
specialty, even for language difficulties. From the point of view of relationships,
| had great friends and many contacts, but | always had some limitations. But |
understand that | had many contacts, trips, international congresses, and CIAMSs,
where if | didn't speak, | had the opportunity to listen, which is so metimes more

important: knowing how to listen more than knowing how to speak.

The truth is that, despite everything, | have the impression that my training is
very personal, bookish in the bad sense because | have always been concerned
with acquiring books, reading the works that | find and consider most signifi-
cant, etc. So, | think my training is quite well-founded. Apart from one thing that
you might think | don't have because I'm a chatty and talkative man... which is a
large, intimate, personal life of thought. I'm a person who thinks about things a
lot. | have my moments, my evenings of reconsidering my life, my professional
activity, my synthesis. | have written a lot, which is something that forces us to
rethink, synthesize, etc. Professional practice itself forces us to do that and |
have had quite an intense professional practice. | know that | am considered a

Fig. 3,4

CIAM Congress X, Otterlo
1959, group photograph
featuring Fernando Tévora,
José Coderch, Arne Korsmo,
Jaap Bakema, Ignazio Gardella,
Ernesto Nathan Rogers, André
Wogensky, Kenzo Tange, Vico
Magistretti, Eduard Franz
Sekler, Ralph Erskine, Georges
Candillis and the Portuguese
Sérgio Fernandez, Bento Lousa
and Alfredo Viana de Lima and
others (FIMS/AFT).
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rather lazy professional, but | am not a lazy type in that sense. What | am is, on
the one hand, a guy who is a little slow to decide things, which is a temperamen-
tal thing, something that goes beyond me, and, besides this, | am a man who
likes to do things with a certain care, | am very careful in what | write, in what
| do. I won't do things with a great quality, | do them with the quality that | can,
but at least | try to do them with a certain rigour, a certain precision, a certain
thoughtfulness; that is what | seek.

So, | suppose that this evolution was mostly at the expense of myself, now
evidently interpreting others, knowing others.

Le Corbusier was a personality that marked you. Could you explain in which
way Le Corbusier is a chosen one in your way of thinking and creating, or in
which way Le Corbusier is a quasi-value of your intimacy? Which personalities
have marked you more than Le Corbusier?

When | discovered, which was perhaps not right at the beginning, that Le
Corbusier is an Occidental, he is a Mediterranean, French, obviously. | have even
read, in these studies that have been done on Le Corbusier's adolescence, the
explanation of his shift from a Swiss concept to a Mediterranean concept, the
search for a Mediterranean concept as solving problems of a Swiss identity.

In Le Corbusier, there is something that touches me, obviously, which is the
capacity for creation. That sense of Mediterranean, basically the so-called play
of forms under the light, that definition he gives of architecture, is something |
am really very sensitive to. It's not because it's a Nordic thing. The English, Arts
and Crafts, and even a little Frank Lloyd Wright have interesting relationships
with Nature. Equally important is a certain sobriety, richness but sobriety, which
doesn't exist so much in Wright, whose forms are not sober; they are more
human, more comfortable. This hardness, sometimes a little almost religious in
Le Corbusier, for example, is something that touches me. And again, geometri-
cal sense, a sense of geometry, the geometry of the right angle, also of a great
firmness of the solutions.

There are a series of circumstances, which | suppose are particular to our
Mediterranean architecture, to which | connect temperamentally; | connect per-
haps as a Portuguese because the truth is that Le Corbusier is a Frenchman and
a very strong Mediterranean; it was already known, but today it's documented.
But it is that sense [..] it is that identity that Portuguese architecture does not
have.

Portuguese architecture always has a flavour that Barata Feyo called gauche-
rie; Portuguese things always have a certain gaucherie. We see this in Brazil, in
the things made in Brazil and in India, which really have those characteristics of
the European thing, of the Mediterranean, but then there is always a personal
touch, a little betrayal, or in the geometry, or in the rigour, or in the implantation,
which in fact gives things a certain humanity. And that | feel | have in what | do...
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Obviously, I, for reasons of incapacity, would never achieve the power that Le
Corbusier's works have, an emotional power. But it also seems to me that there

is a certain Portugueseness that does not allow those things to be done by a
Portuguese person. | have the impression that the Portuguese give things [...].
It is our so-called lyricism, a certain humanity, a certain presence of the person
that, despite everything, despite the rigour, despite the geometry, appears in the
things we do through the betrayal of labour, or through a certain professional
incompetence or through a small difficulty that arose in the project, or through
the client who presses a small change. That gives, in my opinion, a certain char-
acter to our things...

So, Le Corbusier is clearly the primary reference. Are there others? Wright?

Yes, then, over time, others appear. My passion for Frank Lloyd Wright is
well known. When | was in the United States, | was highly impressed by what
| saw. Just last year, in 1988, | was there with Siza, in part of Wright's houses
in Oak Park, the Unitarian Chapel, and a number of works that we saw. We
didn't happen to go to New York, we didn't see the Guggenheim. But we saw
the Johnson factory, for example, very interesting works that | don't see as
belonging to my family; | see them as interesting works by a stranger, just like
the things made by the Mexicans, the wonderful Kahn, the Pyramid of the Sun,
the Pyramid of the Moon, the Temple of [...], but we are light years away from
that kind of thing.

Fig. 5
CIAM congress VIII, Hoddes-

don 1951, Fernando Tavora and
Le Corbusier with Piero Bottoni,

André Wogensky, Takamasa

Yoshizaka, Le Corbusier, Kenzo
Tange, Alfred Roth and others

at CIAM (FIMS/AFT).
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And in the field of theory, is there any text that, particularly in these years,
has been something important?

No, I've never... Curiously enough, I've always been more interested in — how
shall | put it? — the texts by architects. Texts that are never very theoretical, texts
by architects as architects; the reading of the works and the reading of texts
about the works, more than the reading of theoretical texts... | can't tell you... Of
course, | have read something, but my theoretical training is based more on my

own professional practice or on the professional practice of others and their

texts, rather than through texts that are already theoretical in themselves.

| might go on to tell you that some of the texts that have moved me most
as an architect are texts by Sullivan, Frank Lloyd Wright, Le Corbusier (of
course), and Perret; texts written by architects themselves, generally based
on their professional practice or as elements anticipating a genesis of a pro-
fessional practice, directives for professional practice itself more than pure
theoretical texts.

Still, about learning, training or the evolution of this training, | believe that
an important training factor is travelling. You travel a lot and you have always
made travelling a way of knowing, of acquiring knowledge. How is travelling
thus an important instrument of knowledge? What role does it play in your
relationship with the world?

What | think is important in travelling, with the difficulties that it brings, is the
knowledge of new realities, not only of buildings but of people, behaviours, lan-
guages, climates and therefore, basically, the understanding of the building.

| am an architecture addicted. Although | say that there is too much architec-
ture in things, the truth is that | am very much an architect, and | live very much
obsessed with architecture. Curiously, | am a man who is not very interested
in Nature. Even now, on this trip to Brazil, when | was able to visit the Amazon
River, the Rio Negro, the forest, and such, it wasn't exactly the thing | was most
sensitive to. | was much more sensitive, despite everything, to the cities and
buildings. I'm not a great amateur in Nature, but this means that I'm a fan and
addicted to architecture.

So, what interests me when travelling is identifying situations and re-un-

derstanding the relationships between things: why houses are like this, why

people are like this as a consequence of houses, why cities are like this and

what are the relationships between cities and houses. A whole system that

defines the shape of a country, the shape of a city or a house; or why people
dress like this or like that according to the climate. As far as it is possible to
find, on the one hand, a system of relations, and on the other hand, the differ-
ence of situations.

| think this is interesting in our professional practice. No two situations are
identical, even in our professional practice and in a small environment like the
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day life of any architect working in Oporto, which is my case, of one who, of
course, doesn't go to work in New York, because he is not asked to; he works
here in a small environment. Even so, the circumstances of each work are

very different, and | think it's very interesting that definition of the circum-

stances, of the conditions of each work. It's fundamental, it gives the work

its character, it gives the work its identity. That's why | used to say that I'm

a bit slow because | like to delve into the conditions that determine the work,
the conditions that allow a work, as | say, after a while, to change the colour of
its eyes to the extent that it is the work itself that will command the architect.
This means knowing the conditions, observing them, studying them, defining
them and, in a certain sense, following them.

So that's kind of what I'm interested in on the trip.

Of those trips, is there an itinerary that has particularly marked you? Is there
a particular passion for a particular city, for example?

No. Of course, | started by travelling a bit by chance, by circumstance: Spain,
France, Italy, the United States, with a big grant from the Gulbenkian Foundation,
Japan. But then | began to try to put my journeys in order, to understand my Fig.6
world with some exactness. Hence the trip | made with a group of colleagues to Fernando Tavora in Rome,

1947 (FIMS/AFT).
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Greece to understand the system that Fernando Pessoa called Greece-Rome-
Christianity, since Christendom was closer to me in Europe. Of this system,
Rome | already knew. Then, in Greece, | felt the need to go to Egypt to under-
stand — this is something that is not clearly studied — the Egypt-Greece rela-
tionship. The contribution of Egypt to the formation of Greece and, therefore, to
this axis of ours that generated all of us, to today’s Europe, practically to today’s
world. [On the one hand)] the sense of the generation of the man that we are, on
the other hand, the concern as a Portuguese and hence my going to India, for
example, to look for something that has always moved me very much, which is
our relations with the East, and now my going to Brazil.

So, what does it mean? It means, on the one hand, that | manage, I'm probably
already in a financial position to structure the idea of the trip a little, to understand
what the trip is for; on the other hand, the feeling that there's not enough time,
that | have to choose my itineraries because | no longer have time to... But, in this
scheme of things, | still have some itineraries to do, exactly to understand my
world and understand myself, understand Portugal and understand all of this.
And travelling, in that sense, is very useful because it's a total change of climate
or, when it's not different, feeling why there's no change, as is the case in Brazil. It's
exciting to change country, to travel | don't know how many hours by plane, travel
thousands of kilometres, and meet people from Vila da Feira, Ponte de Lima or
Viana do Castelo, speaking Portuguese that is very similar to ours.

Perhaps we could move on to a second theme, which has little to do with
Portuguese architecture. Your commitment to understanding Portuguese
architecture and its specificity is well known, architecture created in condi-
tions that are quite distant from the major cultural centres. Can we speak of
a specificity of Portuguese architecture? Are there any premises from which
one can build a basis for the identity of that architecture?

Well, | am obsessed with saying yes, and more than Portuguese, because | mean
one from the North and another from the South, for example. | say that these
characters do not divide the country into coastal and inland areas, considering
the vertical axis, because, well known and felt by all of us, is the fact that Portugal,
being a relatively small country, is sensitively varied along its North-South axis,
but [...]; on the other hand, because my knowledge of the South, Lisbon, etc., for
me is always the entrance into a different world. Of course, it is relatively easy to
say this and difficult to say what the elements of that North/South identity are, or,
if we want a slightly broader level, of a national identity in relation to Europe, in
relation to the world. But | think it exists because | see it with my own eyes. | arrive
in India, and | see things that | only see in Portugal and that | confuse with things
from Spain, our near neighbours. When | arrive in Brazil, | see Portuguese things
that | do not confuse with things from Spanish America or from our neighbouring
Spain, | do not confuse with Italian things, | do not confuse with French things, |
do not confuse with English or German things.
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| think that there really is a national identity. What | think is that the vision we
have of it, or that | have, or most people have (by the way, | am not aware of any
appropriate studies on this subject) is a bit sentimental, a bit of impression, of
feeling, of feeling, and not properly documented. But, if there really is... or, going
beyond architecture, if there really is a Portuguese man, | suppose there is in
relation to the Spanish man, the Brazilian man, the American man. How can
that Portuguese man not produce Portuguese architecture? | don't know about
that... But if you ask, “What are the characteristics of Portuguese architecture?”
That's more complicated. You know that Alexandre made an attempt that, in
my opinion, suffers from some doubts. It's a subject I've talked a lot about with
him. There is even something well-known, applied in Spain, Variantes Casticos
da Arquitectura Espanhola, in which Goitia even tries to formally define some
characteristics that he considers to be Spanish architecture, but which go all
the way back to modernity; what would be interesting would be to know if there
is any break at present.

|, for example, consider myself Portuguese. | have no doubt whatsoever. |
swear on my chest that | am a Portuguese architect. “But why? Are you sure
about that?”, I'm sure. “How do you document?’, document in the sense of
writing a treatise on traditional Portuguese architecture, how do | correspond
to that... It's a bit more than a feeling, but of which I'm absolutely sure. As
Pessoa is a Portuguese poet, Antero de Quental is a Portuguese poet, Cambes
is a Portuguese poet, and Siza Vieira is a Portuguese architect. Why is Siza a
Portuguese architect? It's even more complicated because | know | am; he's
someone else; | can speak for myself, but | find it more difficult to speak for him.
I think he's a Portuguese architect, although... You might say he's a Portuguese
architect of the so-called Portuguese architects of a certain quality. | don't know
if architecture in Portugal has ever reached the quality that it is reaching with him,
which doesn't mean that it's not possible. The same thing happens with poetry.
We have leading figures in universal poetry, recent ones, Camades, Pessoa, and
a few others, and so we can also have leading figures in universal architecture,
and Siza can be one of those. It's not the fact that he's a Portuguese man or that
he creates Portuguese architecture that stops him from being...

Of course, if you ask him if he does Portuguese architecture voluntarily, he
might say that he doesn't, I've heard that. This is a subject that is sickeningly
treated everywhere. At the CIAM congress where Rogers presented the Velasca
Tower, he gave Tange great praise, saying that Tange was starting his life; he
was referring to the Government Palace in Tokyo, and Tange, acting disinter-
ested (something that made a lot of impression on me) said “I don't pretend
to be a Japanese architect, | just want to be a modern architect”. Don't tell me
that Tange is so naive and that he doesn't intend to be a Japanese architect
and does not harm him. Now, sometimes, there’'s a certain coyness about it.
I don't know what Siza would answer to this question; whether he intends to
be a Portuguese architect, he might answer no. | don't know, but | think he is a
Portuguese architect.
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Is this idea of Portuguese architecture something that stems from a certain
national nostalgia, or a nationality value, or an identity, or is it something that
can be related to a Portuguese procedure? In a situation in which there is no
in-depth historical research among architects, and they even show a certain
lack of faith in that component within their disciplinary specificity, | wonder:
isn't there a risk of valuing as specific or as a component for specificity of
national architecture, the valuing of a certain primitivism, of elementalism
resulting from a voluntarist accompaniment of the large centres, of their
flourishing cultures? As a small centre, what is left for us to cultivate nostal-
gia for the Portuguese?

| think that the problem of identity is nowadays conscious, which means, as

far as | am concerned, that it is indispensabile. It's really a nostalgia.

Today it has been proved, finally, that this whole crazy movement of herit-
age, the whole movement of the creation of Europe, the Council of Europe, the
European Community, etc., are basically a search for identities on a greater or
lesser scale. Today, there is a great search for identities because it seems that
we are in a world that is losing them, and curiously enough, the great national
identities, the great regions and the small regions, | mean, the small identities,
are starting to be cultivated. Regionalism, for example, today, on a national,
regional scale, is also a cult of identity. It is likely that the fact of feeling this
need may lead people to value minor factors as identity, factors that are even
questionable in their quality. But | don't presume that what will give Portuguese
architecture an identity are minor factors. Portuguese architecture has a certain
character; why? Because it is timider, because it is more ignorant, because it is
less modern, it doesn't contribute to the movement...

It does not contribute, but the great historians come here to study it ...

And | wonder, going back to the case of Siza, is Siza studied and so sought
after because he is creating a model of international architecture? It is because
he's a Portuguese architect. The case of Pessoa: Pessoa is a great poet, really.
He's a man who says that to be Portuguese, you must be everything everywhere.

This concept is that identity results from a great revelation, and national iden-
tity has to result, paradoxically, from knowing everything and everyone. Pessoa'’s
heteronymy itself is a curious phenomenon of a type being identical to himself
when he is many. This, paradoxically, is a need for identity. Heteronymy is a need
for identity, for knowing oneself while being many and, moreover, for identifying
oneself with situations that perhaps are not one’s own, but which, in a diversified
world of various identities, a type wants to be identical to others. This is possible.

| think that one of the interesting aspects of the modern world is a certain heteron-
ymy that architects face in their professional practice. As is the case with poets and
Pessoa’s case is not unique, it is perhaps a more drawn-out case; several modern
poets used heteronymy as a need for knowledge, and it follows that the historical
factor has a certain importance as much for a varied identification as for recognition
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of other identities, of meeting languages, contacts, etc. The truth is that this feel-
ing exists today among architects when | recognise that Lisbon is not the same
as Oporto, or Aveiro is not the same as Oporto, and | think | should use a language
in Aveiro that | do not use in Oporto. When, for example (as happened to me in a
building in Aveiro), an architect comes and says: “why don't you do this in exposed
concrete?”; no, in Aveiro, | can't do it in exposed concrete because | think | should do
concrete covered with marble or limestone, and that's what | did. But | can perhaps
do fair-faced concrete in Oporto. Now, they tell me: “But what are these laws? Can
you write a treaty?”. | don't know.

*

[MM — By the way we could continue the same theme, but particularise. ..

FT - Do you think it's worth?]

*

We can perhaps specify a few things starting from your case. You share a
certain renewal of architecture, you share references that integrate you in a
European generation: Rogers (although you are a little older), Cano Lasso,
Coderch, but the architecture they make is quite different from yours. This
has something to do with these local conditions of professional practice,
or with this condition of being Portuguese, which gives you a different
intentionality?

| believe so. What | think is that it's maybe not as reasoned as that. I'm afraid
of being vain by appearing to possess some things because I'll automatically
be... other people from not having them... However, | know that | currently have
within me a certain capacity for insertion and knowledge of situations that ena-
ble me to characterise the work and characterise the situations.

One reference you insist on, especially in your writings, is the constant refer-
ence to man, to the “house of man”. Would you like to explain a little how the
“house of man” reflects an affinity with local conditions and, at the same time,
the attempt to find some universality?

| don't see any incompatibility — and | don't think we can see it — between a
great universality that we all need to know and a strong identity. In fact, | sup-
pose that is the thesis that Pessoa defends: finding identity in universality. And

| think it is possible. | mean, we can't go back... Does this identity thing mean
going back again to the small group, to the small region, to the small thing? It is
not possible. We don't live in such a world; we live in a completely open world. |
suppose that it is exactly this openness that is fatal, that implies that the “house
of man” is, on the one hand, the world and, on the other hand, the house of man,
the small house of man. | feel that this fact exists. You can say to me, “This one
is crazy”, because nobody would say this.
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For example, this Porto/Lisbon problem. Nuno Portas tells me that this is all
the same; everything is opening, and we are all the same. | don't think so; it is not
about saying that we are better or worse, that is not the issue, or that we must be
different. What I think is that we are equal, and | do not think it is a problem for us to
cultivate this difference as long as it does not have the effect of creating enmities
or problems of another order. | think it's possible to make that greatness compat-
ible... because curiously enough, who are the architects who were all supposedly

international, the top architectural standards in international architecture? Mr. Le
Corbusier, Mr. Gropius, Mr. Mies van der Rohe. Gropius is 100% German, an inter-

national architect is German, he arrives in the United States and finds himself a

bit of a mess, he becomes American, because the Americans put pressure on

him, he gets rich and comes out an Americanised German. Mies van der Rohe...

*

[MM | confess, possibly half of this..., it's my fault, | can't specify more objec-
tive questions...

FT | just get too scattered. The problem is writing this, you know? With the
Spanish, despite everything, | concentrated more].

*

The idea of the “house of man” can also be associated with a suggestion of
continuity. The propositional sense of the project is not inhibited by the per-
manent values of history, by the heritage of history; in a way, your work is more
a poetics of ethics and less a poetics of invention. Nevertheless, your passion
for Le Corbusier is immense. You often humbly say, “I don’t have the capac-
ity..."”. It may be a problem of ability, but isn’t it rather a problem of attitude?

There probably is... Sometimes | wonder what is conservative — | won't
say reactionary —, ethically or intellectually, about what | do. This probably is
because | was educated a bit in this... and the things you are educated with are
very strong. There are terrible, sometimes brutal, reactions to that, a bit para-
doxical, or there's a permanent return to that feeling; it's probable that there's
something in that sense, but what can | do? | can't do anything else. That there
is indeed a great ethical sense in what | do and in what | say, in what | think,
above all, that is true. | often say, it's a moral problem. | reduce problems to
moral problems, even my relations with clients, certain acceptances, certain
commitments, problems of respect for others, problems of dialogue, of not
exercising a certain power. But | recognise that ethics gives a certain character
and gives a certain form to solutions.

How do problems arise, how do they evolve in the project’s procedure? What
is thought in the gestation of a form, in the resolution of a problem of space?
What is it like? How do things start?

I'm not fast. And | see that it is only now, at the age of 60/65 — something
| often say, and | don't say jokingly, to encourage people of my age who have
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not yet achieved something because it may come later — that | begin, for
example, to formally interpret a programmatic intention, or a client, or an envi-
ronment; to solve a problem in terms of synthesis — of initial synthesis and
not of subsequent additions. | see that, at this moment, | can conceive with
a certain capacity for synthesis, with a certain integration of factors - it has
always been my dream. The dream of a person who wants to give things a
certain identity must be to know and to integrate and synthesise quickly and,
as far as possible, to encompass all the conditioning factors. Of course, this
requires a large mental mechanism and a certain amount of experience, and
| feel that | am only now beginning to understand this. | have the impression
that, at this moment, | can do this, integrating problems of form, problems of
the client — the colour of the client’s eyes, or whether the client varnishes his
nails or not — and | really can do this today. | think | can. | can understand a
place, understand a client, understand a programme, and conceive in terms
of unity and of the whole and, above all, something that worries me, the char-
acter of things, the identity of the solution: to give the solution a natural form,
the natural forms in that sense of their own identity. No two sheets are the
same; no two people are the same. It is not that romantic theory that the artist
never repeats himself...

Do you draw a lot? Does drawing play an important role?

| draw less than people think | do because | work so much intellectually. | do
a big work of intellectual elaboration. | am not a person who moves very quickly
into drawing, partly because | feel some responsibilities when drawing and | find
it hard to draw things that | don't know if | am going to draw. | draw relatively lit-

tle, and, in general, when | manage to draw things, they are already elaborated

and schematised.

Today, there is a relatively strong tendency in architecture, namely in some
discourse of architectural criticism, to value inspiration as a critical category
of the project’s discourse. Is inspiration anything that exists in your design pro-
cess, in the process that seems to reveal a capacity to rationalise everything,
all the factors that might be a motive for creation? Is inspiration something
that tells you something? Is inspiration a product of knowledge?

Inspiration... not much, as that vague thing of the inspired artist. | like to

understand why things are like that. And | think that what can be called inspi-

ration or sensitivity, or this or that, has an incomprehensible pattern. They may
not be under control at any given time, but then shows up. | often recognize that
the explanation may appear a few years later. In fact, it happens to all of us. For
example, critics and friends discover things that we didn't [..], didn't understand,
didn't conceive intellectually; things called... | won't say a posteriori, but factors
that entered the judgement and elaboration but that are not conscious. There
are many factors that are not... and that evidently instinct or intuition integrates
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and then comes to be discovered. There are many things. | remember the Feira

Market: after it was built there were some criticisms and things that | didn't give
much thought to at the time. In the building of Aveiro, for example, there are a
certain number of relationships; some were considered, and others | discovered
later. | can say that when | go there, | discover new things.

So, there is some intellectual work that it is possible to reason about, and
there is some work of instinct, of sensitivity. Is that inspiration? | don't know.

Throughout your path as an architect, the Campo Alegre Plan, the Vila da
Feira Market, the Cedro School, the Aveiro projects, the Convento da Costa,
Reféios, is there anything in that process that could be elected as a kind of
constant a continuation? Are there factors that are interconnected and main-
tain a certain sense of continuity of research?

| think so; | think there is some apparent difference between the solutions,
which, as far as I'm concerned, is more an attempt to identify each of them
rather than the result of doing them differently. If you see any of those solutions,
| think they have, in my humble opinion, a certain character of their own; they
have their own image, they are easily identified.

| can quickly caricature the Feira Market, | can quickly caricature things from
Aveiro (in a good way), or the Convent of Costa, which means that they are prod-
ucts — I think — with a certain strength, with a certain character. As proof, curiously,
| can tell you that the Feira Market must have 5 or 6 children, similar markets. It's
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curious, it is a market that has left a deep impression on me, although it was also
inspired by a market by Januario Godinho, the one in Ovar (when | was looking at
markets, it was the market that impressed me most), but, despite everything, using
it, I ran away from it more than the markets that came after did.

| think there is at least that continuity of identity. Some marks probably make
works appreciably different from one another, but at the same time, unify them
in that sense of there being an identity. Then, | think that there is in all of them

something that is proper of what | do, which is a certain sobriety, that has to

do with moral problems, problems of the economy, problems of containment,

problems of not exaggerating, not theatricalizing solutions, not facilitating

the temptation, or the theatricalization of solutions in order to obtain certain

successes that are more or less reviewable, more or less sympathetic to the

critics, etc. Not that criticism is bad and therefore considers these values, but
because there are people who, despite everything, consider that this is impor-
tant. | don't consider them important.

Then, for example, if we look at it from a formal point of view, | don't know,
there's a certain... fatness of forms, a certain density of forms, which is some-
thing I do... | have hands like that; our works are similar to ours; there is some-
thing more that | think is common in all these works: it's a certain carnal
expression, a certain sensuality | think there is. It's also something that | think
is common, that has to do with me. And really that moral problem, of a certain
moralism, of a certain...

Another aspect that seems important in your work, accompanying a certain
unconcern with an aprioristic sense of invention, is the valorisation of composi-
tion. The new one sought a break with composition and insisted on an idea of pro-
cess, and of project. Is composition an important aspect in your design process?

| suppose itis.

In the way | do things, | feel this, a certain absence of what is often talked
about in modern architecture, a certain sense of dynamics of things... of rup-
tures that | don't have. My things are, in general, quite stable, quite calm, this is

very characteristic of the whole composition and the whole classical concept.

Why are they like that? | don't know. Or maybe because | have a vision... | mean,

I must say that one of the things that concerns me in modern society is instabil-
ity: | am very sensitive to this permanent instability of everything, the instability
of families, the instability of marriage, the instability of fashions, of traffic. | am
a person who... They might say to me: “You're a terrible reactionary; you're a
devil's conservative”. Maybe | am. | have a sense of progress that is probably not
achievable in this world of tremendous instability.

| don't know if the composition doesn't come exactly from trying to stabilise
situations a little. | am a man who always tries to stabilise situations; | don't try
to aggravate situations.
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In the sense of prolonging the life of situations? For example, in the Convent
of Santa Marinha da Costa, the knowledge of its history to understand the life
of the building to find a possibility of extension; the composition can have
here something of a tool or drawing technique, for that concern of prolonging
the life of things, an extension that contains the germ of transformation?

Yes, prolong, but prolong according to a certain concept.

How is it possible to prolong with something that predisposes a certain
dynamic but rather is endowed with a certain instability? | suppose that is a
position more of a reaction than of contribution; let's say it is a contribution in
the negative, of trying to stabilise a situation. Today it is fashionable to defend
the modern city in terms of rupture — the city is made of bits and pieces. | still
haven't adapted to the city; | must live it because... but dont compare that city
with the stable, traditional city, of the great composition; | can't, | can’t stand
that kind of city, the city of bits, the shattered city, rising here and there. if | am
entrusted with a city, for a contribution, albeit of a small building for the city, | will
try to stabilise the city and not aggravate it, creating new situations.

Now, there is a tendency to value eclecticism. There is more and more talk
of artistic procedure in architecture, more and more talk of form, of decorated
architecture, of fragmented architecture. If we speak more and more of form
and less of space, is there a problem here, a crisis of vocation, an incapacity,
or difficulty in renewing the skills of architecture?

Perhaps not so much in relation to theory, but in relation to practice, to the
conseqguences of theory. | think that we are entering into an excessive fragmen-

tation, an excessive personalization, | would even say a certain immorality of

architecture, a certain shamelessness. It seems that this new theory or these

new theories allow the practice of incompetence, the practice of meaningless-
ness, the practice of anti-social, the practice of immoral (almost). | think it is
interesting that architecture acquires a character, something that has not been
incompatible in so-called international architecture. Architecture has never

been international. Even in the times when that theory existed, | don't think that

happened. But today | understand perfectly well that one tries to identify archi-
tecture, that one tries to circumstantialise, to define the factors that can... in a
certain form, in a certain moment. But | don't think that this allows everything.
It allows the application of a concept that can be universalized. It is a universal
concept, but it has to contain quality in itself.

What | don't see is that what is currently being done contains quality. For
me, a large part of the solutions does not contain quality, which probably
means that, if they do not contain quality, they do not fulfil this need for iden-
tification and characterization. What | see is a tremendous... I'm probably
forcing this comment, thinking of the Portuguese situation, which, probably
and despite everything, is sensibly different from many other situations in
other countries. | tend to generalize, so | may be thinking too much about
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what happens in Portugal. | think that what is happening in Portugal, from
what | can see now, is a bit like that: this tendency towards fragmentation,

towards decoration, towards the predominance of form over space, is not

leading to anything; it is leading to a tremendous disorder, to a tremendous

personalization of things, to a kind of anti-social architecture. That's what |

see as the consequence...

In our specific case, that of Porto, it is argued that the architect is the spe-
cialist in non-specialisation. Although this concept is not very clear and not
very theorised, it has been a good starting point. But to what extent does
this territory of the architect not need to be revised in order to achieve an
ever wider and more demanding involvement in objective intervention in the
city? We are moving towards a progressive specialisation, even to deepen the
materials that the architect works with or produces himself. For example, will
the problems of the city be masterable in the same way as one masters a
small building? The design exercise, the construction, the city, the theory, or
the history, despite everything, do they not admit a certain specialism, do they
not admit differences in the techniques, in the methods, in the objects, and
therefore, also in terms of training, does this pose particular problems?

| have been thinking about this and | think that it might happen, that greater
specialisation might be necessary. In fact, it really happens because theory is
one thing, and practice is another. One verifies that of us in our professional
action, each of us is led, either by himself or by the society that chooses him, to
a certain nature of work and, therefore, this position of the generalist is a little
theoretical. |, in fact, say that we are specialist generalists in architecture. What
| generalise is the concept of architecture, from the door handle to the city, and,
at that point, | think we are specialist generalists in architecture. But in practice,
| suppose that's happening.

There are architects’ solutions in which one feels, at certain levels of the pro-
ject (for example, in the design of objects), a capacity but no professionalism. If
the architect were a professional, he could..., but he is not.

You could also say that the contribution of a non-professional is interesting
in the sense that the professional has a certain tendency to become bureau-
cratic. For example, design is loaded with this, with a confident professionalism
and a certain amount of over-designing. It's a bit like what | was saying earlier
about architecture — industrial design needs to be invaded by people who aren't
designers to give it a certain freshness and take away that thing... It's a bit like
what happens with landscaping — landscapers create landscaping that, for me,
has too much landscape; we needed other people who were not landscapers,
gardeners, architects, etc., who could change that a bit.

Because specialisation has this problem — people begin to acquire increas-
ingly more decisive, cruder, more systematic, and more immortal techniques
for solutions. There's a certain paradox here: on the one hand, specialisation
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has a certain advantage because it dominates certain factors that a non-spe-
cialised practice doesn’t; on the other hand, a non-professionalised practice,
as long as it obviously involves relatively close subjects, such as landscaping,
architecture, urbanism, industrial design. It's not a question of doing medicine
or taking out teeth; that will be at a greater distance, but within this area, | think
it's good to exchange pennants and experiences. Although | recognise that
there is a certain... the problem itself... For instance, | defend that everyone
should be able to do heritage restoration work. But then, when | start to think
about it, | say that there are people who know little about this, which means that
they make some mistakes, which means that some problems probably need to
be investigated more deeply.

The truth is that we see in education some tendency towards specialisation,
through masters, doctorates, post-graduate courses. We have already had this
tendency in the School, in the 5th year, of 3 or 4 specialisations, although within
the practice of architecture.

Teaching is an important facet of your professional life. In the paths that
the Escola do Porto is taking, has there not been a certain imposition or a
concern to make drawing the centre of our procedure? A centrality, maybe,
that might contribute to a certain emptying of the creative synthesis of archi-
tecture, a centrality more for the problems of form and less for the impacts of
that form. I'm asking if eventually, the questions of design have not distracted
us from other important questions in the field of architecture: the architect’s
techniques, the production processes of the whole built system, and the prob-
lems of the city. Haven't we been going through some indecision about the
problem of synthesis?

| dont know if this is the result of an excessive preoccupation with drawing
or if drawing is something that is never enough. It won't be too much drawing,
but there will be too few other subjects. You could say that the problem is the
length of the course — it's 5 or 6 years, how are we going to do the subjects? |
recognise that there is too much drawing, in a certain sense, in the sense that
| was saying there is too much landscaping, or too much design, or too much
architecture. But | think that drawing is never too much in the sense of a mani-
festation of intelligence, of a manifestation of creativity. What we do is design.
We really are designers in the true sense. The fact that we are designers doesn't
mean that we don't have to consider many other factors. Besides, there are bad
designers, aren't there? Because drawing this way or that way doesn't mean
drawing well. That is another problem; they are universal problems, and they
have always been there. There is always one person’s way of drawing; this is

visible among us, and we know to which case | refer. That is fatal.

Not all people have enough personality, and it doesn't even matter because
you can fall into the opposite: everyone wants to have their own personal-
ity, and we're doing a passing of models that doesn't matter at all — they are
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personalities that don't exist. What | say is that sometimes there is too much

design. And what | feel about the Oporto School is that it is not about drawing
too much. It may be some badly directed drawing, and, on the other hand, |
really think that there are other constraints on drawing that are not only drawing
but also missing, namely the problems of construction. How can you design
without building? How can you build what you are drawing? | think there is a

certain lack of a sense of construction, and the sense of construction is really

an indispensable sense both for drawing and for architecture. We are builders;

without drawn construction, we don't exist. We are designers and architectural

theoreticians, but our profession is exercised in relation to engineers. The engi-
neer builds, but the engineer, as an engineer, builds with solidity; he doesn't build
with quality; we have to build with solidity, for that, we call the engineer, and,
besides that, we have to build with quality and that quality naturally implies a
great design quality So | think we in the school, and in Porto, are suffering from
a bit too much design, but...

Let's say that in the teaching of architecture, there is a certain specificity,
that of architecture, and emphasising the problems of drawing is done to sen-
sitise the student to a method and not exactly to channel or to force a certain
world of references, which evidently creates some problems of idea transmis-
sion. What do you think is important to emphasise?

Fig. 8

Fernando Tavora and Alvaro

Siza visiting the site where the

Casa de Cha would be built

in Boa Nova in the late 1950s

(FIMS/AFT).
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Drawing is firstly a process of creation and secondly a process of transmis-
sion. In the case of the architect, it is a process of transmission of knowledge —
it is by drawing that we transmit our knowledge. | suppose that drawing should
have these two clearly marked vectors: on the one hand, a vector of creation,
of understanding the process of creation and the translation of the process of
creation itself; and on the other hand, it should have a clarity that allows it to be
a weapon, a service, an element of information of conception.

But the problem | would raise is how one associate, above all, how one makes
it clear, in a teaching process, since drawing is above all an instrument or a tech-
nique — perhaps | like the term better - of artistic procedure, how does it go beyond
a purely subjective development, and how does it associate information? Because
there is information that does not match or that is not strictly restricted to draw-
ing, and that is not experienced exclusively through drawing. How does one help
the student to produce that synthesis between drawing and knowledge, and how
does drawing itself become knowledge? | think this is a fundamental problem.

| dont know how that, from a teaching method point of view, can be achieved.
You ask how it can be achieved...

The syllabus in the Faculty reflects a hegemony of the project; there is clearly
a hegemony of project time in which the project professor is a kind of “Tarzan”.
For example, one figure | immediately remember is Gregotti. Gregotti is a man
who has a very intense experience of the different components of the disci-
plinary territory, of history, of the city, of construction, of drawing and, at the
same time, he short-circuits this with the arts, the sciences, thought, everything
in the artistic movement; he is a man who travels a lot, who knows different
realities, and all of this intersects, all of this is channelled towards an intense
experience and into project work. Our school is somewhat restricted in terms
of that experience. Apparently, there is a great companionship — I'm not saying
there isn't — but it is a very centripetal, very autistic companionship. This appar-
ently devalues or isolates us in relation to that process that wants to relate
everything and, therefore, immediately puts us outside an important portion of
experiences and information. If we want to channel into an artistic procedure,
how does its process invigorate, how does it open up, how does it enrich itself,
if we are very restricted, very individual, very aware of our own heritage? But at
the same time, we want to open up, we want to reproduce, we want to transmit
this idea of ours. How is this done? | mean, especially in a context where the
student is more and more invaded by information, is more and more imbued
with this spirit of plurality that today’s times insinuate, doesn't a platform that
starts from such an excessive valorization of its own heritage run the risk of
limiting creative freedom? That is, of almost imposing a vision of architecture,
of almost imposing an architectural procedure and, therefore, of hegemonizing,
in a certain way, the creative sensibility of each one?
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| wouldn't say that. | would say that if what you say happens, which is a certain
hegemony of drawing, that is a certain vision of drawing and not a more global
vision of architectural drawing... | suppose this happens by giving the design some...
- that's what | suppose you feel - little consistency, a little foundation because it's
a design that doesn't include — as | suppose it should — all the factors that should
be introduced. | suppose it's a design that ends up being freer, easier to fake, less
authentic, less conditioned, less pressured, less aware, and less intelligent.

The student, at this moment, is invaded with a great amount of information.
This information, especially in a quality magazine, in a generic way, translates
different artistic procedures and different foundations. What | ask is this:
in a vision like ours, where, despite everything, we start from very precise
references, doesn't a good part of the student’s incapacity to assimilate or
associate to his drawing procedure a procedure of fundamentals reflect this
difficulty we have in grasping other information, in transmitting him the fun-
damentals that are associated to certain types of images? Doesn't this, deep
down, raise the problem of transmission?

As far as | am concerned, this does not call into question the need for draw-
ing. What does call into question is what kind of drawing and how to teach it.
Basically, it's the method: how to teach drawing, what | suppose that leads to...
| think that this would require a more integrated, more — how can | put it? -
related so that drawing can, as far as possible, translate all the knowledge that
the student should have into design and then into information. What happens
is that drawing, if it is not grounded, filtered through the student, the school,
etc., translates knowledge or information or interprets things that are false, the
reasons for which the student does not understand; it is a bit like drawing for
drawing's sake, it is a form for form’s sake, not grounded form. | suppose that
this is a difficult goal to achieve. The school is probably not enough; the student
must also have a certain professional experience. | wouldn't say suitability, but it
is something that has a lot to do — in my opinion — with the integration of teach-
ing in the school. How do you teach the student in such a way that thematic — if
he has one —, construction — if he has —, sociology — if he has —, urbanism — if
he has one —, architecture obviously affects the quality and the conception of
the drawing; and the drawing is the result of all this.

In many public interventions, namely student exams, academic exams, and
colloquiums, the Architect remarks or confronts the problem: so, we saw this,
we saw all these parameters, | appreciated it, and now? What future? Where
do we stand? | would now like to ask a final question: how do you see the
evolution of architecture at this moment? How do you see the situation of
architecture today? How do you see the paths of architecture?

In Portugal? In general? | must say that | am more concerned about the
Portuguese case because | am closer to it. In relation to Portuguese architecture,
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| am concerned, but | am concerned in relation to what | see as the results in
general, especially younger people, either because | am completely out of touch
and not integrated, and ignorant, and out of date, or because it seems to me that
architecture is — as was spoken of earlier — in a process of pulverisation that
is not a process of socialisation. A pulverisation process that is, in my opinion,
something like “every man for himself’. There's a boat, people have fallen into
the water, there's no chance of getting back to the boat, and everyone sticks their
arms out and tries to swim through small, pulverised works. | don't really see it like
that, apart, of course, from one or two cases that save the national honour. It is
well known and recognised that Portugal only has a serious international accred-
itation in one case — also a curious case — which is that of Siza Vieira. | often

ask myself if Siza translates the national climate or not, if he has anything to do

with the national climate. | think he does, but | find it strange that other people

don't. We probably weren't lucky enough to have more people of that quality. But a
man who, despite everything, translates the national climate because he is alone
because he is the only one; maybe he is the only one, maybe he is... We are in a
rather strange situation: a great mediocrity of architects — | think —, especially in
relation to the works that | see, then some architects of a certain reputation and
really of quality, and then, finally, that figure that has become almost emblematic,
recognised by all of us, as a figure of international standing.

But what worries me more than architecture, | must say, is architecture in its

urbanism form because it seems to me that bad architecture cannot resist good

urbanism; that is, good urbanism can do a lot with bad architecture. What seems

to me is that we, despite everything, are still worse at the level of the association
of buildings, at the level of town planning, than at the level of architecture. That's
what really worries me because | don't see... And the level of town planning is a
level that, for example from the School point of view, is way beyond us because
there are other interests, there are other factors that obviously condition architec-
ture, but which, despite everything, condition another scale more strongly — polit-
ical factors, etc. They condition architecture, everyone knows, but they condition
urbanism much more, and | don't see any kind of concern about that. Nobody wor-
ries about that. The Architects’ Association itself | see as being concerned with
architecture; | think it's interesting, and | think it's important, but | don't see it being
very concerned with urban planning problems. And although it organises some
competitions, | would find it interesting that, just like these exhibitions related to
architecture, they should also be related to urbanism problems, to measure the
strengths of the country. The impression | have is that the country is in a state of
serious formal decomposition. | dont know how it will recover or how long it will
take because | dont know how much longer this situation will deteriorate. This is
really my greatest concern now: | see that the country is “on the brink of ruin”, in a
state of complete mediocrity, in terms of scale, human problems, etc.

Really, from the point of view of buildings, something is going to be done.
There are many things that don't interest me, don't touch me, are of little signif-
icance, but they are small things. What really worries me a lot is the problem of
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urbanism because the problem of urbanism includes all levels of achievements.
When we talk about architecture, we talk about the architecture of architects
and the architecture of architects, as you know, in Portugal is relatively scarce. If
anything can control other, non-architectural architecture, the so-called 50, 60 or
80% or whatever they say there is, it must be urbanism, it has to be the general
discipline that will condition that... And that general discipline, the awareness
of the existence or absence of that discipline, | don't see it existing. What | see
is that people say, “Ah, it's the situation, it's not possible, the country is under-
going a very big evolution, it's not possible, nothing is possible”. | don't see that
these are problems that are discussed in public; the scandals of the Ministry of
Finance, or of the ministers, or of the Ministry of Health are discussed more. But
really, if there's no scandal to the point that people can't take advantage of it to
“make their own problems worse”... | don't see anyone else worrying about these
kinds of problems, and that's something that really worries me.

Another thing that worries me is the problem of the mutual disinterest of
schools among themselves, schools of architecture. And one thing that strikes
me, as we are in a situation with some difficulties, with some problems, is the
lack of interest that schools have for each other. The schools don't try to asso-
ciate; they don't try to foster a certain number of relationships, to gather expe-
rience, to communicate experience. We live completely isolated. We are in a
situation, Portugal is at this moment in a situation where each one takes care
of his own life, and we expect God Our Lord, or Cavaco Silva, to take care of
everybody. It is a kind of situation where people are satisfied but without much
reason to be satisfied because deep down, nobody is satisfied and, at least in
those areas that concern us most, things are worrying.

Anyway, we won't be here...
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Forme, who has had along and very close relationship with the architect Fernando
Tavora, the stories are many and, as | have written quite a few texts about him, |
tend to mix genres, the autobiographical with the biographical or the essayistic.

| was never one of those who thought that research in architecture consisted
of words, numbers, logic, words explaining words, the conscious mind sepa-
rated from the body, presuming the truth by supposition, not experimenting,
without going beyond one’s own thoughts and readings and without returning,
after thinking, to the scene, to the real context, to life.

| have only one certainty. Nothing | have said or will say is based on documen-
tary evidence, which | have never been interested in. | lived alongside him, and |
know his work. That's all.

And | know I'm going to repeat images, stories and practically everything I've
said and written more than once.

In parenthesis, | want to confide in you that this year | discovered the existence
of two new human rights, proposed by the Situationists in the 1960s, which are
the right to make mistakes and the right to self-plagiarise. So, | took them from a
methodological point of view, and this text I'm dedicating to you is no exception.

On the other hand, I'm incapable of taking a distanced view, given the perma-
nent, daily force that the presence of his memory has on me. The same pres-
ence as his living persona who, | can say, has indelibly marked my personality,
my education, my way of seeing the world and architecture. | would be very
different, poor me, if I hadn't had this unique privilege.

| was his student, still hesitating between different methodological options in
the foundation and realisation of the design process, in years of deep positive
crisis at ESBAP. The attempt to impose the Reforma Moderna do Ensino (the
so-called Reforma of ‘57, where | joined, voluntarily losing a year on the advice of
Master Carlos Ramos), coinciding with the times when Modernism was in crisis,
the times of the Inquérito a Arquitetura Popular, the Vila Feira Market and the
House in Ofir, but also the times of technocratic illusions about the possibility of
scientificising design methods.

And so, | oscillated between the end of neorealism and the redemptive hope
in technology.

| distanced myself from Tavora, who was elsewhere, reading Pessoa, Camdes
and Antero. | was looking for systems, he was running away from them.  among
the pacifying orthodoxies, he among the disturbing heterodoxies.

It was around this time that | was arrested and then expelled from School.

And where was Fernando Tavora still? At CIAM, in complicity with Team Ten,
the Mediterranean or the Vaneickian, or designing in his studio.

| realised that he was marginalised at our school where, despite everything,
the disciplinary autonomy of architecture was slowly being achieved among us
and for him never forgotten.
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| joined as an assistant in 1972 and, from that year on, my alliance with Tavora
was definitive and permanent. | was a kind of respectful disciple, and | discov-
ered the richness and complexity of his character every day.

| realised that he trusted me and that gave me a certain self-confidence, |
might even say a certain presumptuous audacity! The centrality | gained at the
School was a kind of shadow of its own centrality.

It's true that he made the Oporto School, not alone, of course. We can't for-
get other contributions, probably the most important being that of Alvaro Siza
who, in the mid-1970s, brought us the methodological formulations that under-
pinned a didactic approach that had been debated since the 1960s.

Tavora recovered the idea that a school of architecture should live inseparably
from disciplinary practice and in this he bridged the gap with Marques da Silva.

In fact, Architect Tavora never abandoned the disciplinary practice of archi-
tecture, even in the troubled times of political radicalisation in the last years
of fascism (which in our school became known as the refusal of drawing),
whether outside the school, in his studio, or inside, in the exercises he car-
ried, even, in the messages he gave about his thinking, in his wonderful and
unforgettable Theory and History classes, which the students called Theory
and Stories.

It can also be said that it was Tavora who introduced History as an operative
tool for design and not, as until then, only as an indispensable cultural basis for
architects. He is essentially responsible for a history of architecture by and for
architects. We owe him the conviction with which he began to distinguish the
History of Art from the History of Architecture, which thus gained didactic and
pedagogical autonomy.

| owe him (I don't even know if | owe him or if he owes me...) the invention of
the History of Portuguese Architecture, a precursor subject that didn't exist in
other architecture programmes.

This recalls the time when there were discussions about whether or not there
would be a Portuguese architecture and an episode that happened to me that
I'm going to tell you about.

One day, in Ponte do Lima, after visiting his work in Reféios and eating some
rojées with papas de sarrabulho, the architect Fernando Tavora, inebriated by
the taste of the food and wine, said as if addressing himself: | think this food is
really Portuguese. | realised, from what | knew of him, that this apparently trivial
statement was only the beginning of a less trivial discourse. And it was.

“It's like architecture, if cooked that well. 'm referring, of course, to Portuguese
architecture, which | try to recognise as having its own qualities, as | recognised
in what we've just eaten.”

‘Moreover, if we go to Brazil and visit some cities with so-called colonial urban
design and architecture, | immediately say to myself: this is just like Portugal.”
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‘And | ask myself the reasons of these considerations. Is it the modelling of the
voids, the scale or the construction system, the colour? We must investigate in
order to give a scientific answer, as they now say. But | know it's Portuguese, just
like in Guimaréaes or elsewhere. It may even be more Portuguese than its conti-
nental counterparts.”

"And | know why, because it's neither scientific nor false at the same time, as
Almada Negreiros would say: it's because it reminds me of my childhood.”

"And I'll tell you something else, Alexandre, we're going to create a Chair at
our school to be taught by architects that will be called History of Portuguese
Architecture and not Architecture in Portugal, because the latter, with the excep-
tion of Siza, is always a little worse than the rest of the world, he said, smiling. And
I 'think it's up to you to give it.”

| didn't have any specific training in history, so | travelled, | studied, | had his
indispensable help. At lunch he would draw pictures of ancient architectural
works and ask me to identify them, their author and chronology. I'd take a
chance: most of the time he'd say, always amicably, “You're not ready yet...".

We put together a course, very interpretative, based on the rigorous data we
were collecting from historians. The journey and the drawn record were an insep-
arable part of the students’ learning and the drawings he himself had produced
were the examples we gave the students. Architect Tavora was responsible for
all the encouragement and optimism with which we faced all the difficulties.

Learning to draw was central to the didactics that we reinvented at our school and
the drawing teacher became a tyrant, a sort of drill sergeant. | imagine that this is
what music teachers or athletic trainers will be like.

One of the mythical explanations for the origin of drawing is mentioned by
Pliny in 77 AD: a young woman whom her lover is forced to abandon, draws the
outline of his profile that the light of a lantern has projected against a wall, in
order to keep a fairly faithful record of her lover's image.

‘Drawing is learning to see, to see things and people being born, growing, devel-
oping, and dying. It is necessary to draw to take what you have seen inside you,
which will remain in your memory for life”, says the indefatigable draughtsman
that was Le Corbusier. This is the recognition of the act of drawing as an exer-
cise in knowledge.

But the most important thing was not the didactic aspects we've just summa-
rised. Before that, it was our own learning experience, when we travelled through
the hills and valleys discovering Portuguese architecture. Professor Tavora used
to tell me, to encourage me: “travel! Travel and don't worry about books, they only
serve to confirm what we've learnt in life.” | had in mind a kind of desire not to lose
any of the invariants that would give our architecture its own identity. But it turned
out the other way round and the drawing showed us how much simpler everything
was when we put ourselves in the position of the master masons and understood
the vicissitudes of realising their projects, vicissitudes that continue to this day.
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I'll mention a few points.

Portuguese architecture, while not innovative, is a transformative reading of
imported models and systems. Being a phenomenon of acculturation, it is in
the way it interprets models and adapts them to our reality that we will find its
specificity.

The sense of efficiency that characterises it is the result of recognising its
own economic and social limitations and the urgency of its needs. Its process
is based on a considerable sense of practicality and the ability to memorise and
reuse experiences.

This generic character of Portuguese architecture can be seen in the way it
understands and adapts to the terrain, as well as in the balanced use of the means
available for construction, in the permanent aspiration to ensure continuity in the
past and present, adapting models from the past to new situations or transform-
ing them in contact with others, in a process without continuity solutions, appro-
priating and reinterpreting local and ancestral forms of culture. The result is an
architecture that is often archaic and structurally conservative.

When we tried to understand the structural reasons for the specificity of
Portuguese architecture, we were blazing a trail into the unknown and the first
thing we did was to walk it.

We lived luminous days of astonishment and amazement.

Sometimes we ended our day in a shopping centre so that, in the atmos-
phere of the prevailing vulgarity, we wouldn't be forced to continue reflecting
on everything we visited, with the duty, which never left us, to find reasons for
everything, similarities and dissimilarities, sometimes confusing everything in
an amalgam of contradictions where structural values went unnoticed.

In the fervour for the desired synthesis or syntheses, we would write down what
seemed to us to be the generalisable qualities of the entire universe of buildings we
were collecting. On many occasions, the critical interpretation of a building contained
its opposite, its negation. We learnt how difficult it is in architecture to understand
the essential and despise the superfluous, preventing it from taking precedence.

| know today how intensely | abused my right to make mistakes when | lined
up so many invariants in Portuguese architecture, almost as many as the build-
ings | visited.

With Architect Tavora, | made many unforgettable journeys through Portugal
and Brazil, searching for identities and specificities. We went to Italy. | remember
Michelangelo and Paolo Uccello, Visconti's Leopard, Galicia, Ledn and Castile
in search of the Pre-Romanesque, Paris, Ville Savoy and Versailles. We went to
Greece, the beginning of everything. We went to Berlin and The Hague with Siza
to see his work and the fall of the Berlin Wall.

Domingos Tavares and | were with him on the founding committees of the
Faculty of Porto and the schools of Coimbra and Guimaraes. We took part in
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some congresses together. Architect Tavora used to say that we reminded him
of the Russian delegation that had taken part in a congress in Porto years ago
and whose members never split up. He called us “the Russians”.

Then for twenty years we travelled to Coimbra.

On the way out he travelled here awake and talkative. On the way back he slept
all the time. From time to time, he would put his hand on my leg and ask: “Are you
all right, child?” and | would reply: “Yes, | am, Senhor Arquiteto.” When we arrived
at the toll station, he would systematically exclaim: “We'll be there in a moment!”

One day, in preparation for my participation in a round table discussion on
“Colour in historic centres”, which took place in Conimbriga with some of the
best people in the world, | said to him in the car: “I'm worried because | don’t know
what I'm going to say at all" He instantly replied, “You're going to give a very simple
speech. Just say this - with regard to the problem of colour in historic centres,
it's needed to be very careful...” It was a success. Everyone agreed, except José
Aguiar, who had drawn up lots of truly scientific studies for the purpose.

Such was his enormous wisdom without intellectual rhetoric. It was an
immense culture, always applied with the same naturalness that the simple fact
of living life had for him.

Shortly before his death, he told me: “I already miss the trees, the bricklayers..."

Yes, and it's true that, as Sophia de Mello Breyner says, “there was also a lumi-
nosity in him reminiscent of that of a stone cut by a needle.”

In conclusion, | would like to apply to him what was written by someone else in
2011, albeit in a slightly different way, about another great Portuguese: Eduardo
Lourengo.

He was a man as whole as granite or limestone, where his childhood was the
yard in which he learnt the secret and luminous meanings of life. He was the
Portuguese architecture who dared to look Portugal in the eye, without allowing
the bitter ancestral ghosts to dictate his silences, sorrows, and fears. On the
contrary, he has made them its closest companions.

Heterodox, like the timbre or a firebrand. Heterodox like the exhilarating uncer-
tainty of the tides and the indomitable rebellion of the winds, Portuguese always.

And if, in the labyrinth where the saudade stirs and moves, there is room for a
voice, may that voice be yours, an echo of the destiny of men when they never
give up loving, building and asking questions.

Antero’s tumultuous freedom, a twin of the clarity of voices that announce
everything when the time is ripe for revelation. And for Fernando Tavora, any
time is a time of revelation, brother to Vieira, Pessoa and Camdes. In literature,
the Portuguese modernists of the Orpheus group never considered any limits to
their thinking, accepting all conditions without any problems of coherence, even
those that strayed from reason. They are not free thinkers; they are citizens with
a free thinking.
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It is with them that Tavora identifies himself and collects them attentively
and passionately, as if seeking solidarity for his heterodoxy. And his passion
for Fernando Pessoa is finally understood, in the common consideration of the
unfolding of his personality through his heteronyms.

And he himself declares: “I accept as an interesting theme that of how the
unfolding of a character is possible, a theme that is not only possible but indis-
pensable. The History of Portuguese Architecture is a history of the permanent
unfolding of characters’”

We can only be grateful for the luminous web of surprising analogies to which
he leads us.

There will always be more to know about a man like this than what is written
and said, and what is born of him becomes restlessness in the echo of other
voices. That's how it is and how it will always be in my voice.

IR R R R b b b S S S S S b b b b b b b b S S S S S O 4

Para mim, que tive uma vivéncia longa de relacoes muito préximas com o
Arquiteto Fernando Tavora,as historias sdo muitas e, como além disso, tenho
escrito bastantes textos sobre ele, tenho alguma tendéncia para misturar géne-
ros, o autobiografico com o biografico ou o ensaistico.

Nunca fui dos que pensaram que investigagdo em arquitetura consistia em
palavras, numeros, légica, palavras a explicar palavras, a mente consciente
separada do corpo, presumindo a verdade por suposicdes, nao experimen-
tando, sem ir além dos préprios pensamentos e leituras e sem retornar, depois
de pensar, a cena ao contexto real, a vida.

S6 tenho uma certeza. Nada do que disse ou direi tem fundamento em provas
documentais que, para esta tematica, nunca me interessaram. Vivi ao seu lado
e conheco a sua obra. E tudo.

E sei que vou repetir imagens, histoérias e praticamente tudo que ja disse e
escrevi mais do que uma vez.

Entre paréntesis quero confidenciar-vos que, este ano, descobri a existéncia
de dois novos direitos do homem, propostos pelos situacionistas, nos anos
sessenta, que sao o direito a errar e o direito ao auto-plagio. Logo os assumi
do ponto de vista metodoldgico, ndo sendo excecao este texto que vos dedico.

Por outro lado sou incapaz de ter uma viséo distanciada, dada a forga perma-
nente, quotidiana, que tem a presenca da sua memaoria em mim. A mesma pre-
Senca que teve a sua personagem viva que, posso dizer, marcou indelevelmente a
minha personalidade, a minha formagéao, a minha forma de ver o mundo e a arquite-
tura. Eu seria bem diferente, pobre de mim, se néo tivesse tido este privilégio Unico.
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Fui seu aluno, ainda hesitante entre diferentes opgdes metodoldgicas na fun-
damentacao e concretizagao do processo da projetagdo, em anos de profunda
crise positiva na ESBAP. A tentativa de imposigdo da Reforma Moderna do
Ensino (a chamada Reforma de 57, onde ingressei, perdendo voluntariamente
um ano, a conselho do Mestre Carlos Ramos), coincidente com os tempos em
que o Moderno entrava em crise, tempos do Inquérito a Arquitetura Popular, do
Mercado da Vila Feira e da Casa de Ofir, mas tempo, também, das ilusGes tec-
nocraticas sobre a possibilidade de uma cientificagdo dos métodos projetuais.

E, assim, oscilei entre o fim do neorrealismo e a esperanca redentora na tec-
nologia.

Afastei-me de Tdvora que andava noutros sitios, a ler Pessoa, Cambes e
Antero. Eu a procura de sistemas, ele a fugir a eles. Eu entre as ortodoxias paci-
ficadoras ele nas heterodoxias perturbadoras.

Foi por essa altura que fui preso e depois expulso da Escola.

E por onde andava, ainda, Fernando Tavora? Pelos CIAM, na cumplicidade
com os Team Ten mediterranicos ou vaneickianos, ou a projetar no seu atelier.

Constato que estava secundarizado na nossa Escola onde, apesar de tudo, a
autonomia disciplinar da arquitetura ia sendo uma conquista lenta entre nés e
nele nunca esquecida.

Entrei como assistente em 1972 e, desde esse ano, a minha alianga com
Tavora foi definitiva e permanente. Fui uma espécie de seu seguidor respeitoso
e fui descobrindo todos os dias a riqueza e complexidade da sua personagem.

Percebi que conflava em mim e isso deu-me alguma autoconfianga, posso
até dizer algum atrevimento presuncoso! A centralidade que ganhei na Escola
foi uma espécie de sombra da sua prépria centralidade.

E verdade que fez a Escola do Porto, ndo sozinho, evidentemente. Nao se
podem esquecer outros contributos, sendo, provavelmente, o mais importante
o de Alvaro Siza que nos trouxe, em meados dos 70 as formulacGes metodo-
l6gicas que fundamentaram uma didatica que estava a ser debatida desde os
anos sessenta.

Tavora recuperou a ideia de que uma escola de arquitetura deve viver indisso-
ciavel da pratica disciplinar e nisso fez a ponte com Marques da Silva.

De facto, o Arquiteto Tavora, nunca abandonou, nem nos conturbados tem-
pos da radicalizag&o politica dos Ultimos anos do fascismo (os que na nossa
escola ficaram conhecidos pelos da recusa do desenho), nunca abandonou a
pratica disciplinar da arquitetura, seja fora da Escola, no seu atelier, ou dentro,
nos exercicios que lancava ou, ainda, na noticia que ia dando do seu pensa-
mento, nas suas maravilhosas e inesqueciveis aulas de Teoria e Histdria, a que
0s alunos chamavam de Teoria e Histdrias.

Pode dizer-se, ainda, que foi Tavora que introduziu a Historia entendida como
instrumento operativo para a projetacao e nao, como até ali, apenas como base
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cultural indispensavel para os arquitetos. A ele se deve, no essencial, uma his-
toria da arquitetura por e para arquitetos. A ele se deve a convicgao com que
passou a distinguir a Historia da Arte da Historia da Arquitetura que ganhou, por
isso, autonomia didatica e pedagogica.

A ele devo (nem sei se devo ou se € ele que me deve...) a invengdo da Histdria
da Arquitetura Portuguesa, disciplina precursora, inexistente noutros cursos de
arquitetura.

Essa constatagdo traz-me sempre a memoria, 0 tempo em que se discutia
se haveria ou ndo uma arquitetura portuguesa e um episodio que se passou
COMIigo que vos vou contar.

Um dia, em Ponte do Lima, visitada a sua obra de Reféios e depois de uns rojées
com papas de sarrabulho, o Arquiteto Fernando Tavora, inebriado pelo gosto da
comida e do vinho, afirmou como que dirigindo-se a si préprio: achei que esta
comida é mesmo portuguesa. Percebi, pelo que conhecia dele, que esta afirma-
¢ao, aparentemente trivial, era s6 0 comego de um discurso menos trivial. E foi.

“E como a arquitetura, se for assim tdo bem cozinhada. Refiro-me, obviamente,
a arquitetura portuguesa, aquela a que procuro reconhecer qualidades prdprias,
como reconheci no que acabamos de comer.”

‘E digo mais, se formos ao Brasil e visitarmos algumas cidades de desenho
urbano e arquiteturas, ditas coloniais, eu digo logo para mim mesmo: isto € como
Portugal.”

“E interrogo-me sobre as raz6es que me levam a esta consideragdo. Sera a
modelagdo dos vaos, sera a escala ou o sistema construtivo, a cor? Temos que
investigar para darmos uma resposta cientifica, como agora se diz. Mas eu sei
que é portuguesa, como em Guimaraes ou noutros lugares. Até é capaz de ser
mais portuguesa do que as suas congéneres continentais.”

"E eu sei porqué, ndo sendo cientifico nem falso ao mesmo tempo, como diria
Almada Negreiros: é porque me faz lembrar a minha infancia.”

“E digo-lhe mais, Alexandre, vamos criar uma cadeira na nossa escola para ser
lecionada por arquitetos que se vai chamar Histdria da Arquitetura Portuguesa
e nao da Arquitetura em Portugal, porque esta, excetuando o Siza, € sempre um
bocadinho pior que la fora, disse ele, sorrindo. E acho que é vocé que a deve dar."

Eu ndo tinha nenhuma formacéo especifica na area da Historia, por isso via-
jei, estudei, tive a sua indispensavel ajuda. Ao almogo fazia desenhos de obras
de arquitetura antiga e pedia-me que as identificasse, autor e cronologia. Eu ia
arriscando: a maior parte das vezes dizia, sempre amigavelmente “Vocé ainda
n&o esta preparado...”

Montamos um curso, muito interpretativo, a partir de dados rigorosos que
famos colhendo dos historiadores. A viagem e o registo desenhado eram parte
indissociavel da aprendizagem dos estudantes e os desenhos que ele proprio
produzira, eram os exemplos que nds davamos aos alunos. Ao Arquiteto Tavora
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se ficaram a dever todos os estimulos e o otimismo com que encarava todas
as dificuldades.

A aprendizagem do desenho foi central na didatica que reinventamos na
nossa escola e o professor de desenho transformou-se num tirano, espécie
de sargento instrutor na recruta. Imagino que assim serdo os professores de
musica ou os instrutores dos atletas.

Uma das explicagbes miticas para a origem do desenho é referida por Plinio
em 77 dC: uma jovem gue o amado se vé obrigado a abandonar, desenha o con-
torno do seu perfil que a luz de uma lanterna projetou contra uma parede, para
assim guardar um registo bastante fiel da imagem do seu amante.

"Desenhar é aprender a ver, a ver nascer, crescer, desenvolver, morrer, as coisas
e as gentes. E necessario desenhar para levar ao nosso interior aquilo que foi
visto e que ficard inscrito na nossa memdria para toda a vida", diz o infatigavel
desenhador que foi Le Corbusier. E a constatacdo do ato de desenhar como
exercicio de conhecimento.

Mas o mais importante, ndo foram os aspetos didaticos que acabamos de
resumir. Antes disso, foi a nossa propria aprendizagem, quando andamos
por montes e vales a descobrir a arquitetura portuguesa. O Professor Tavora
dizia-me, para me animar: “viaje! Viaje e ndo se preocupe com o0s livros, eles
s6 servem para confirmar o que aprendemos com a vida.” Eu tinha na mente
uma espécie de desejo de ndo perder nenhuma das invariantes que desse uma
identidade propria a nossa arquitetura. Mas correu ao contrario e o desenho foi
mostrando como afinal tudo era mais simples, quando nos pusemos na posi-
gao dos mestres pedreiros e entendemos as vicissitudes da concretizagdo dos
seus projetos, vicissitudes que se mantém até aos dias de hoje.

Adianto alguns aspetos:

A arquitetura portuguesa nao sendo inovadora, constitui uma leitura transfor-
madora face a modelos e sistemas importados. Sendo um fenémeno de acul-
turacao, é na forma como interpreta os modelos e os adapta a nossa realidade
gue encontraremos a sua especificidade.

O sentido de eficacia que a caracteriza é resultado do reconhecimento das
proprias limitacées de natureza econdmica e social e da urgéncia das neces-
sidades. O seu processo fundamenta-se num consideravel sentido pratico e
capacidade de memorizar e reutilizar experiéncias.

Este cardcter genérico da arquitetura portuguesa pode verificar-se na forma
como entende e se adapta ao terreno, bem como no uso equilibrado dos meios
disponiveis para a construgdo, na aspiragdo permanente em assegurar a
continuidade passado presente, adequando os modelos do passado a novas
situagdes ou transformando-os, em contacto com outros, num processo sem
solucbes de continuidade, apropriando-se e reinterpretando, ainda, formas
locais e ancestrais de cultura. Como consequéncia, uma arquitetura tantas
vezes arcaizante, estruturalmente conservadora.
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Quando tentamos entender as razées estruturais da especificidade da arqui-
tetura portuguesa, estadvamos a abrir caminho no desconhecido e a primeira
coisa que fizemos foi percorré-lo.

Vivemos dias luminosos de assombramento e espanto.

As vezes acabdvamos o nosso dia num qualquer shopping para que, no meio
da vulgaridade dominante, ndo sermos obrigados a continuar a refletir sobre
tudo o que iamos visitando, com o dever, que nunca nos deixava, de encontrar
para tudo razdes, semelhancas e dissemelhancas, por vezes confundindo tudo
numa amalgama de contradi¢gdes onde os valores estruturais passavam desa-
percebidos.

No furor da almejada sintese ou sinteses famos escrevendo o que nos parecia
serem as qualidades generalizaveis a todo o universo dos edificios que iamos
recolhendo. Em muitas ocasifes a interpretacéo critica de um edificio continha o
Seu contrario, a sua negagdo. Aprendemos como é dificil, em Arquitetura, enten-
der o essencial e desprezar o supérfluo, evitando que ele possa tomar a primazia.

Sei, hoje, como abusei intensamente do direito de errar, quando alinhei tantas
invariantes na Arquitetura Portuguesa, quase tantas quantos os edificios que visitei.

Fiz, com o Arquiteto Tavora, muitas inesqueciveis viagens, por Portugal e
pelo Brasil, procurando identidades e especificidades. Fomos a ltalia. Lembro
Miguel Angelo e Paolo Uccelo, o Leopardo de Visconti, & Galiza, Ledn e Castela
na busca do Pré-Romanico, a Paris, Ville Savoy e Versailles. Fomos a Grécia,
principio de tudo. Fomos a Berlim e a Haia, com o Siza, ver a sua obra e a queda
do Muro de Berlim.

0 Domingos Tavares e eu proprio estivemos com ele nas Comissoées Instaladoras
da Faculdade do Porto, e das escolas de Coimbra e de Guimaraes. Participamos
juntos em alguns Congressos. O Arquiteto Tavora dizia que nés lhe faziamos lem-
brar a delegac¢ao russa que tinha participado num congresso no Porto, ha anos, e
cujos elementos nunca se separavam. Chamava-nos “os russos”.

Depois durante vinte anos viajamos para Coimbra.

Para c3, ele vinha desperto, falador. Para |a dormia o tempo todo. De vez em
guando pousava a mao na minha perna e perguntava: “Vais bem filha?" e eu
respondia “Vou, sim, Senhor Arquiteto.” Quando chegavamos a portagem ele
exclamava sistematicamente: “Chegamos num instante!”

Um dia, para preparar a minha participacdo numa mesa redonda com tema
“A cor nos centros histéricos”, que se realizou em Conimbriga, com algumas
sumidades, disse-lhe, no carro: “Estou aflito porque nédo sei de todo o que hel-
-de dizer." Instantaneamente ele respondeu-me “Vocé vai fazer uma intervencéo
muito simples. Diz apenas isto - quanto ao problema da cor nos centros histori-
cos, é preciso ter muito cuidado...” Foi um sucesso.Todos concordaram menos
0 José Aguiar que tinha elaborado, para o efeito, imensos estudos, verdadeira-
mente cientificos.
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Era assim a sua enorme sabedoria sem retdrica intelectual. Era uma imensa
cultura, sempre aplicada com a mesma naturalidade que para ele tinha o sim-
ples facto de viver a vida.

Pouco tempo antes da sua morte disse-me: “Ja tenho saudades das arvores,
dos pedreiros...”

Sim, e é verdade que, como diz a Sophia de Mello Breyner, “havia nele, tam-
bém, uma luminosidade que lembra a da pedra talhada pelo ponteiro.”

Apetece-me, para terminar, aplicar-lhe o que foi escrito por outrem, em 2011,
embora de forma um pouco diferente, sobre outro grande portugués: Eduardo
Lourenco.

Foi um homem inteiro como o granito ou o calcario onde a infancia foi o terreiro
em que aprendeu os sentidos secretos e fulgurantes da vida. Foi a Arquitetura
Portuguesa que ousa olhar Portugal nos olhos, sem consentir que 0s amargos
fantasmas ancestrais |lhe ditem os siléncios, as magoas e os medos. Pelo con-
trario, fez deles o0s seus mais proximos cumplices.

Heterodoxo, como o timbre ou uma marca de fogo. Heterodoxo como a exal-
tante incerteza das marés e a indomavel rebeldia dos ventos, Portugués sempre.

E se, no labirinto onde a saudade se agita e move, houver lugar para a voz,
gue essa voz seja a sua, eco do destino dos homens quando nunca desistem
de amar, de construir, de perguntar.

De Antero a liberdade tumultuosa, gémeo da claridade das vozes que tudo
anunciam quando o tempo é de revelagéo. E para Fernando Tavora, qualquer
tempo é de revelagao, irmao de Vieira, de Pessoa e de Camdes. Na literatura, os
modernistas portugueses do grupo do Orfeu nunca consideraram algum limite
para o0 seu pensamento, admitindo sem problemas de coeréncia todas as con-
digbes, mesmo as que se afastassem da razdo. Ndo séo livres pensadores, sdo
cidaddos com um pensamento livre.

E com eles que Tavora se identifica e os coleciona atenta e apaixonadamente,
como que procurando uma solidariedade para a sua heterodoxia. E finalmente
se entende a sua paixao por Fernando Pessoa, na consideragdo comum dos
desdobramentos de personalidade pelos heteronimos.

E declara o proprio: “Admito como tema interessante esse de como é possivel
o desdobramento de um personagem, tema nao so possivel como indispensavel.
A Historia da Arquitetura Portuguesa € uma historia de permanentes desdobra-
mentos de personagens.”

Mais nao podemos que reconhecidamente agradecer a luminosa teia de sur-
preendentes analogias a que ele nos conduz.

De um homem assim, ha-de saber-se sempre mais do que aquilo que fica
escrito e dito, e 0 muito que dele nasce torna-se inquietagéo, no eco de outras
vozes. Assim € e sera sempre na minha voz.
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Francisco Barata Fernandes

Outmoded Lesson

Outmoded Lesson, Fernando Tavora, Didactics of Architecture, Drawing, Design Process

/Abstract

This text was taken from a notebook by Francisco Barata dated
July 2012. According to Mariana S4, who is carrying out doctoral
research on the work of the architect who died prematurely in
2018, these are notes for a lecture that were part of the mate-
rial that Barata was accumulating and elaborating in view of the
Prova de Agregacgao at Faup, an academic task that was actually
carried out in February 2016. It is therefore not a finished text,
with defined terms and program, but rather a text under construc-
tion from which inserts and notes have been omitted, windows
open to hypothetical developments, which it might be interesting
to analyse elsewhere but which in this publication would make
reading and understanding the underlying concepts difficult and
not very fluent.

Having said this necessary premise, it is important to add that
this lecture, despite the freedom of concatenation of thoughts
typical of an outline in search of a definitive form, is structured
around three clearly identified concepts: on the didactics of
architecture, on drawing, on the design process. As a transversal
background to the three concepts and the reflection that connects
them, there is a central question: what path should Porto’s school
take, his school on the model and experience of which he reflects
in the text, concluding, in the footsteps of Fernando Tavora’s
teaching, that the task of every “good professor is to be able to
select and transmit what remains of ancient knowledge, to create
restlessness, to open debates, new doors, new paths”.

@@4.0

52

/Author

Francisco Barata Fernandes
Architect, PhD

Francisco Barata Fernandes (Porto, 1950-2018), an architect trained
at the School of Architecture in Porto (ESBAP), collaborated with
Fernando Tavora for several years before setting up his own profes-
sional practice. He was a lecturer at what in 1979 had become the
Faculty of Architecture (FAUP) where he obtained his doctorate and
held the roles of President of the Governing and Scientific Coun-
cils and Coordinator of the Doctorate course in Architecture and
Architectural Heritage. He has been a visiting professor in several
Faculties of Architecture in various European countries and in Brazil
and has published works, projects, research and essays in many
international journals. He was a member of the General Council of
the Marques da Silva Foundation, at which — by decision of his wife
Madalena Pinto da Silva, a participant in his research and profes-
sional and teaching activities — his archive is now, after his sudden
death in 2018, kept.
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I'd like my lesson to look “outmoded”, and therefore always current and active! [..]

Depending on how you understand the work of architecture, the role of the
architect and the discipline of architecture, this is how you organise your teach-
ing. It's a collective work. All the examples I'm interested in are like this — from the
Bauhaus to the Porto School, via the experiences of Milan, Barcelona, Glasgow,
“Switzerland” — teamwork.

It's important to “explain” that the fact that we talk about the school-atelier
relationship at our School doesn’t actually mean that the school was a kind
of office or vice versa. It means, above all, that the sense of “profession” was
always present, perhaps as a “technical school”, which means that a profession
is taught. You don't teach architecture; you teach how to be an architect. In the
same way you don't teach science, you teach what it means to be a scientist.

There are phrases with a peculiar sense of opportunity. A teacher saying that
“Architecture is not taught, it is learnt” is a kind of emergency exit from a com-
plicated situation. Firstly, if you learn, who teaches you? If you learn by yourself,
then what are you doing at school?

This is also why the discipline has changed its hame from Composition to
Architecture to Project. This is a great improvement from the point of view of
architectural theory and criticism, as well as the project itself. In the first case,
the understanding of the architect’s profession as an exercise in aesthetics of
composition through drawing has been overcome, as an exercise in semiotics
through the image and the work; on the other hand, the concept of Project has
been enriched beyond the practical’s vision, the techno-constructive and regula-
tory perspective to which the work of Architecture is linked.

Thus, it is easy to see how the choices of teaching model, pedagogical strat-
egies and practices are decisive in the training of a new craftsman/artist, in the
transmission of the knowledge of the profession. [..]

In this sense, it's important to say that at this School, the teaching of Project
and not of Architecture presupposes years duly articulated and integrated. [..]
This process has undergone adjustments, periodic and permanent venting, criti-
cism, occasional manifestations of personal affirmation, growth crises, and phe-
nomena inherent to the consolidation of Schools and not Academies. In these,
there are always those who indicate the best direction to follow and those who
follow it. In the Schools we try to clarify where we want to go and why, although
we know there will always be several waysto doit. [..]

Design today corresponds not only to a vast field of options but also to
a long journey of experimentation and critical reflection. Information tech-
nology presents new instrumental possibilities, new “processes” of thought/
reasoning, and new supports for form and introduces new perspectives on
this process. We are living in a critical moment. On the one hand, we have a
huge supply of tools, new means, new clientele, new criteria for evaluating
the effectiveness of design, new aesthetic standards. This does not mean,
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as it always does in art, that

previous products are out-
dated (unlike in science,
where products go to the
museum or the rubbish bin).
This sense of the “eternal”
continuity of the work of art
— for those who realise the
transcendence of this qual-
ity —, makes it a supreme
responsibility to be able to
pass on the knowledge that
will allow this specific nature

of the artistic and architec-

tural fact to be perpetuated.

Drawing produced by
computerised means,
although initially confined
to so-called “technical draw-
ing”, has since the last dec-
ade expanded into other
domains whose nature and
boundaries are neither easy
nor simple to characterise
by discipline.

In the School's 2nd vyear
Project class, the drawing

used in the project exercises

continues to be carried out

without the aid of computerised means, as long as there is no properly struc-
tured thinking supported by a pedagogical practice proposal that maintains the
integrated relationship between project and drawing that exceptional teachers
of both subjects such as Alexandre Alves Costa and Alberto Carneiro (in the
2nd year) and Sergio Fernandez and Joaquim Vieira (in the Tst year) have labo-
riously and persistently managed to create.

The project process, which means a process of drawing, reflection, infor-
mation and experimentation, always moves first and foremost (not in the final
analysis) according to Man, the Man who inhabits; the Man who inhabits the
house and the city.

By recognising the project process’s value, conditions are created to perma-
nently improve the quality of the space organised for human habitation.

In schools that focus on the final product of the project, the discussion con-
centrates on the possibilities of variations and adjustments to the image of
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Francisco Barata, 2013 sketch
from another notebook, in
which the Acropolis of Athens
in elevation and plan and

the Quinta da Conceigéo in
plan and section appear as
explanatory examples of

the ontological and didactic
relationship between classical
Greek architecture and contem-
porary architecture in Tavora’s
work and thought.



the form and the model of the
form, taking second place to
questions of programme con-
trol, constructive choices and
the correct relationship with the
place. In these circumstances,
some of today's architectural
theories that individualise or/
and autonomise certain archi-
tectural elements of the future
work, appropriating and recre-
ating a new concept of “skin”,
are of great opportunity. This is
not an innovative aspect. Since
the “Mannerist” period, once
the typological matrix had been
stabilised, work had been done
on the “fagade”. In fact, the old
expression “this is just a fagade”
has never been more appropri-
ate than it is today for the archi-
tecture that is being built.

What matters to a good
teacher is being able to select
and pass on what remains of
ancient knowledge. To create
disquiet, open debate, new “door-
ways “, new “paths”.

Fig. 2

Francisco Barata, Bernardo
José Ferrao (standing), Jorge
Barros and Fernando Tavora
(seated) in a 1970s photo in
front of a backdrop at a folk
festival.
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Pedro Pacheco

Ink on the Table...

Fernando Tavora, Conversations, Tradition, Commemoration, Documentary Project

/Abstract

The text captures the memories of architect Tavora and the deep
connection his collaborators had with him. It describes their reg-
ular lunch gatherings, filled with laughter and meaningful conver-
sations. The bond they shared extended beyond the professional
realm and into a cherished friendship. After Tavora’s passing, his
collaborators continued to honor his legacy through tradition and
commemoration. The group, fondly referred to as Tavorianni, has
sought to preserve Tavora's memory and impact through gather-
ings and a documentary project to record the stories and experi-
ences he left behind.
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Pedro Pacheco
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Born in Braga, Portugal, 1965. Graduated in Architecture from the
Faculty of Architecture of the University of Porto in 1991.

He worked as a trainee with Josep Llinds in Barcelona between
1990 and 1991, with Eduardo Souto Moura as his trainee supervi-
sor. He collaborated with Fernando Tavora in Porto between 1992
and 1996.

He formed a studio with José Adrido in Lisbon between 1996 and
2004, resuming their collaboration between 2013 and 2018.

He has been working in Lisbon since 1996. His work includes the
Museu da Luz, part of the projects for the villages of Luz and Estre-
la, realised between 1998 and 2007 with Marie Clément.

He founded the Pedro Pacheco arquitectos studio in Lisbon in
2004. Since 2016, he has been working with José Aguiar in con-
servation and restoration on various heritage intervention projects,
such as the work on the Muralhas de Monsaraz and the Juromenha
Fortress.

He has been a visiting associate professor at the Faculty of Archi-
tecture of the University of Lisbon since 2004 and an assistant pro-
fessor at the Department of Architecture of the University of Evora
since 2012.

Since 2016, he has been coordinating the curatorial project “Porta
14" in his architecture studio, an exhibition space for contemporary
art as a platform for dialogue between art and architecture.
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Almost weekly, or at least monthly, it was a ritual for architect Tavora to go
to lunch with his collaborators at the Ribatejo restaurant, just a few metres

from the studio, just around the corner in Rua Duque de Loulé. The bolinhos
de bacalhau with cod rice and the tripas a moda do Porto, accompanied by a
good red wine, were the irresistible dishes that Tavora loved, and so did we.
The outdoor terrace, covered by a roof of vines, was the ideal cool place to
spend the afternoon chatting. Tavora surrounded us with stories of architec-
ture and life, and the ink on the table spread out in a constellation of drawings
that gave shape and expression to our conversations.

We felt part of a small family that was the engine of Tavora’s office, fasci-
nated by sharing these moments and the incredible projects we were involved
in. When Tavora realised that lunch had been extended into the afternoon, he
would smile and exclaim: “We're ruining all the work...". In fact, these magical
moments were just the right recharge for us to return to the studio and our
projects with full motivation and energy.

Tavora was already about 70 years old, and the obvious status of master/
apprentice faded for a moment; we felt like we were simultaneously standing
on the shoulders of a giant and part of a strong friendship that was devel-
oping. Being a Tavora collaborator meant being able to establish continuity
with Tavora'’s thinking, to extend the project’s practices to his thinking, to his

Fig. 1

Detail of Fernando Tavora's

hand sketching a figure with a

fountain pen.
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modus operandi and thus learn, incorporate and integrate. Being part of a
Tavora project meant being permanently with Tavora, accompanied by his
intelligence, as an extension of his action.

This is how it happened at the Duque de Loulé, 98, 3° Esq studio through-
out the 1990s, much due to the happy bond of friendship that grew between
some of the collaborators who crossed paths during this period until 1996,
when they moved to the new Aleixo offices, together with architects Alvaro
Siza, Eduardo Souto Moura and Rogério Cavaca.

As employees left the studio, these lunches with Tavora continued, taking
place every year at Christmas time, still at Adega Ribatejo until it closed. It
was a way of perpetuating what we had already built up very naturally over
several years and continuing the unpredictable conversations with Tavora.
Conversations that already included other topics such as Tavora’s curiosity
about what we were doing, what projects, what trips, what lives?

These lunches took place every year until Christmas 2003 when none
of us expected it to be our last lunch with Tavora. We remember this last
moment at the Al Forno restaurant in Foz velha, next to the church of Sao
Jodo Baptista in Foz do Douro, Porto... Tavora was always warm, made us
feel like part of the family and the conversations flowed and the ink on the
table kept flowing...
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Fig. 2

Ribatejo Restaurant, Rua
Alexandre Herculano, 219,
Porto, 30/07/2002 (from left
to right top: Alexandra Borges,
Fernando Barroso, Pilar Paiva
de Sousa, Pedro Pacheco;
bottom: Catarina Magalhaes,
Susana Martins, Fernando
Tavora, Carlos Martins).



From then on, we all began a new cycle of life without Tavora's presence, but
with everything we had lived and shared with him... we had a natural bond.

Tavora died in 2005, and nothing would be the same. The man, the architect,
the teacher, the master who once claimed to be “Portuguese architecture”, left
behind a remarkable life's work, with multiple strands, ready to be studied. This
man who lived his life to the full would now be celebrated by all those who
had any contact with him and understood his message and the power of his
greatness... continuing to stand on the shoulders of giants...

Over the last twenty years, this resilient and eternally passionate group has
insisted on perpetuating the memory of Fernando Tavora through meetings,
gatherings, friendship, and the tradition of lunches — now at Buraco, in Rua do
Bolh&o, another of Tavora's favourite restaurants — continuing to make the ink
run on the table...

We spontaneously started calling ourselves Tavorianni, establishing our con-
nection to Tavora's studio and architecture.

Exactly twenty years after our last lunch with Fernando Tavora, we came
up with the idea of starting a documentary record of the countless stories
that Tavora left us... many are circumstantial and our own, others perhaps
have a more universal dimension that we might be interested in sharing. This
idea came about partly out of an interest in surveying and recording the vari-
ous collaborators who worked in the studio of architect Fernando Tavora and
the respective projects they worked on. In this record, ‘stories with Tavora’
become unavoidable. For now, we'll start with a more circumscribed record
of the group of collaborators who worked at the Duque de Loulé office in the
1990s until its closure in 1996, where Fernando Tavora had his office for 42
years (1954-1996).

May 2023
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Madalena Pinto da Silva

Fernando Tavora: the Meaning of Time and the

Reason of Things

Fernando Tavora, Culture, Creativity, Drawing, Architectural and Philosophy

/Abstract

The text discusses the admiration and respect for Fernando
Tavora, focusing on his influence as an architect and philosopher.
It emphasizes the importance of understanding Tavora'’s thoughts
and works in the context of his life and passions. The text also
highlights Tavora’s emphasis on culture, creativity, and the ability
to draw conclusions based on individual circumstances. Overall,
it praises Tavora’s approach to architecture and philosophy as one
that values learning, reflection, and purpose.

@@4.0

60

Copyright © 2022 Madalena Pinto da Silva

/Author

Madalena Pinto da Silva

Architect, PhD

FAUB Faculdade de Arquitectura da Universidade do Porto
Orcid: 0000-0002-5398-2461

Maria Madalena Ferreira Pinto da Silva graduated in Architecture
from the Escola Superior Belas Artes Porto in 1985. She has been
teaching at the Faculdade de Arquitectura da Universidade do Por-
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She has carried out teaching and research activities at Faculties of
Architecture in Germany, Brazil, Spain, Italy, England, Romania and
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| thank the organisers for the invitation to participate in this initiative that hon-
ours Fernando Tavora on the centenary of his birth.

Talking about Fernando Tavora is always a great joy, a great honour, but also a
great responsibility. And | will certainly not add much to what has already been
said about Fernando Tavora.

For this tribute, | have thought or tried to present a thought based on a look
at what surrounded and interested Fernando Tavora (references, architecture,
things, events, travels). | must say that every time new texts come to light, testi-
monies of his thought through new notes, my admiration grows.

| understand that all those who take care of his archives and libraries need
time, just as we who want to understand his works and thought need time...
Indeed, | think that these (works and thoughts) are not immediately understood,
neither with a linear and chronologically considered reading, but perhaps with
a glance that can connect distinct things and different periods. As Fernando
Tavora constructed it... a slow, integral and unified path...

Therefore, the feeling that persists is that one cannot know his position as an
architect outside the framework of what his life and passions were. That is to
say, Tavora in the construction of each of his work desires and realises the cre-
ation of a set of multiple elements linked together, granting it the character of a
sort of structure, of a system of thoughts endowed with meaning.

It has not been my intention to interpret the issues that can constitute a
theoretical axis in Fernando Tavora, but in confronting his thoughts, | have
sought above all to understand how they were constituted, as an immanent
and inseparable whole, fundamental pillars of his works and integral parts
of his complex being and doing. Perhaps more than the search for a kind of
cultural identity, Fernando Tavora's thoughts on the world and life reflect a
permanent questioning of the meaning of time and a tireless desire to under-
stand the reason for things. As he states here referring to the strictly design
issue, “the problem of composition and project is a problem of culture, of
moral and intellectual formation, what matters is to understand the system
of relations that binds the different levels of reality, the important thing is to
know how to relate things”.

Thoughts, works, objects that Fernando Tavora, then or in the future, always
wished could belong to everyone — a wish he expressed when, in 2001, he stated:

‘Living is something that is priceless....

Priceless...

| will leave something extraordinary, | think it is great for me...
| leave everything here...

Everything you see here...

These trees, these paintings, these friendships, the bricklayer, the car-
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penter, | don't know...

What | leave behind of people, of relationships, of friendships, of imag-
es, of texts, of, of ..

About the work | did”."

From the wealth he left to everyone, we understand that Fernando Tavora was
a cultured man. And a cultured man is not an erudite man.

The cultured man rejects the sterile and encyclopaedic condition of just want-
ing to know more, but, on the contrary, bases his knowledge on a purpose of
action, on the dimension of doing and on the value of creativity.

Fernando Pessoa very correctly separates these two characteristics “The eru-
dite reads and knows, the cultured man, in general, the more he reads the less
certain he becomes... because a cultured man is one who naturally feels, or tries
to feel, and does not draw conclusions, or when he does, it is according to his

state of mind at that moment”.?

It is precisely this ability to draw conclusions to the mood of the moment that
is linked to the ‘circumstance’ that Tavora conveys from Ortega y Gasset: ‘| am
me and my circumstance, if | do not save it, | will not save myself”.

To save the circumstance understood as the capacity and responsibility that
man has, as a being who thinks and acts, to be able to change and transform
the reality in which he lives so as not to be a victim of it. A primary lesson also
in doing architecture, which Tavora advocates when he concisely states “that
the opposite is also true”’, a sort of formula that apparently admits everything,
but which encapsulates the need for study, reflection and purpose, for a choice.

The permanent heterodoxy of his philosophy of life, teaching, design and archi-
tectural works has always allowed Fernando Tavora to look carefully where cir-
cumstance, context, place in time and space are factors that inform and shape
reason, idea and project. By distancing himself from immutable convictions,
he moves away from “superficial creatures”’, those who, according to Pessoa,
always have profound certainties.

This daily, slow and extensive learning, which he philosophically summed up as
“nulla dies sine linea”, was extolled in his lectures, in his conversations, in the elab-
oration of his projects, not forgetting, however, to emphasise the importance of
intuition understood in the sense that Henri Bergson attributes to it, i.e. intuition as
an intellectual faculty that ends up resorting to concepts to express itself, a sort of

“self-conscious instinct, capable of reflecting on its object and understanding it”?

This perception of the importance of intuition, thus always leaving room for
doubt and vacillation, essential states for every act of thought and action, has

1 Fernando Tévora’s testimony in the documentary ‘Fernando Tavora’, RTP2, 23/12/2001.

2 Fernando Pessoa, Sobre Portugal — Introdugdo ao Problema Nacional, edited by Maria Isabel Rocheta, Maria
Paula Morao, introdug&o organizada por Joel Serréo (Lisboa: Atica, 1979).

3 Nicola Abbagnano, Histdria da Filosofia, vol. Xl (Lisboa: Editorial Presenca, 1985).
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been pedagogically put into practice in teaching and craft through a maieutic
process of critique, allowing for a progressive and increasingly aware perti-
nence of intuition in the creative act, while not lacking the duty to experiment
and verify it. A process in which, however, emotion and passion should unite,
allowing flexibility and distancing from all normative pretensions, thus giving
space to a personal and genuine thought.

"And it is this passion for Life that | passionately want to transmit. For he does
not live who does not immerse himself permanently and passionately in the
passion of Life” Tavora used to say.

In this capacity to dazzle and marvel at life there was no lack of critical judge-
ment, which encapsulated a desire for order, for a precise refinement in the face
of things, in the face of the world. An order permanently subject to new revisions
but which, in the need for its precision and essentiality, manifested itself at every
moment as perpetual, as permanent.

Perhaps for this reason Fernando Tavora was a great collector, one who fights
against dispersion, choosing, uniting, organising, ordering a collection of frag-
ments so that they can be recognised as a whole, as harmony and permanence.

In 2002, three years before his death, Fernando Tavora confessed “... | collect
everything. Mainly books on architecture and poetry, always around Pessoa. | am
very interested in ancient architecture and even more so in Greek architecture. My
D. Sebastido of architecture is Greek architecture. It is the gods who accompany
me from up there. | have a large collection of Portuguese statues. | buy many
things. | have a collection of books on classical Portuguese and French architec-
ture. There are many things from the past that | should still buy and many things
from the future that | would like to have ... Despite everything | have had a good
life. My problem is that, necessarily, | am about to die” he concluded.

If collecting for many authors means precisely preserving in order to eternal-
ise, that is, to go beyond death (a dimension of the future, let us say), others
understand it as preserving the past, as saving history and for history.

A past that was, in Fernando Tavora's view, a “selected” past, “a past that the
present needs to know”, not to commemorate it, but to interpret and prepare for
it, to create the future, as Lucien Febvre pointed out.

If Le Corbusier confessed, paradoxically for some, that he had only one mas-
ter: the past; and only one discipline: the study of the past, Fernando Tavora said
“when | thought | would become a great modernist, when | really thought | was a
modernist, | was far from being able to be or capable of being one because my
modernism was not in my blood, because it was a result of my schooling and
not a result of my education”. At this point, allow me to refer to Rogers, quoting
him: “He is just as deluded who believes that culture based on knowledge of
data is enough to guarantee creation, as he who thinks he can do without it:
the difficulty lies precisely in establishing the dynamic balance between these
antinomic tendencies, so that the result (the synthesis) is always the affirmation
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of a present open to future indications and not a critique, however active, of the

past, nor, worse still, merely the verification of the past”.*

In Fernando Tavora too, therefore, the tension between memory and research
is established in an apparently antagonistic process between the duty of mem-
ory and the ability to forget; “forgetting is a way of selecting. A way of remember-
ing..", he said, remembering as a way of forgetting in order to remain present. It
is, therefore, in the conscious choice of these two values, memory and forget-
ting, and their critical balance that Tavora identifies the permanencies that ena-
ble him to connect the past to a creative future and endow it with temporality.

In his architectural work, Tavora denies false memory, that which is based
on the uncritical repetition of forms, just as he despises “the manipulation of
memory through the collage of styles”; what Tavora always sought, and what he
always taught us, was that “... it is not History in the classical sense, as a disci-
pline, that ‘interested’ but above all the historical view of problems. ... Basically, it
is the introduction of time, the awareness of time. Today we are forced to work
on many histories and geographies, in many times and spaces at the same time,
and if we really want to understand them, we have to study them historically”.

Fernando Tavora founded and defended the knowledge of history as an archi-
tect's working tool and material for reflection, which integrates both a process
of direct investigation and study and a project of perception and appreciation of
creativity. Thus, and through this tension that tradition establishes with renewal,
Tavora allows himself to identify the fundamental facts and to distinguish them
from transitory facts, those that, in themselves, do not have the capacity to be
part of a new tradition or do not allow for an authentic historical continuity.

The simultaneous fascination for history and for the astonishing reality of
things present, encapsulates Fernando Tdvora's permanent desire to “under-
stand beings and things” and the discovery of their possible relationships, as a
way of thinking and a faculty of feeling. He said: “There is one fundamental thing
about studying as we understand it today: it is comparisons; and every compar-
ison demands absence of partisanship, knowledge of cases about which no
value judgement is made but one is considered in relation to the other; there are
no more or less true facts or cases, absolute facts or cases, but facts present
and evaluated by comparison, relatively”.

Relating things will therefore be part of the relentless action of ‘knowing how
to see, as Alberto Caeiro put it, i.e. unpretentious but definitely exigent:

“The main thing is knowing how to see
Knowing how to see without thinking,
Knowing how to see when one sees,
And not thinking when one sees

Nor seeing when one's thinking.

4 Ernesto Nathan Rogers, Gli elementi del fenomeno architettonico (Napoli: Guida Edizioni, 1990), 78.
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But all this (what a shame we all wear a dressed-up soul') -
All this demands serious looking into.
A thorough learning in how to unlearn”.®

Right from the archive and library of Fernando Tavora, as his scholars con-
firm, emerges the almost methodological principle of the need to relate’. In this
regard, Ricardo Vasconcelos, one of his curators, states “there is no book that
does not have a note, indications of other books, of things he had read, of draw-
ings, of notes” ®

The development of his theoretical thought, based on or nourished by ideas
from various fields of knowledge, was not, however, the product of meaningless
mechanicality, but materialised in a net that Tavora wove among the things he
was knowing, operating, then, as a place of memory, tradition, project, tomorrow...

| will use, once again, the thought of Fernando Pessoa when he states “besides
plebeianism, celebrity is a contradiction. A man of unknown genius can enjoy
the soft voluptuousness of the contrast between his obscurity and his genius;
and he can, thinking that he would be famous if he wanted to, measure his
worth by his best measure, which is himself. Celebrity is irreparable. From her
as from time no one turns back or contradicts himself. Every man who deserves

to be famous knows that he is not worth it".”

| would say, or think, that Fernando Tavora never sought or fought to be
famous. On the contrary, advocacy for the so-called “return to anonymous” in
the field of architectural theory and practice was even a goal in his life. The way
in which he tried to find in some others a reflection of his convictions, reinforced,
in his own eyes, that particular anonymous character. The silent, stubborn path
to a purpose, that of knowing and knowing himself, that of making sense of
architecture, of being Portuguese, of life, were stronger than the desire to make
himself known and allowed him great freedom and relative autonomy.

Today, we are witnessing an increasing underestimation of teaching and the
profession of architecture at the expense of isolated research practices that
swell the curricula, perhaps a consequence of a singular need for knowledge or
even worse the result of an increasingly poor understanding of what architec-
ture is or could be.

We observe, too passively, what seems to be consensual: that the contem-
porary city seeks its identity in the spectacularism or originality of certain
buildings, and in the media coverage of these objects or of the authors who
designed them.

5 From: Alberto Caeiro, “O Guardador de Rebanhos’, in Fernando Pessoa, Poemas de Alberto Caeiro (Lisboa:
Atica, 1946) [Fernando Pessoa, The Keeper of Sheep / O Guardador de Rebanhos by Alberto Caeiro, bilingual
edition, English translation by Edwin Honig and Susan M. Brown, (Riverdale-on-Hudson, New York: The Sheep
Meadow Press, 1971)], 65.

6  “Fernando Tavora, o arquiteto que encontrou Fernando Pessoa antes do tempo’. See: https://espacodear-
quitetura.com/artigos/fernando-tavora-o-arquiteto-que-encontrou-fernando-pessoa-antes-do-tempo/, (last view
May 2024).

7 Fernando Pessoa, P4ginas intimas e de Auto-Interpretagéo (Lisboa: Atica, 1966).
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In this regard and facing the Portuguese reality, Fernando Tavora stated: “the
contemporary Portuguese cultural phenomenon, while presenting obvious posi-
tive and hopeful aspects, presents other — and perhaps more important — signs
of a sad existence and a compromised future. We refer, in the context of our
professional practice, to the problems of the quality of the space that surrounds
us, normally addressed by disciplines such as architecture, town planning, or
landscape (...), among us, today, there is no culture of the city as a work of art
and the country is being destroyed, with an alarming speed, in the day after day

of its construction”®

To recognise Fernando Tavora as a great thinker, with a global project of archi-
tecture and life, is to understand the timelessness of his work and, decisively, its
disconcerting but increasingly appropriate topicality. And it represents, for us,
his students, a great pride, but above all it designates the duty to perpetuate his
teaching, his thought.

As his son José Bernardo Tavora says:

“Fernando Tavora was always a man ahead of his time. He had a horror of
incompetence, stupidity, lack of education, mediocrity. But he did not say it or
rarely said it. He forgot it by reading, writing, drawing. (...) Reading, writing, draw-
ing, these were his real interests. And above all to have time to think (...) In the
end he was a happy man, very happy, | am sure of it today”.’

Fernando Tavora would also have been happy to be here, for this homage,
and he would certainly have been thrilled, hiding it under some seductive and
intelligent irony, but once back home, he would have gone to sit as always, in
the silence of the night, in his little armchair to quietly read, write, draw... to think
about architecture, life and the future.

Thank you
Madalena Pinto da Silva

Milan, 23 May 2023

8  Fernando Tévora, “Prefacio’, in Bernardo Ferréo, Projecto e Transformagdo Urbana do Porto na época dos
Almadas, 1758/1813: Uma contribuigdo para o estudo da cidade pombalina (Porto: FAUP Publicagdes, 1997).

9 InJosé Bernardo Tavora, “Fernando Tavora: um homem de paixdes, 1923-2005", December 2017. See: https://
repository.library.brown.edu/studio/item/bdr:759887/PDF/ (last view May 2024).

66



Bibliography

Abbagnano, Nicola. Histdria da Filosofia, vol. XII. Lisboa:
Editorial Presenca, 1985.

Pessoa, Fernando. P4ginas Intimas e de Auto-Interpre-
tacdo. Lisboa: Atica, 1966.

Pessoa, Fernando. Poemas de Alberto Caeiro. Lisboa:
Atica, 1946 [Fernando Pessoa, The Keeper of Sheep /
O Guardador de Rebanhos by Alberto Caeiro, bilingual
edition, English translation by Edwin Honig and Susan
M. Brown. Riverdale-on-Hudson, New York: The Sheep
Meadow Press, 1971].

Pessoa, Fernando. Sobre Portugal — Introdugéo ao Prob-
lema Nacional. Edited by Maria Isabel Rocheta, Maria
Paula Morao. Introdugao organizada por Joel Serrao.
Lisboa: Atica, 1979.

Rogers, Ernesto Nathan. Gli elementi del fenomeno
architettonico. Napoli: Guida Edizioni, 1990.

Tavora, Fernando. “Prefacio.” In Bernardo Ferrao, Projecto
e Transformag&o Urbana do Porto na época dos Alma-
das, 1758/1813: Uma contribui¢do para o estudo da
cidade pombalina. Porto: FAUP Publicagdes, 1997.

67

HPA 11202215



Daniele Vitale

Tavora, the Days

Tavora, 1 giorni

Fernando Tavora, Variable Architecture, Journey, Arquitetura Regional Portuguesa, Didrio de Bordo

/Abstract

The text highlights the life and work of Fernando Tavora, reflect-
ing on his calm demeanor but underlying restlessness. It delves
into his travels, his conservative background, and his cautious
opposition to the fascist regime. The abstract also touches on
how Tavora grappled with the modern architectural movement,
his hybrid modernity, and his influence on the international archi-
tecture scene. Furthermore, it explores the significant themes
and words - home, Portugal and Portuguese, region, people and
popular - that shaped architectural research in Portugal between
the 1930s and 1960s, emphasizing their symbolic value and rela-
tionship with other disciplines like ethnography and anthropology.

@@4.0

68

Copyright © 2022 Daniele Vitale

/Author

Daniele Vitale
Architect
Politecnico di Milano, Facolta di Architettura

He was born on 5 January 1945 in Muralto, Switzerland. He studied
architecture at the Milan Polytechnic, where he graduated in 1969
with Aldo Rossi. He began his academic career in Milan as Ros-
si's assistant (1969-1971) and has been Professor of Architectur-
al Composition since 1976 and Full Professor since 1987. He has
taught at the Turin and Milan Polytechnics and at several European
and American universities. With Ignazio Gardella, one of the mas-
ters of Italian architecture, he collaborated on several projects and
worked with Aldo Rossi on two exhibitions at the 15th and 16th
Milan Triennale. From 1978 to 1981, he was editor of ‘Lotus inter-
national’, one of the leading magazines of European architectural
culture and was editor of editorial series. He was responsible for
several national researches and carried out studies for various in-
stitutions, in particular the Council of Europe. From 1996 to 2000
he was a lecturer at the Doctorate in Architectural Composition in
Venice and from 2000 to 2010 he was the coordinator of the Doc-
torate in Architectural Composition at the Politecnico di Milano. He
is the author of numerous projects and built works. He lives and
works in Milan.

https://doi.org/10.6092/issn.2611-0075/20063 | ISSN 2611-0075



Portrait

He is calm in his gait, his speech, his manner, his thoughts that seem sure,
and his work that seems to unfold like a thread in time. He has a serene breath.
But behind, behind the tone and sobriety that the master must have, there is his
walking in the wind, and it is a wind that bends, a path that is uncertain, a rest-
less proceeding. Tavora is reflective, trying to control the tumult of the times.
The calm face, the firm mask conceal an uneasiness that is not shown. He has
a profound identification with his own work and transmits it to others, to the
younger ones who are lucky enough to meet him and work with him.

No one among Portuguese architects travelled as much as he did and got
to know countries and people; and no one participated as consistently in the
debate of what remained of modern architecture, starting with the CIAM.
Manuel Mendes points this out. Tavora’s step and word became those of a
witness.

He is an ancient character, like the Portugal to which he belongs, and has the
depth of it. He is also (on a different level) a conservative; so is his family and
environment; sois his father, a monarchist jurist; so is the small rural aristocracy
from which he comes and which he carries within him, like a fund that gives
security; so is the school he attends, from the beginning to the highest grades.
He is a cautious opponent of the fascist regime despite its ferocious side and
the nefariousness and crimes of which it is guilty. Writes Sergio Fernandez:

Educated in an environment in which the values of tradition were con-
sidered fundamental, even if retrograde, and in an aristocratic family, he
was always inculcated with the importance of a direct relationship with
historical references, with Portugal as a protective space to be valued,
with the land as a vital support and a priority area of human action.’

Portugal, the land. But the main problem with which Tavora is measured and
on which he is doubtfully working is the Modern: how to transpose it, at the very
moment when it is unravelling and losing its own epic and heroism. It is the
Modern at the time of the last CIAM, when, like leaves, the reference to the mas-
ters, which had been the real glue, falls away and only their prestige remains.
The strong themes around which the movement had gathered and behind
which it had hidden the diversity of its many worlds and languages fell away.
But in that backward, isolated Portugal, out of touch with the world, a country
into which one does not enter and from which one does not exist except with
difficulty, locked in the grip of a regime that survives, modern architecture still
has a role to play. There was none of the ambiguity of the Italian experience,
where modern architects had hoped to become the choice for the regime. To
be so in Portugal, both before and after a war that did not come there, was to
stand behind an alternative flag to that of Salazar and Caetano.

1 Sérgio Fernandez, “Fernando Tavora a través de su obra’, in Francisco Javier Gallego Roca, ed., Renovacidn,
Restauracion y Recuperacion Arquitectdnica y Urbana en Portugal (Granada. Universidad de Granada, 2003), 101.
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Tavora's modernity is hybrid, drawing on several experiences; it happens to
‘get dirty’ with improper references, even to neo-realism. It gains light and clarity
in the works of various pupils and, first and foremost, of Siza, starting in the
1970s, when the shackles of the regime fell apart. Elsewhere, the legacy of the
modern is overwhelmed. In Portugal with astonishment it is reborn, in a sin-
gular counter-song. It does so through theft, ‘stealing’ from different historical
masters, from Oud, from Loos to Aalto, from others, in an original and arbitrary
way, by elements and episodes, outside of an ideology, or with a fragile ideology.
The new modernity is devoid of the myths of modernity, but wonderfully time-
less and self-confident. In Portugal, an experience comes to life that will have
extraordinary fortune on the international scene. Tavora immediately comes
first; not only among the Portuguese, but also outside, he is recognised as a
father figure. It is the starting point of an unexpected development.

Themes and words

Between the 1930s and 1960s, architectural research in Portugal revolved
around important themes and words, which have, above all, symbolic value.
They are, among others, home (the dwelling place of men), Portugal and
Portuguese (as a space of civilisation), region (as a sphere of geography and
culture), people and popular (as an ethnic reality, but above all as a set of people
that united history). On these, architecture meets other disciplines, and among
them ethnography and anthropology, with which the relationship is contradic-
tory but close. These are themes, rather than of true theory, of ideological con-
struction. Ideology is not architecture but accompanies it, contradicts it and
follows it. It does not explain it, but is necessary to it, like a lateral and choral
commentary. We must not forget this when speaking of Tavora: the two levels
must not be confused. What he says and writes is important, but it is different
from what he constructs and draws. The myth that has formed around him,
and which surrounds him like a veil and a magical halo, is also important and
moving. But it becomes criticism in order to bring to light what remains con-
cealed, comparing, evaluating, and revealing. Criticism makes the work and the
text richer and more ambiguous.

A casa portuguesa

Two texts on the Portuguese house came out in 1947: one by Keil do Amaral,
a 1910 Lisbon architect of international culture and experience, and the other
by a very young Tavora in his early twenties. The comparison between the two
texts is interesting because, although they are not homogeneous and the occa-
sion is not similar, they express two different positions about the project.

Keil do Amaral was a prestigious figure and had already realised some of his
important modern works. His article is published in the magazine Arquitectura

70



and is entitled “Uma iniciativa necessdria”.? He invokes as indispensable the

publication of a book that should collect and “classify” the “peculiar elements of
Portuguese architecture in the different regions of the country”, in order to “find
the basis for an honest, living and healthy regionalism. Exactly so: honest, alive
and healthy”.

What is really interesting is to look, in each region, for the ways in which
the inhabitants have managed to solve the different problems that the
climate, the materials, the economy and the living conditions peculiar to
the region have imposed on construction. Then, analyse to what extent
the solutions are good and remain relevant, i.e. continue to be the most
appropriate functionally and economically. This is a work of understand-
ing that needs to be done.®

Portuguese architecture, in this discourse, has regional foundations. Its con-
nection to human and material conditions is described in a conventional way. It
also applies to the project: study and project are in continuity with each other,
linked to each other. “Exactly so: in an honest, living and healthy way”, that is,
with an uncertain connection.

Tavora's article appeared in a weekly in 1945 as a 'niche’ text. Two years later,
Jodo Leal, an anthropologist who had a great influence on Portuguese culture,
took it up and republished it.* Leal was fascinated by Tavora’s text and prefaced
it with a beautiful introduction.

To understand the importance of the text, it must be brought back to the
whole debate on home, regionalism, nationhood, folklore. It was, of course, not
the whole debate, but an important part of it. The same applies to the works, the
design, and the projects. | am not looking at the research that moved the debate
forward, nor at the contrasting experiments in modern architecture: | am looking
at the framework that Tavora tried to oppose, and did so, rather than by clashing,
by shifting the discourse. Keil do Amaral resorted to the arguments of a modest
functionalism: climate and material conditions dictated choices and criteria to
architecture. Keil do Amaral's work was fortunately richer.

Tavora also resorts to the themes of functionalism: “Architectural forms, in
their authentic sense, are the result of the conditions imposed by the material
according to function...”. But to functionalist determinism he adds an unprece-
dented naturalism. “A style is born from the people and the earth with the spon-
taneity and vitality of a flower. The people and the land find themselves in the
style they created with that naivety and unconsciousness that characterise all
heartfelt acts...". Architecture is nature, it has the same enchantment and power.
Nature does not need time, because it sinks into a time so distant that it cannot
be told. Nature does not ruin because, as ruin, it is reborn. Nature cannot be

2 Francisco Keil do Amaral, “Uma iniciativa necesséria”, Arquitectura, no. 14 (April 1947): 12-13.
3 Keil do Amaral, "Uma iniciativa necessaria”.

4 Fernando Tévora, "0 Problema da Casa Portuguesa’, published in the weekly ALEO, 10 November 1945; repub-
lished in expanded form in Cadernos de Arquitectura, no. 1 (1947), with an introduction by Manuel Jodo Leal, editor
of the magazine.
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false, because the form it has taken is incontrovertible. If architecture is nature,
it has the absolute dimension of nature. Naturalism in architecture has ancient
roots, but here it is revived in an unexpected way and with poetic enchantment.
It flanks the functionalist argument; indeed, as far as it succeeds, it replaces and
subverts it. Leal writes:

The country builds. The country builds a lot. The country builds more
and more. Houses, factories, and schools are being built - in cities,
towns, and villages. But how painful it is to realise that this enormous
building activity has been disrupted in its expression and architecture.
The construction process, in both its technical and financial aspects, is
being adapted, albeit expensively. But the style ‘born of the people and the
earth with the spontaneity and life of a flower’, the 'new character of the
new conditions’, do not appear. Basic preconceptions have undermined
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Fernando Tavora, drawing of
Alvaro Siza in: Bernardo Pinto
de Almeida, O que a luz ao cair
deixa nas coisas. Alvaro Siza,
desenhos (Porto: Cooperativa
Arvore, BPI, 2003).



even well-intentioned attempts to revive them. However, one road has not
yet been beaten: the one indicated in this essay, and it is indeed the only
one that can lead to the blossoming of a living Portuguese architecture.
Its author, Fernando Tavora, a finalist in architecture at the School of Fine
Arts in Porto, points out with courage and conviction the present mis-
takes and the future's paths. “What is needed is serious, concise, well-ori-
ented and realistic work”, animated by a new spirit. Everything has to be
redone, starting afresh.®

Popular

If we accept a scheme, two different meanings can be attributed to the
notion of people. The first is unitary: “people” is linked to the idea of nation. Itis
a recognisable entity with contours, boundaries, and character. It has behind it
a history and a struggle that has defined it, and can, but not always, be based
on the unity of language. It carries a risk in its bosom, which is that of rhe-
torical deviation. It can be accompanied by an excess of identity desire that
becomes fatal.

In the other notion, “people” is the set of subaltern classes (for us in Gramsci's
sense). Society is supposed to be deeply divided and is internally divided, split,
and rose by internal conflicts. It can also happen that a large part of it (as in
Portugal it did) remains lost in a remote past, closed in a circle, bound to geog-
raphy, estranged from events. It lives in isolation, communicating little with the
outside world. It bears the signs of an archaic time to which it bears witness.
It seems to us to draw it and offer it, as a residue from which to finally under-
stand the present. It seems to be the deep layer of an archaeology of living
together, but also of the material framework in which life took place. It becomes
an object of research and study as if chasing a hidden root. That root, in illusion,
can become the architecture of today.

The Inquérito, which is so important for Portuguese architecture, is a research
that the regime promoted and financed, and the architects chorally conducted.
The Inquérito is ambiguous about the notion of popular and people, as if both
meanings were present and surfaced alternately. The first is congenial to the
Estado Novo, which makes the idea of nation and people one of its weapons of
offence and defence. The second emerges in much of the community of schol-
ars working on research.

The official title of the research was Arquitetura Regional Portuguesa. Such
was also to be the title of the publication that would gather the results in 1960,
but the word Regional was ultimately replaced with Popular: Arquitetura Popular
Portuguesa. Itis not known who decided on the change and with what intentions,
but it corresponded to a new centrality that the word Popular was assuming.
What were its connotations? Popular stood first of all in opposition to “cultured”,

5 Jodo Leal, Introduction, Cadernos de Arquitectura, no. 1 (1947): 3
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because it indicated a spontaneous, implicit, uncodified culture. It was still in
opposition to “individual”’, because it presupposed a collective and anonymous
dimension and an internal chorality. It alluded to a reality that tended to be static
and remote, and was therefore related to another related word, “natural”. Finally,
a choice that was not taken for granted, not declared and resounding: the popu-
lar was only rural and excluded the urban. It can be said that this has long been
the case even in anthropologists’ studies: the popular referred only to moun-
tains and the countryside. Yet the popular lived above all in the city.

But there had also been those who had studied that ‘great study’ from the
inside and had come to surprising conclusions. Consulting the collected mate-
rial, which was enormously larger than that published, one discovered that the
clarity and sharpness of the book were based on very clear selection criteria.
There was material included and material excluded. The pictures and drawings
chosen generally referred to buildings that were clear in structure and made use
of few materials, such as stone, wood and straw. The construction layout was
elementary and based on the relationship between upright supporting elements
and supported transverse elements. Views were often frontal. The views were
often without people, and the buildings were uninhabited. The ‘popular’ coin-
cided with misery, but here misery was excluded. The popular coincided with
the provisional and the arranged, but here, the provisional was excluded. The
detritus and the dirty were excluded. So were the contaminations of forms and
materials and the arrangements of existing buildings. There were no shacks or
dwellings in stables or pigsties. There was no emigrant house. If the aim was to
unify architecture and life, only architecture remains in the book.

The Inguérito was gigantic, valuable and unparalleled research, but its
abstractly scientific basis cracked, and its strong and precise ideological basis
was revealed. The idea of popularity seemed to rest on vast knowledge, but
it was also preventive, imagined, and full of thought. The regime, the Estado
Novo, was rightly accused of wanting to construct a demonstrative study and
of wanting to instrumentalise it to its own ends. But the study conducted with
such passion by the architects also had a demonstrative will, albeit an otherwise
worthy one. Passion and demonstration are sisters. Demonstrations are not all
the same, and if that of the state was bland and reductive, that of the architects
was noble in intent, moved by a will that had foundations in politics and art. That
idealised popular, placed outside history and time, was, in the end, close to the
primitive. It had the same power of imagination and thought for architects that
the primitive had in the 20th century for the avant-garde in the field of art.

Even for Tavora, the two notions of popular and modern, if they did not coin-
cide, lived side by side. They had their distances, but one was nourishment for
the other. “In Inquérito | could verify that my view of modern architecture was
compatible with that world”.? It was an idea, that of parallelism between pop-

6  Fernando Tavora, “Interview with Tévora by Jodo Leal’, in Fernando Tavora, ‘Minha Casa’, edited by Manuel
Mendes (Porto: FIMS, 2013), File [O].
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ular and modern, which posed difficult problems for an architect, because the
“purism” that the one seemed to propose was not that of the other. But it was
an idea that had become contagious and had spread. It reached farce at times.
Tavora, in an interview with Jodo Leal, recounted this episode: in a preliminary
presentation of the results of the research to Salazar, the latter had exclaimed
in front of an image: “How beautiful, it looks like modern architecture” to which
he had replied: “but Mr Minister, the Inquérito is really confirming the existence
of great similarities between popular and modern architecture”.’

Tavora, in several of his writings and several of his notes, demonstrates as a
man of travel that he is well aware that there is a popular other than what the
Inquérito shows. There is a popular related to real life, to the disasters of society, to
failures, ambitions, dreams, successes; there is, for example, around the country,

...inour days, the presence of the houses of returning emigrants — the
so-called maisons de réve — that are polluting our landscape, especially
in the north and centre of the country, since, through kitsch forms, they
intend to communicate the new social and economic status conquered
abroad by their owners.®

Case by Case, Variable Architecture

| understand that today it is not easy, in these times, to be only conserv-
ative or to be only radical. Who is a radical? He is a man who does not do
architecture, he does extraordinary things: and | do not do any. A conserva-
tive man is a man who does 12th, 13th, 14th, 15th, 16th century things; no, |
don't do that either. And so, what | understand is that today people do varia-
ble architecture: and | think that is what we have to do, variable architecture
from the point of view of the quality of each building. That is, to use in each
building those times or qualities that are appropriate to that building.’

Each building therefore requires its own treatment. There is a fear, and it is that
of canonisation and hardening; that of reducing the project’s capacity to adhere to
reality, to the point of falling into the unity of style. But even more, that of betray-
ing an ethical principle of human understanding, for which the project must open
up, understand, and become sympathetic; it must adapt to ways of thinking and
feeling; follow the character and natural inclination of people, places and things. A
project, rather than imposing, transposes. Tavora explains this in one of his most
intensely poetic texts, Immigration/Emigration, which is a portrait of Portugal, its
history, its soul. The Portuguese in his history has always travelled: he has seen,
he has listened, he has introjected what he has experienced, he has understood

7 Froma 1996 interview by Jodo Leal with Fernando Tavora: Jodo Leal, Arquitectos, Engenheiros, Antropdlogos.
Estudos sobre arquitectura popular no século XX portugués (Porto: Fundagéo Marqués da Silva, 2008), 16.

8  Fernando Tavora, Imigracdo/Emigragéo, Porto, 1997; transl. it. “lmmigrazione/Emigration’, in Antonio Esposito,
Giovanni Leoni, Fernando Tavora. Opera completa (Milano: Electa, 2005), 300-301 (cit. from p. 301).

9 Quote from the transcript of the 23 December 2001 RTP (Radio e Televis&o de Portugal) documentary Fer-
nando Tavora on the architect’s life and work, including an interview with him and testimonies by architects Nuno
Teotonio Pereira and Alvaro Siza Vieira.
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the diversity and distance of the worlds he has come into contact with, he has
appropriated and reworked their stories, he has drawn awareness and sadness
from them. It has accumulated a sense of the relativity of things.

We believe that the thinking behind contemporary Portuguese archi-
tecture, of its most representative sectors, does not forget, but rather
practices, this tradition of ours: not imposing but sympathetic and under-
standing, capable of understanding people and their places, guaranteeing
their buildings and spaces their identity and variety, as in a phenomenon
of heteronymy in which the author demultiplies himself, not because of
intellectual or other incapacities, but because of the principle of respect
when deserved, to which we are indebted to our neighbour.™

An architecture — Tavora seems to be saying on the basis of an ancient feel-
ing — must proceed by resonance with what comes before and is around, with
respect to the sense of place. There is an echo of Rogers' environmental pre-ex-
istences,'" but made particular, scattered around the sites. The project must be
inspired by the circumstances and their breath like a man directly experiencing
them. Tavora extends human qualities to architecture that architecture does not
have. Heteronymy is that character of the language written and spoken by men,
whereby two related beings, separated only by differences in gender and num-
ber, are called by etymologically distant words. A game of correspondences and
non-correspondences. Itis a game that is foreign to architecture. Architecture has
alanguage or many languages of its own, formed over time and with its own inter-
nal structure. It can interpret and be ductile; it cannot dissolve what constitutes
and governs it. Form in architecture must be thought of not from circumstance,
but through form. A project is in itself affirmative; it can be affirmative in so many
ways, but in any case it overlaps and imposes itself on a situation that is given.
Tavora seems to approach an ancient discussion, or an ancient paradox, which is
that of an architecture that (going to extremes) defines itself case by case. But the
paradox is beyond the work. Tdvora makes use of ancient knowledge and practice
in his work, and he can play his music thanks to musical instruments and found
canvas. To one absolute, that of naturalism, Tavora adds another, that of architec-
ture that loses its own system and thought and becomes a circumstance.

Writing, Diary

Tavora was a man of few words. | do not know if he was a writer: he was not a
writer if a writer has to write books. He only published one, The Organisation of
Space,"” to which he was obliged for reasons of his academic career. His texts,

10 Fernando Tévora, “Imigragao / Emigragao. Cultura Arquitecténica Portuguesa no Mundo’, in Portugal. Arqui-
tectura do Século XX, edited by Annette Becker, Ana Tost&es, Wilfried Wang, 11, (Munich — New York: Prestel, 1998):
141-142. Also published in: Fernando Tévora, “Minha casa’, edited by Manuel Mendes (Porto: FIMS-FAUP, 2013).

11 Ernesto Nathan Rogers, “Le preesistenze ambientali e i temi pratici contemporanei’, Casabella-Continuita, no.
204 (February-March 1955): 3-6.

12 Fernando Tévora, Da organizagéo do espago, edited by the author, 1962; with preface by Nuno Portas, Porto,
1982; Italian edition edited and translated by Carlotta Torricelli, Nottetempo, Milan, 2021.
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linked to the need to express a thought, or due to circumstances or demands,
have a short or intermediate measure. They are beautiful literature, beautiful
in language, with the density and ambiguity that Portuguese has always had.
They are difficult to translate, and translation loses them. In Portuguese, the
line between prose and poetry is thinner, and Tavora's writings are sometimes
intensely poetic.

Books are the fruit of the will, but not only, because there are also books
written for oneself. They can be truly secret, or they can be falsely private and
only wait for the moment when they come to light. A diary, the word says it, is
marked by days, and the thread that binds the pages is that of days. It can be a
way of jotting down and stopping one’s experience. But Tavora's is a particular
diary, because it is a Didrio de bordo:'"® that is, it is linked to a sea crossing and
a journey that has a duration, a beginning and an end. It has a finite time. |
don't think that when he wrote and drew it, he thought about the possibility of
making it public: he thought about it later when someone asked him to. A diary
can be linked to the chronicle, but a logbook is obligatory. Even the chronicle
can sometimes become poetry.

But there is one point we cannot escape: the diary is a literary form with a
history and a legacy that carries weight, beyond the awareness and desire
of the writer. The weight is great. Every diary has within it all diaries, even for
those who do not know or do not want to know. Architects’ diaries inevitably
carry within them the memory of the Grand Tour, of the journey to Italy, Greece,
the Orient, Egypt, Africa; that of the pilgrimage towards classicism and the
exotic. Even those modern architects carry within them not only the memory
but the comparison with those precise ways of writing, telling, drawing, sketch-
ing, and composing the page.

The diaries of architects, painters, and sculptors, as well as of literati
and others, are generally drawn because drawing is a way of knowing
what belongs to them in particular. It also comes from an impulse to fig-
ure related to the mind and the hand. It changes the relationship with the
text. Tavora and Le Corbusier (the Journey to the Orient, the Carnets),'* so
distant from each other, do, however, have in common the accompani-
ment of words and figures. But what differs from Tavora in Le Corbusier
is speed, conciseness and constructive will. Observation is already almost
invention. The gaze is already inside the thing. Le Corbusier’'s drawings are
immediate, Tavora's accurate. The transition from observation to design in
Tavora occurs through filters and is slow in time. In Le Corbusier it happens
through direct intuition.

13 Fernando Tavora, Didrio de bordo, facsimile edition with transcriptions in Portuguese and English, co-ordinat-
ed by Alvaro Siza, edited by Rita Marnoto, co-edited by Associagao Casa da Arquitectura, Familia Fernando Tavora,
Fundagdo Marqués da Silva, Fundagéo Cidade de Guimaraes, Porto, 2012; ed. it, Diario di bordo, edited by Antonio
Esposito, Giovanni Leoni, Raffaella Maddaluno. Siracusa: LetteraVentidue, 2022.

14 Le Corbusier, Voyage dorient — Carnets, 6 vols. in slipcase, transcriptions and reproductions of the original
moleskine notebooks, presentation by Giuliano Gresleri, published by Electa/Fondation Le Corbusier, Milan/Paris,
1987.
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Travel Journals can be introspective, have a personal reflective dimension
that leads one to measure oneself against existence and the self. It is a dimen-
sion that Tavora's Diary has. In this it resembles Goethe's [talian Journey."®

R R S b S b b b b b b S b S b S b b b b S b S R 4

Ritratto

E pacato l'andare, il parlare, il modo di porgere, il pensiero che pare sicuro,
l'opera che sembra svolgersi come un filo nel tempo. Ha un respiro sereno.
Ma dietro, dietro il tono e la sobrieta che deve avere il maestro, c'e¢ il suo cam-
minare nel vento, ed € un vento che piega, un cammino che € incerto, un pro-
cedere inquieto. E riflessivo Tévora, cerca di controllare il tumulto dei tempi. Il
volto tranquillo, la maschera ferma celano un disagio che non viene mostrato.
Ha un'immedesimazione profonda nel proprio lavoro e la trasmette ad altri, ai
piu giovani che hanno la fortuna di incontrarlo e di lavorare con lui.

Nessuno, tra gli architetti portoghesi, ha viaggiato come lui e conosciuto paesi
e persone; e nessuno ha partecipato con altrettanta continuita al dibattito di cio
che rimaneva dell'architettura moderna, a partire dai CIAM. Lo sottolinea Manuel
Mendes. Quelli di Tavora sono diventati il passo e la parola del testimone.

E un personaggio antico, come il Portogallo al quale appartiene, e ne ha
la profondita. Ma € anche (su un piano diverso) un conservatore; lo sono la
famiglia e 'ambiente; lo € il padre, un giurista monarchico; cosi la piccola ari-
stocrazia rurale da cui viene e che porta dentro di sé, come un fondo che da
sicurezza; lo & la scuola che frequenta, dall'inizio sino ai gradi piu alti. E un
oppositore cauto del regime fascista, nonostante il suo lato feroce e le nefan-
dezze e i delitti dei quali si macchia. Scrive Sergio Fernandez:

Educato in un ambiente in cui i valori della tradizione erano conside-
rati fondamentali, anche se retrogradi, e in una famiglia aristocratica,
gli fu sempre inculcata Iimportanza di un rapporto diretto con riferi-
menti di carattere storico, con il Portogallo come spazio di protezione
cui dare valore, con la terra come sostegno vitale e ambito prioritario
dell'agire umano.'®

Il Portogallo, la terra. Ma il principale problema con cui Tavora si misura e sul
quale con dubbio lavora € il moderno: come recepirlo, proprio nel momento nel
quale si disfa e perde la propria epopea e il proprio eroismo. E il moderno al tempo
degli ultimi CIAM, quando come foglie cade il riferimento ai maestri, che era stato

15 Johann Wolfgang Goethe, Viaggio in Italia (1787), translated by Emilio Castellani, preface by Roberto Ferto-
nani (Milano: i Meridiani’, Mondadori, 1983).

16 Sérgio Fernandez, “Fernando Tévora a través de su obra’, in Renovacidn, Restauracion y Recuperacidn Arqui-
tecténica y Urbana en Portugal, edited by Francisco Javier Gallego Roca, (Granada. Universidad de Granada, 2003),
101.
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il vero collante, e ne rimane soltanto il prestigio. Cadono i temi forti intorno a cui il
Movimento si era raccolto e dietro i quali aveva nascosto la diversita dei suoi tanti
mondi e dei suoi tanti linguaggi. Ma in quel Portogallo arretrato, isolato, fuori del
mondo, in cui non si entra e da cui non si esce se non a fatica, chiuso nella morsa
di un regime che sopravvive, I'architettura moderna ha ancora un ruolo da svol-
gere. Non c'e stata I'ambiguita dell'esperienza italiana, dove gli architetti moderni
avevano sperato di diventare loro la scelta su cui il regime poteva puntare. Esserlo
in Portogallo, sia prima che dopo una guerra che Ii non arriva, significava schie-
rarsi dietro una bandiera alternativa a quella di Caetano e di Salazar.

La modernita di Tavora € ibrida, attinge a piu esperienze; le capita di «sporcarsi»
con riferimenti impropri, sino al neorealismo. Prende luce e chiarezza nelle opere
di diversi allievi e prima di tutto di Siza, a partire dagli anni settanta, quando le
catene del regime vanno in pezzi. Altrove l'eredita del moderno viene travolta. In
Portogallo con stupore rinasce, in un singolare controcanto. Lo fa attraverso furti,
“rubando” a diversi maestri storici, a Oud, a Loos a Aalto, ad altri ancora, in modo
originale e arbitrario, per elementi ed episodi, al di fuori di un'ideologia, o con un’i-
deologia fragile. La nuova modernita e priva dei miti della modernita, ma mera-
vigliosamente fuori tempo e sicura di sé. In Portogallo prende vita un'esperienza
che nel panorama internazionale avra straordinaria fortuna. Tavora viene subito
prima; non solo tra i portoghesi, ma anche all'esterno gli viene riconosciuta la
figura del padre. E il punto di partenza di uno sviluppo inatteso.

Temi e parole

Tra gli anni Trenta e Sessanta, in Portogallo la ricerca di architettura ruota
intorno a temi e parole importanti, ma che hanno soprattutto valore simbolico.
Sono, tra gli altri, casa (la dimora degli uomini), Portogallo e portoghese (come
spazio di civilta), regione (come ambito di geografia e di cultura), popolo e popo-
lare (come realta etnica, ma soprattutto come insieme di genti che ha unito la
storia). Su di essi, I'architettura incontra altre discipline, e tra esse l'etnografia e
I'antropologia, con cui il rapporto & contraddittorio ma stretto. Sono temi, pit che
di vera teoria, di costruzione ideologica. Lideologia non € l'architettura, ma l'ac-
compagna, la contraddice e la segue. Non la spiega, ma le € necessaria, come
un laterale e corale commento. Non dobbiamo dimenticarlo, parlando di Tavora:
i due piani non vanno confusi. Cio che dice e che scrive € importante, ma & altro
da cio che costruisce e disegna. Anche il mito che intorno a lui si & formato, e che
lo circonda come un velo e un magico alone, ha importanza e commuove. Ma
si fa critica per portare alla luce cid che rimane celato, confrontando, valutando,
rivelando. La critica rende piu ricchi e pit ambigui l'opera e il testo.

A casa portuguesa

Nel 1947 escono due testi sul tema della casa portoghese: uno di Keil do
Amaral, architetto di Lisbona del 1910, di cultura e esperienza internazionali;
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I'altro di un giovanissimo Tavora, appena ventitreenne. Perché il confronto tra i
due testi & interessante? Perché, anche se non sono omogenei e non € simile
l'occasione, esprimono due posizioni diverse sulla questione del progetto.

Keil do Amaral era figura di prestigio e aveva gia realizzato alcune delle sue
opere moderne importanti. Il suo articolo & pubblicato sulla rivista Arquitectura
ed & intitolato “Uma iniciativa necesséria”."’ Invoca come indispensabile la
pubblicazione di un libro che dovrebbe raccogliere e «classificare» gli «ele-
menti peculiari dell'architettura portoghese nelle differenti regioni del paese»,
per «trovare le basi di un regionalismo onesto, vivo e salutare. Esattamente
cosli: onesto, vivo e salutare».

Cio che davvero interessa & cercare, in ogni regione, i modi in cui gli
abitanti sono riusciti a risolvere i diversi problemi che il clima, i materiali,
I'economia e le condizioni di vita proprie della regione, hanno imposto
alle edificazioni. Poi, analizzare fino a che punto le soluzioni sono buone
e conservano attualita, continuano cioe ad essere le piu adeguate fun-
zionalmente ed economicamente. E un lavoro di comprensione che deve
essere svolto.”®

L'architettura portoghese, in questo discorso, ha fondamenti regionali. Il suo
nesso con le condizioni umane e materiali € descritto in modo convenzionale.
Vale anche per il progetto: studio e progetto sono tra loro in continuita, I'uno
all'altro legati. “Esattamente cosi: in modo onesto, vivo e salutare”, cioé con un
incerto legame.

Larticolo di Tavora esce nel 1945 come testo «di nicchia» su un settimanale,
e due anni dopo ¢ ripreso e ripubblicato da Joao Leal, un antropologo che ha
avuto grande peso nella cultura portoghese.”” Leal ¢ affascinato dal testo di
Tavora e antepone un’introduzione molto bella.

Per capire I'importanza del testo, va riportato all'insieme del dibattito sulla
casa, sul regionalismo, sulla nazione, sul folclore. Non era naturalmente tutto
il dibattito, ma una sua parte importante. Vale lo stesso per le opere, il dise-
gno, i progetti. Non guardo alle ricerche che pure spostavano la discussione in
avanti, né alle sperimentazioni contrastate dell'architettura moderna: guardo
al quadro a cui Tavora cercava di opporsi, € lo faceva, piu che scontrandosi,
spostando il discorso. Keil do Amaral ricorreva agli argomenti di un funziona-
lismo modesto: clima e condizioni materiali dettavano all'architettura scelte e
criteri. Lopera di Keil do Amaral era per fortuna piu ricca.

Tavora anche ricorre ai temi del funzionalismo: «le forme architettoniche, nel
loro senso autentico, sono il risultato delle condizioni imposte dal materiale
a seconda della funzione...». Ma al determinismo funzionalista aggiunge un

17 Francisco Keil do Amaral, “Uma iniciativa necessaria’, ‘Arquitectura’, no. 14 (April 1947): 12-13.
18  Keil do Amaral, “Uma iniciativa necesséria”.

19 Fernando Tévora, "0 Problema da Casa Portuguesa’, pubblicato nel settimanale ALEO, 10 November 1945;
ripubblicato in forma ampliata in Cadernos de Arquitectura, no. 1 (1947), con una introduzione di Manuel Jodo
Leal, direttore della rivista.
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naturalismo inedito. «Uno stile nasce dal popolo e dalla terra con la spontaneita
e la vitalita di un fiore. Il popolo e la terra si ritrovano nello stile che hanno cre-
ato con quell'ingenuita e incoscienza che caratterizzano tutti gli atti veramente
sentiti...». Larchitettura € natura, ne ha lo stesso incanto e la stessa potenza.
La natura non ha bisogno del tempo, perché affonda in un tempo cosi lontano
da non potere essere detto. La natura non rovina, perché come rovina rinasce.
La natura non puo essere falsa, perché € inoppugnabile la forma che ha preso.
Se l'architettura € natura, della natura ha la dimensione assoluta. Il naturalismo
in architettura ha radici antiche, ma qui viene riproposto in modo inaspettato e
con incanto poetico. Afflanca I'argomentare funzionalista; in realta, per quanto
riesce, lo sostituisce e sovverte. Scrive Leal:

Il Paese costruisce. Il Paese costruisce molto. Il Paese costruisce ogni volta di
piu. Si alzano case, fabbriche, scuole — in citta, paesi, villaggi. Ma quanto dolore
nel constatare che questa enorme attivita costruttiva € stata stravolta nella sua
espressione e nella sua architettura. Il processo di costruzione, sia nell'aspetto
tecnico che finanziario, si adatta, anche se in modo costoso, alle esigenze. Ma lo
stile “nato dal popolo e dalla terra con la spontaneita e la vita di un fiore”, il “carat-
tere nuovo delle nuove condizioni”, questi non appaiono. Preconcetti di base
hanno minato i tentativi, anche se ben intenzionati, di farli rinascere. Tuttavia
una strada non e ancora stata battuta: quella indicata in questo saggio, ed e
davvero l'unica che puo portare al fiorire di un‘architettura portoghese viva. |l
suo autore, Fernando Tavora, finalista in architettura alla Scuola di Belle Arti di
Porto, sottolinea con coraggio e convinzione gli errori del presente e le strade
del futuro. “Serve un lavoro serio, conciso, ben orientato e realista”, animato da

spirito nuovo. “Bisogna rifare tutto, ricominciando da capo”.?

Popolare

Se accettiamo uno schema, alla nozione di popolo si possono attribuire due
significati differenti. Il primo € unitario: il popolo & legato all'idea di nazione. E
un'entita riconoscibile, con dei contorni, dei confini, un carattere. Ha dietro di
sé una storia e una lotta che I'na definito, e pud, ma non sempre, basarsi sull'u-
nita della lingua. Porta un rischio in seno, che & quello della deviazione retorica.
Pub accompagnarsi a un eccesso di volonta identitaria che diviene funesto.

Nell'altra nozione, il popolo ¢ I'insieme delle classi subalterne (per noi nell'ac-
cezione di Gramsci). Si suppone che la societa sia attraversata da divisioni pro-
fonde e sia al suo interno divisa, spaccata, rosa da interni conflitti. Pud anche
accadere che una sua parte consistente (come in Portogallo & accaduto)
rimanga perduta in un passato remoto, chiusa in un cerchio, legata alla geogra-
fia, estranea agli eventi. E vissuta isolata, comunicando poco all'esterno. Porta
i segni di un tempo arcaico di cui e testimone. Pare a noi che lo disegni e lo
offra, come un residuo da cui infine capire il presente. Pare lo strato profondo

20 Jodo Leal, Introduzione, Cadernos de Arquitectura, no. 1 (1947): 3
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di un‘archeologia del vivere insieme, ma anche del quadro materiale in cui si &
svolta la vita. Diventa oggetto di ricerca e di studio, come a inseguire una radice
nascosta. Quella radice, nell'illusione, puo diventare I'architettura di oggi.

UInquérito, che per l'architettura portoghese ha tanta importanza, € una
ricerca che il regime ha promosso e finanziato, e gli architetti hanno coral-
mente condotto. L'/nquérito € ambiguo sulla nozione di popolare e di popolo,
come se entrambe le accezioni fossero presenti e affiorassero alterne. La
prima & congegnale all'Estado Novo, che dell'idea di nazione e di popolo fa
una delle sue armi di offesa e difesa. La seconda affiora in buona parte della
comunita di studiosi che alla ricerca lavora.

Il titolo ufficiale della ricerca era Arquitetura Regional Portuguesa. Tale doveva
essere anche il titolo della pubblicazione che nel 1960 ne avrebbe raccolto gli
esiti, ma la parola Regional venne all'ultimo sostituita con Popular: Arquitetura
Popular Portuguesa. Non si sa chi abbia deciso il cambiamento e con quali
intenzioni, ma corrispondeva a una nuova centralita che la parola popolare
veniva assumendo. Quali erano i suoi connotati? Popolare stava prima di tutto
in opposizione a «colto», perché indicava una cultura spontanea, implicita, non
codificata. Stava ancora in opposizione a «individuale», perché supponeva una
dimensione collettiva e anonima e una interna coralita. Alludeva a una realta
tendenzialmente statica e remota, e dunque era parente di un‘altra parola affine,
«naturale». Infine una scelta non scontata, non dichiarata e clamorosa: il popo-
lare era solo rurale ed escludeva I'urbano. Si puo dire che da tempo era cosi
anche negli studi degli antropologi: il popolare si riferiva solo a montagne e cam-
pagne. Eppure il popolo abitava soprattutto in citta.

Ma c'era stato anche chi aveva studiato dall'interno quel «grande Studio» ed
era arrivato a constatazioni sorprendenti. Consultando il materiale raccolto,
enormemente piu vasto di quello pubblicato, si scopriva che il nitore e la chia-
rezza del libro si basavano su criteri di selezione assai netti. C'era il materiale
incluso e quello escluso. Le immagini e i disegni scelti si riferivano in genere a
edifici chiari di struttura e che ricorrevano a pochi materiali, come pietra, legno e
paglia. Limpianto costruttivo era elementare e basato sul rapporto tra elementi
ritti di sostegno ed elementi traversi sostenuti. Le vedute erano spesso frontali.
Le vedute erano spesso senza persone e gli edifici disabitati. || popolare coinci-
deva con la miseria, ma qui la miseria era esclusa. Il popolare coincideva con il
provvisorio € l'arrangiato, ma qui il provvisorio era escluso. Era escluso il detrito
e lo sporco. Cosi le contaminazioni di forme e materiali e le sistemazioni di edi-
fici esistenti. Non esistevano baracche o abitazioni ricavate in stalle o porcili. La
casa dellemigrante non c'era. Se lo scopo era di unificare l'architettura e la vita,
ecco che nel libro solo l'architettura rimane.

L'Inquérito era una ricerca gigantesca, preziosa e senza eguali, ma si incri-
nava la sua base astrattamente scientifica e si svelava una sua base ideolo-
gica forte e precisa. l'idea di popolare pareva poggiare su una conoscenza
vasta, ma era anche preventiva, immaginata, piena di pensieri. Il regime,
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I'Estado Novo, era stato giustamente accusato di volere costruire uno studio
dimostrativo e di volerlo strumentalizzare ai suoi fini. Ma anche lo studio con-
dotto con tanta passione dagli architetti aveva una volonta dimostrativa, sia
pure altrimenti degna. Passione e dimostrazione sono sorelle. Le dimostra-
zioni non sono tutte eguali, e se quella dello stato era bieca e riduttiva, quella
degli architetti era nobile negli intenti, mossa da una volonta che aveva fonda-
menta in politica e in arte. Quel popolare idealizzato, posto fuori della storia
e del tempo, era alla fine vicino al primitivo. Aveva per gli architetti la stessa
potenza immaginativa e di pensiero che il primitivo aveva avuto nel Novecento
per le avanguardie nel campo dell’arte.

Anche per Tavora, le due nozioni di popolare e moderno, se non coincide-
vano, vivevano accanto. Avevano le loro distanze, ma I'una era alimento dell‘al-
tra. «Nell'lnquérito io ho potuto verificare che il mio panorama di architettura
moderna era compatibile con quel mondo».?' Era un'idea, quella del paralle-
lismo tra popolare e moderno, che a un architetto poneva problemi difficili,
perché il «purismo» che I'una sembrava proporre, non era quello dell'altra. Ma
era un'idea che era diventata contagiosa e si era diffusa. Raggiungeva a volte
la farsa. Tavora, in una intervista rilasciata a Joao Leal, raccontava questo
episodio: in una presentazione preliminare dei risultati della ricerca a Salazar,
questi aveva esclamato davanti a unimmagine: «che bello, sembra architet-
tura modernay; e lui gli aveva risposto: «ma signor Ministro, I'Inquérito sta pro-
prio confermando l'esistenza di grandi somiglianze tra I'architettura popolare
e quella moderna».?

Tavora, in diversi suoi scritti e diverse sue note, dimostra da uomo di viaggi
di sapere bene che c'¢ un popolare altro da quello che I'lnquérito mostra. C'¢ un
popolare legato alla vita reale, ai disastri della societa, ai fallimenti, alle ambi-
zioni, ai sogni, ai successi; c'e ad esempio, in giro per il paese:

... ai giorni nostri, la presenza delle case degli emigranti di ritorno por-
toghesi — le cosiddette maisons de réve — che stanno inquinando il no-
stro paesaggio soprattutto nelle zone al nord o al centro del paese, e che
attraverso le loro forme kitsch, comunicano il nuovo status sociale ed
economico dei proprietari, che hanno trovato all'estero il benessere che
tanto desideravano.?

Caso per caso, architettura variabile

Capisco che oggi non ¢ facile, coi tempi che corrono, essere solo con-
servatore o essere solo radicale. Chi & un radicale? E un uomo che non
fa architettura, fa cose straordinarie: e io non ne faccio. Un uomo conser-

21 Fernando Tévora, “Intervista a Jodo Leal’, in Fernando Tavora, Minha Casa, a cura di Manuel Mendes, (Porto:
FIMS, 2013), File [O].

22 Da un'intervista del 1996 di Jodo Leal a Fernando Tavora; in Jodo Leal, Arquitectos, Engenheiros, Antropo-
logos. Estudos sobre arquitectura popular no século XX portugués (Porto: Fundagdo Marqués da Silva, 2008), 16.

23 Fernando Tévora, Imigragdo/Emigracdo, Porto, 1997; transl. it. “lmmigrazione/Emigration’, in Antonio Esposi-
to, Giovanni Leoni, Fernando Tévora. Opera completa (Milano: Electa, 2005), 300-301 (cit. from p. 301).
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vatore &€ un uomo che fa cose del XII, XIlI, XIV, XV, XVI secolo; no, anche
guesto non faccio. E dunque, cio che capisco € che oggi la gente fa un‘ar-
chitettura variabile: e penso che sia questa che dobbiamo fare, un‘archi-
tettura variabile dal punto di vista della qualita di ciascun edificio. Usare
cioé in ciascun edificio quei tempi o quelle qualita che sono appropriate
a quell'edificio.?*

Ogni edificio richiede dunque un trattamento proprio. C'e un timore, ed
e quello della canonizzazione e dellirrigidimento; quello di ridurre la capa-
cita del progetto di aderire al reale, sino a cadere nell'unita dello stile. Ma
ancora piu, quello di tradire un principio etico di umana comprensione, per il
quale il progetto deve aprirsi, capire, rendersi simpatetico; deve adattarsi ai
modi di pensare e sentire; seguire il carattere e l'inclinazione naturale delle
persone, dei luoghi, delle cose. Un progetto, piu che imporre, recepisce. Lo
spiega Tavora in uno dei suoi testi piu intensamente poetici, Immigrazione /
Emigrazione, che & un ritratto del Portogallo, della sua storia, della sua anima.
Il portoghese nella sua storia ha sempre viaggiato: ha visto, ha ascoltato, ha
introiettato cid di cui faceva esperienza, ha compreso la diversita e la lonta-
nanza dei mondi con cui € venuto a contatto, ne ha fatto proprie e rielaborato
le storie, ne ha tratto consapevolezza e tristezza. Ha cumulato il senso della
relativita delle cose.

Crediamo che il pensiero dell'architettura contemporanea portoghe-
se, nei suoi settori piu rappresentativi, non dimentichi, ma prima pratichi
guesta nostra riferita tradizione, non impositiva ma simpatizzante e com-
prensiva, di considerazione degli uomini e dei loro luoghi, garantendo ai
propri edifici e ai propri spazi l'identita e la varieta, come in un fenomeno
di eteronomia in cui I'autore si demoltiplica, non per incapacita intellet-
tuale o d'altro tipo, ma per il principio di rispetto, quando meritato, di cui
siamo debitori agli altri.?®

Un‘architettura — sembra dire Tavora in base a un antico sentire — deve pro-
cedere per risonanze rispetto a cid che viene prima e sta intorno, rispetto al
senso dei luoghi. C'¢ un'eco delle preesistenze ambientali di Rogers,”® ma rese
particolari, disseminate nei siti. Il progetto deve ispirarsi alle circostanze e al
loro respiro, come un uomo che direttamente le vive. Tavora estende all'archi-
tettura una qualita umana che I'architettura non ha. Eteronomia significa rice-
vere la propria norma e il proprio criterio da fuori di sé. L'architettura ha una
lingua o tante lingue, che si sono formate nel tempo e con una loro interna

24 Citazione tratta dal Documentario del 23 dicembre 2001 della RTP (Radio e Televis&o de Portugal), Fernando
Tavora, sulla vita e l'opera dell'architetto, inclusi una sua intervista e le testimonianze degli architetti Nuno Teoténio
Pereira e Alvaro Siza Vieira.

25 Fernando Tévora, “Imigragao / Emigragao. Cultura Arquitecténica Portuguesa no Mundo’, in Portugal. Arqui-
tectura do Século XX, edited by Annette Becker, Ana Tost&es, Wilfried Wang, 11, (Munich — New York: Prestel, 1998),
141-142. Testo pubblicato anche in: Fernando Tavora, ‘Minha casa”; a cura di Manuel Mendes (Porto: FIMS-FAUR,
2013). In Italia il testo & stato pubblicato in: Fernando Tévora, “Immigrazione / emigrazione. Cultura architettonica
portoghese nel mondo’, Casabella no. 700 (maggio 2002): 6-7 e in Antonio Esposito, Giovanni Leoni, Fernando Tav-
ora. Opera completa (Milano: Electa, 2005), 300-330.

26 Ernesto Nathan Rogers, “Le preesistenze ambientali e i temi pratici contemporanei”, in Casabella-Continuita,
no. 204 (febbraio-marzo 1955): 3-6.
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struttura. Puo interpretare, essere duttile: non puod dissolvere cio che la costi-
tuisce e la regge. La forma va pensata non a partire dalla circostanza, ma
attraverso la forma. Un progetto e di per sé affermativo; pud esserlo in tanti
modi, ma comunque si sovrappone e si impone a una situazione che ¢ data.
Tavora sembra avvicinarsi a un‘antica discussione, 0 a un antico paradosso,
che e quello di un‘architettura che (estremizzando) si definisce caso per caso.
Ma il paradosso ¢ oltre l'opera. Tavora nei suoi lavori si vale di un sapere e di
una pratica antichi, e puo suonare la sua musica grazie agli strumenti musi-
cali e ai canovacci trovati. A un assoluto, quello del naturalismo, Tavora ne
aggiunge un altro, quello dell'architettura che perde il proprio sistema e il pro-
prio pensiero e si fa circostanza.

Scrittura, diario

Tavora era uomo di poche parole. Non so se era scrittore: non |o era se uno
scrittore deve scrivere libri. Ne ha pubblicato solo uno, Lorganizzazione dello
spazio,”’ cui era costretto per ragioni di carriera accademica. | suoi testi, legati
alla necessita di esprimere un pensiero, o dovuti a circostanze o a richieste,
hanno una misura breve o intermedia. Sono belli letterariamente, belli di lingua,
con la densita e 'ambiguita che il Portoghese ha da sempre. Sono difficili da
tradurre, e la traduzione li perde. In Portoghese il confine tra prosa e poesia € piu
sottile, e gli scritti di Tavora sono a volte intensamente poetici.

| libri sono frutto di volonta, ma non solo, perché ci sono anche i libri scritti
per sé. Possono essere davvero segreti, o essere falsamente privati e atten-
dere solo il momento in cui venire alla luce. Un diario, lo dice la parola, € scan-
dito dai giorni, el filo che lega le pagine & quello dei giorni. Puo essere un modo
di annotare e di fermare la propria esperienza. Ma quello di Tavora & un diario
particolare, perché & un Diario di bordo:*® & cioé legato alla traversata del mare
e a un viaggio che ha una durata, un principio e una fine. Ha un tempo finito.
Non credo che quando lo scriveva e lo disegnava pensasse alla possibilita di
renderlo pubblico: lo ha pensato piu tardi, quando qualcuno lo ha chiesto. Un
diario pu0 essere legato alla cronaca, ma lo € obbligatoriamente un diario di
bordo. Anche la cronaca a volte puo farsi poesia.

Ma c’e un punto al quale non possiamo sfuggire: il diario € una forma let-
teraria con una storia e un'eredita che hanno un peso, al di la della consape-
volezza e del desiderio di colui che lo scrive. Il peso & grande. Ogni diario ha
dentro di sé tutti i diari, anche per chi non lo sa o non lo vuole sapere. | diari
degli architetti hanno dentro di sé, in modo inevitabile, la memoria del Grand
Tour, del viaggio in ltalia, in Grecia, in Oriente, in Egitto, in Africa; quella del

27 Fernando Tavora, Da organizacdo do espaco, edited by the author, 1962; con prefazione di Nuno Portas,
Porto, 1982; edizione italiana curata e tradotta da Carlotta Torricelli, Nottetempo, Milano, 2021.

28  Fernando Tavora, Didrio de bordo, edizione in facsimile con trascrizioni in portoghese e in inglese, coordinata
da Alvaro Siza, a cura di Rita Marnoto con Associagao Casa da Arquitectura, Familia Fernando Tavora, Fundacédo
Marqués da Silva, Fundagéo Cidade de Guimaraes, Porto, 2012. Ed. it.: Diario di bordo, a cura di Antonio Esposito,
Giovanni Leoni, Raffaella Maddaluno (Siracusa: LetteraVentidue, 2022).
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pellegrinaggio verso la classicita e verso l'esotico. Anche quelli degli architetti
moderni portano in sé non solo il ricordo, ma il confronto con quei modi precisi
di scrivere, raccontare, disegnare, schizzare, comporre la pagina.

| diari degli architetti, dei pittori, degli scultori, ma anche dei letterati e di altri,
sono in genere disegnati, perché il disegno € un modo di conoscere che a loroin
particolare appartiene. Viene anche da un impulso a figurare legato alla mente
e alla mano. Cambia il rapporto col testo. Tavora e Le Corbusier (il Viaggio do-
riente, i Carnets)®, cosi lontani, hanno perd in comune I'accompagnarsi di parole
e figure. Ma di diverso da Tavora Le Corbusier ha la velocita, la sommarieta e
la volonta costruttiva. L'osservazione € gia quasi invenzione. Lo sguardo € gia
interno alla cosa. | disegni di Le Corbusier sono immediati, quelli di Tavora accu-
rati. Il passaggio dall'osservazione al progetto in Tavora avviene per filtri ed e
lento nel tempo. In Le Corbusier avviene per intuizioni dirette.

| Diari di viaggio possono essere introspettivi, avere una dimensione rifles-
siva personale che porta a misurarsi con I'esistenza e con sé. E una dimensione
che il Diario di Tavora ha. Assomiglia in questo al Viaggio in Italia di Goethe.®

29  Le Corbusier, Voyage dorient — Carnets, 6 voll. in cofanetto, trascrizioni e riproduzione delle moleskine origi-
nali, presentazione di Giuliano Gresleri, Editore Electa/Fondation Le Corbusier, Milano/Paris, 1987.

30 Johann Wolfgang Goethe, Viaggio in Italia (1787), traduzione di Emilio Castellani, prefazione di Roberto Fer-
tonani (Milano: i Meridiani’, Mondadori, 1983).
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We can see Fernando Tavora's body of work as a map of the second half
of the 20th century, full of intersections and crossings, “terceiras vias” (third
way). The other map that is of interest now is the small Portuguese rectangle,
in expanding, war, reflux, revolution and, finally, in a radical change of geocul-
tural coordinates: from a colonial empire fallen into disgrace to a member of the
sophisticated European club.

Tavora lived through it all, and when he left on 13 February 1960 on a jour-
ney that took him to America, Mexico, Japan, Lebanon, Egypt and Greece,
among other places, he was perfecting his vision of the world by antagonism
(with America) and affection (the other destinations). His nervous system
integrates the modernist avant-garde and classical traditions; “culturalism”
and “progressivism”, to quote Francoise Choay; an American lunch with Louis
Kahn and the pyramids of Egypt, which Kahn reintroduced for the benefit of
modern architects.

Classicism was replaced by modernism, as Le Corbusier explained in Vers
une Architecture exactly 100 years ago. Tavora understood this very well; it is
inexorable, despite Kahn, of the retro choreographies of the 1980s and his own
conservative instinct. The artistic violence of the avant-garde cultivates an infa-
mous affinity with wars and dictatorships. The architects previously known as
modern in the post-war period retreated; Le Corbusier designed Ronchamp and
La Tourette; Team 10 spoke of “recreation” and ‘communities”. Nevertheless, the
1960s and 1970s will be violent, albeit with a different subtlety. Terror remains in
suspense; the term “cold war” explains everything. (There is no subtlety in Mao
Zedong's Cultural Revolution).

Tavora stands between his famous family and the new family of the Escola de
Belas-Artes do Porto. The “third way” that he proposed in 1945 with the publica-
tion of O Problema da Casa Portuguesa ["The Problem of the Portuguese House']
is not merely disciplinary or cultural, it is an early autobiography. In those years,
there was a “springtime”, to use the terms of the forgotten and cursed Oswald
Spengler in The Decline of the West, which Tavora read and referred to. Adapting
the cyclical way Spengler organises history, from the 1960s onwards, “autumn”
arrives on the way to “winter”.

In the various stages of his journey in the United States of America, Tavora
sees the confirmation of this decline, the coming “winter”. The economic pros-
perity, the technological inventions, and the social and cultural transformations
that will Americanise everyday life are seen in reverse as a world in perdition.
The “future” that Tavora finds in America can be seen according to the biological
matrix with which Spengler analyses the history of cultures: death as inescap-
able from birth.

It is the decadence that Spengler predicts for after 2000 that Tavora already
encounters at every step of his mythical journey. It is this “cultural pessimism’,
the matrix of “decline”, that marks his life forever, even if the “springtime” with
which he was formed is omnipresent: Le Corbusier and Picasso, the modernists
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as baroque angels, the modernism that then fluttered and rebuilt his beloved
Brazil, and Fernando Pessoa, who was decline and ascension in reverse order,
with an entourage of heteronyms to deal with the complexities of life.

Yes, modernity is permanent in Tavora, like a breath of spring in the “winter”
in sight.

The difficult balance Fernando Tavora pursued, achieved, lost and found
again, in successive decades of work from The Problem of the Portuguese
House to his last works at the beginning of the new century, is today a “foreign
country”.

We can see his pathway as that of a tightrope walker — with his feet firmly on
the ground; it should be emphasised - dealing with the centrifugal forces that
the second half of the 20th century inexorably unleashed. Tavora, in his des-
tiny as a classical architect on his way to becoming modern, tries to integrate
perspective into the Cubist picture, quickly realising that Cubism is something
else; and that it must be safeguarded at all costs. The story begins to accel-
erate here.

It's sad not to count on Tavora these days. But it's not hard to imagine that
his cultural pessimism — which fuelled his enormous joie de vivre — would
turn into an undisguised annoyance so much “artificial intelligence” or other;
the intellectual diet of the “tribes”; compulsory penance; the regime of set-
tling accounts.

The balance that Tavora sought between tradition and modernity, between
the aristocracy and the modern painter, between the pre-existence and the new
architecture, looking for continuities and congruences, has been pulverised. The
assumption that underpins the discussion today is that of imbalance, disconti-
nuity and “cultural wars”. Tavora is trained and executes and remains unbeata-
ble in a sweet way of bringing disparate things to the same place at Quinta da
Conceigdo, in Vila da Feira, in his classes. “Ser portugués” was his goal and his
natural state. He sometimes externalises in the diary he wrote on the 1960 trip
what is always implicit as the object of his thoughts: “how much | have thought
about Portugal, how much | have translated into Portuguese what | have seen
and heard here[...].!

What will the new travellers think about?

The 20th century in Portugal was traversed by this restlessness about “being
Portuguese”, which goes back a long way and which in the 19th century gained
expression in Garrett and Herculano; its poet was Fernando Pessoa, its thinker,
Eduardo Lourenco, and its architect, Alvaro Siza. Eduardo Lourenco tells us that

1 Fernando Tévora, Didrio de "bordo’, 1960, original manuscript (Porto: Fundagdo Marques da Silva/Arquivo
Fernando Tavora), fol. 148, FIMS/FT/5000-321.
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Pessoa became "himself, in the cultural order, a kind of equivalent of Portugal.”

It's the same with Lourengo and Siza.

Tavora is an extraordinary connector of the supernatural mission of these
personalities, allowing us to think about the intervals that separate them. When,
in a text from April 1963, he describes architecture as “an event like any”, con-
cluding in an epiphany that “the untouchable white virgin has become for me
a manifestation of life"®, Tdvora seems to encapsulate years of doubts that the
American trip probably exacerbated (or helped resolve on the contrary, “that
which must be avoided at all costs™). In any case, the idea of architecture
as “terribly contingent, as attached to circumstance as a tree by its roots is
attached to the earth™ has Kahnian resonances, rather than ecological or rural-
ist ones. Or perhaps it's Alberto Caeiro: “Let us be simple and calm/ Like the
streams and the trees”.

2 Eduardo Lourengo, “Even today the Portuguese go around the world picking up the bones of the Empire”, JA
— Jornal Arquitectos, no. 237 (October-November-December 2009): 48 (“Ser Portugués’, Collection and setting of
the text by MGD, AVM, JF).

3 Fernando Tavora, “Escola Priméria do Cedro, Vila Nova de Gaia”, in Luiz Trigueiros, ed., Fernando Tavora (Lis-
bon: Editorial Blau, 1993), 86-90.

4 Tavora, Didrio de "bordo”, (Fundagdo Marques da Silva/Arquivo Fernando Tavora), fol. 266v, FIMS/FT/5000-
564).

5 Tavora, “Escola Primaria do Cedro, Vila Nova de Gaia”, 90.

Fig. 1

Fernando Tévora at the atelier

of the Rua Duque de Loulé,

Porto, [1958] (FIMS/AFT, Foto

4050).
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However, “being Portuguese” will become more complex. At Tavora's request,
Alexandre Alves Costa embarked on a great theoretical adventure: in a delicate
dialogue with his own political biography, he dedicated himself to explaining
“Portuguese architecture” to us, including the “sense or lack of sense of being
Portuguese”.

Meanwhile, architecture was gaining prominence, which was very slowly rec-
ognized in the Land of Poets: “not only the Language but also Architecture and
Portuguese Cities,” writes Alves Costa, measuring his words, allow us “some
sense of belonging to a community built with as much injustice and suffering
as effort and imagination.”

Alves Costa's work evolved from his anti-fascist and modern upbringing, from
what the Inquérito & Arquitectura Popular ["Survey on Popular Architecture’]
revealed, from the new cinema of the 1960s, from Siza's increasingly unex-
pected work and, fundamentally, from his absolute confidence in Tavora as
“Portuguese architecture”. When he writes that Portuguese architecture “in a
country divided by unifiable cultural values, found in the colonial territories a
clear image that not only synthesizes, but also deepens, its structural tenden-
cies” he eradicatestaches the tree from its root, he enters the poem. This rad-
ical decentering is possible in the context of nationalist, then post-nationalist
history, in which Portugal, exacerbated or seen as depressing, is always consid-
ered extraordinary, against all appearances. As Lourengo writes: “Portugal, for
Pessoa, is so oneiric, so mystical, so mythical, that he actually began by giving
Mensagem the title of Portugal; he was the greatest mythmaker of the very idea
of Portugal"®

This idea of Portugal as an essay subject is a past beyond us. During the
nationalism of the Estado Novo and the emancipation of Democracy, Portugal
was the official enigma before and after European entry, even in coffee bars.

We can perhaps place the turning point at Expo'98, which had “The Oceans:
a heritage for the future” as its theme. Expo'98 crossed the now unmentiona-
ble past — as a ‘commemoration of the 500th anniversary of the Portuguese
discoveries” — with the future that will increasingly reveal itself as belonging to
“sustainability”.

“Being Portuguese” is no longer a problem; it will be solved, at a time when
“tribes” are defined by other types of global and trendy identities, a bit like elec-
tric scooters came to solve traffic problems. But for a long time, it was a poetic,
philosophical and existential challenge; “being Portuguese” could even be an
“art”. The “mythical psychoanalysis of Portuguese destiny”, to quote Eduardo
Lourengo, seemed indispensable in the face of the empire that had fallen, our
overwhelming smallness and contemporary insignificance. Uncovered by the

6 Alexandre Alves Costa, Sentido ou falta de sentido do ser portugués. Oragbes de Sapiéncia (Porto: Faculty of
Letters of the University of Porto, 2016), 8.

7  Alves Costa, Sentido ou falta de sentido do ser portugués,16-17.

8 Lourengo, “Even today the Portuguese go around the world picking up the bones of the Empire”, 48.
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blunt post-colonial scrutiny, Portugal — now a member of the E.U. — is at the

mercy of the mass tourism that has discovered the last secret (the second)
of the Iberian Peninsula; finally lulled into the performance of numbers and
museums that Tavora used to have nightmares about, even at night, in the
American Y.M.C.A.

As you can see, Fernando Tavora's work and life allow us to think higher,
critically, culturally and biographically. From the point of view of the history
of architecture, it can be said that Tavora follows Kahn, but no longer his dis-
ciples Robert Venturi and Denise Scott Brown; he follows Ernesto Rogers,
but no longer Aldo Rossi or Team 10 — to speak of two fundamental geo-
cultures of the 1960s-1980s. In any case, it's a difficult update, between the
electric symbolism of Las Vegas and the shadows of the Modena Cemetery.
Tavora rediscovers himself in what he knows better than anyone and what
the growing number of commissions in the heritage field allows him to recre-
ate: Portuguese architecture. From this point of view, he is in the right place
for a second time: the first was in the extraordinary works of the 1950s and
60s (Vila da Feira Market, Tennis Pavilion, Ofir House, Cedro Primary School),
under the demand for the “third way”; the second began with the Pousada de
Santa Marinha da Costa, in 1975, with the historical narrative coming to the

Fig. 2

Taliesin East, 9 April 1960, pho-
to by Fernando Tavora (FIMS/

AFT, 0251-22-s1d0005).
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fore and modern architecture playing an instrumental role, whenever the new

is required, without minimising it.

It could be said that there is a circularity in Tavora's work, a homecoming in
the classicising traits of some of his later works, as history takes over and the
modern loses its aura of the ultimate architecture.

Research by the curatorial group of Fernando Tavora. Pensamento Livre
[“Free Thinking"], at the Marques da Silva Foundation, made it possible to go
through the drawings and models that Tavora and his skilled and loyal col-
laborators produced over the decades. The emotion felt was not only due to
the historical importance of the projects, but also to the youth to which they
transported us; to the tangential thickness of the sketch or tracing paper. The
obsolescence of the media appeared like a ray of light. And among sheets of
paper of all shapes and sizes, in drawings for every imaginable programme,
in words that we could decipher with difficulty, a single profession emerged —
the Tavora Profession.
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Fernando Tavora

O problema da casa portoguesa

In November 1945, at only 23 years of age, Tavora entered the national debate on the ‘Portuguese house’ by publishing an
essay considered decisive in the construction of his identity as a designer: O problema da casa portuguesa. The essay, revised
and expanded, inaugurated, two years later, the first series of the “Cadernos de Arquitectura”, a series published in Lisbon, con-
ceived by Manuel Jodo Leal and Nuno Teotdnio Pereira to disseminate the ideas of the Modern Movement in Portugal. The text
is considered an initial formulation of the key idea of a ‘third way’ not an adhesion tout court to the positions of the Modern
Movement, not an acceptance of the regime’s demands — celebratory monumentalism or the invention of a popular national
style — but a search for a ‘new realism’ that combines design research on Portugal’s specific conditions with an understanding
of the innovations taking place on the international scene.

@®4.0 https://doi.org/10.6092/issn.2611-0075/19735 | ISSN 2611-0075
Copyright © 2022 Fernando Tavora
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Architecture is the art of matching the
forms of a civilisation with its content.
W. LESCAZE

Architecture and archeology

It was felt at the end of the 19th century and the beginning of the present
that Portuguese architecture was losing what today is conventionally called
its character, and that the perhaps decadent aspect that was manifesting
itself in Portugal was merely a reflection of what was happening throughout
Europe during this tremendous period, The problem presented itself to archi-
tects, and above all to the aesthetes, as a very serious one, because they were
watching old and established forms disappear without being able to react to
it with movements that would, if not resolve, at least diminish the crisis that
was spreading so overwhelmingly. The romanticism still latent in these spirits
determined them to look to the past for all the lessons to solve their prob-
lem, and here they are, armed with history, armed with a false interpretation
of ancient architecture to resolve issues that are very present and very alive.
A very superficial study of our past architecture and, in practice, the discon-
nected and illogical use of certain forms of that same architecture — this is the
therapy used to cure the problem. A serious illness was treated by means of
an even more serious illness and from the laudable intention of the reformers
a sad reality was born. The Casa & Antiga Portuguesa (Old Portuguese House)
which, within civil architecture and the daughter of this archaeological orienta-
tion, did not introduce anything new to Portugal; on the contrary, it delayed all
possible development of our architecture’.

While being laid abroad the foundations of the so-called Modern
Architecture, or rather, of the only Architecture that we can be sincere
about, Portuguese architects orientated their activities around the inglorious
desire to create an Architecture that was local and independent in character,
but not at all incompatible with the thinking, feeling and living of the world
around them. It was, you could say, an architecture of archaeologists and
never an architecture of architects. The major problems, certainly more the
fault of the time than of the people, were not studied and, if nothing else, sat-
isfactory solutions did not emerge; rather, if there was a beginning of chaos,
it was tragically increased with yet another “style” that will be very difficult
to banish from our architecture. Any style is born from the People and the
Earth with the spontaneity and life of a flower; and the People and the Earth
are present in the style they have created with that naivety and unconscious-
ness that characterise all truly meaningful acts, whether they are those of

This essay was first published in the weekly ALEQ on 10 November 1945. It is this article, now reworked and
expanded by the author, that aptly inaugurates the publication of “Cadernos de Arquitectura”.

1 Wedon'tthinkit's necessary to define what we mean by an Old Portuguese House because, unfortunately, any
reader will associate these words with a type of house, with certain characteristics of its own, a certain plainness
and sweetness of form, a large number of useless details resulting in excessive picturesqueness, a complete lack
of dignity and no sense of the realities of our world.
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a man or a community, of a lifetime or of many generations. The reaction
of the creators of the Casa a antiga portuguesa was therefore devoid of any
real, living meaning.

False architecture

Through strange reasoning, it was established (that's the word) that our “tradi-
tional” architecture was characterised by a certain number of decorative motifs
whose application would be sufficient to produce Portuguese houses. This
gave rise to a new form of academism, whereby this attitude of mind means
that Art can be codified into eternal forms, according to fixed and immutable
rules. These men who believed so much in and were so attached to history
were unable to reap any fruit from it, because history is worthwhile insofar as
it can solve the problems of the present and insofar as it becomes an aid and
not an obsession.

Architecture cannot and should not be subjected to motives, to more or less
curious details, to archaeological trivia. The authors of these “Portuguese-style
houses” forgot and still forget that the traditional forms of the whole art of build-
ing do not represent a decorative whim or a baroque manifestation. From the
outset, and in their true sense, architectural forms result from the conditions
imposed on the material by the function it is obliged to fulfil and also from the
spirit of the person acting on the material. That is why in all good architecture
there is a dominant logic, a deep reason in all its parts, an intimate and constant
force that unifies and binds all the forms together, making each building a living
body, an organism with its own soul and language.

However, the “Portuguese House” movement produced none of this, and we
can say without fear that it was dominated by the architectural lie that char-
acterises bad works and bad artists. If societies and people condemn lies, it's
paradoxical — but significant — that a concept of architecture is being protected
that is false, that doesn’t correspond to any Portuguese truth and that as such
should be banned entirely in the same way that we seek to eliminate from soci-
ety any element that is harmful to it because it is a lie. We can say that there
is an ethic in Architecture and if Man is the unit of the scale that measures
it, the same qualities should be demanded of it as we all demand of the true
Man, hence the conclusion that protecting the current concept of “Portuguese
House" is legalised in a lie and the society that proceeds in this way, in any of its
active forms, is a failed society.

Towards a Portuguese architecture of today

We are referring to the dangers that the past posed to the solution of
the problems in question, especially given the way in which that past was
used. Today’s houses will have to be born of us, that is, they will have to
represent our needs, result from our conditions and the whole series of
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circumstances within which we live,
in space and time. This being the
case, the problem demands real and
present solutions, solutions that will
certainly lead us to very different
results from those achieved so far in
Portuguese architecture.

Vast horizons and fertile fields of
possibilities open before us, whether
we are young or old and armed with
a new spirit, because everything has
to be redone starting from the begin-
ning. The work to be undertaken is
so great that one might wonder if
the realisation of its scale might not
immediately invite us to give up.

We can all collaborate and it's wrong
to think that only architects are respon-
sible for resolving the case, or that the
problem is merely aesthetic or formal.
Architecture has something of every-
one because it represents everyone,
and it will be great, strong, and alive to
the extent that everyone can see them-
selves in it as a mirror that reveals their
qualities and defects. Collaboration will
be required from the greatest number
so that the result can satisfy everyone; a serious, concise, well-orientated and
realistic work is needed, the studies of which could perhaps be grouped into
three orders: a) the Portuguese environment; b) existing Portuguese architec-
ture; ¢) architecture and the possibilities of modern construction in the world.

a) In the study of the Portuguese environment, we should consider the two
fundamental elements, Man and the Earth, in their present and historical devel-
opment, mutually influencing each other and conditioning all Architecture that
intends to be built within the Portuguese truth. They are the decisive factors
to be studied in detail in all their manifestations and possibilities, and in those
areas where they can directly affect architecture.

Conditions vary, Portuguese circumstances are different, today’s men are not
the same as yesterday’s, nor are the means they use to get around or live, just as
their social, political or economic ideas are different. If the degree of these varia-
tions is so great, why shouldn't the solutions to be found for today’s Portuguese
be different, much different? Why persist in staying when everything invites us
to take a different path?

Fig. 1

Cover of Cadernos de Arquitec-

tura,n. 1,1947
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b) The study of Portuguese architecture, or of construction in Portugal,
has not been done. Some archaeologists have written about and dealt with
our houses, but from what we know of them, none have given current mean-
ing to their study, making it a collaborative element of the new architecture.
The past is a prison that few know how to get rid of gracefully and produc-
tively; it's worth a lot, but we need to look at it not in terms of itself but in
terms of ourselves.

It is essential that in the history of our old or popular houses we determine the
conditions that created and developed them, whether they were the conditions
of the Earth or the conditions of Man and study the ways in which materials
were used and met the needs of the time. The popular house will provide us with
great lessons when properly studied, because it is the most functional and the
least fanciful, in a word, the one that is most in keeping with the new intentions.
Today it is studied for its “picturesqueness” and stylised in exhibitions for nation-
als and foreigners: there is nothing to expect from this attitude, which leads to
the dead end of the most complete negation that could have been reached.

c) We are men of an era, tragic perhaps, very sad perhaps, decadent even,
but in which not everything is decay and ruin, and which does not feed exclu-
sively on the remains left by other times. It's not hard to see a promising solidity
in contemporary architecture; a new character emerges from new conditions
and, because these conditions also affect us, Portuguese architecture should
be rooted in them without fear of losing its “character”. Individuality doesn't
disappear like smoke, and if we possess it, we have nothing to lose by stud-
ying foreign architecture, otherwise it would be pointless to claim to speak of
Portuguese architecture. It is neither fair nor reasonable for us to close our-
selves off, in self-seeking ignorance, to the works of today’s great masters, to
the new construction processes, to a whole new kind of architecture that is full
of vitality and strength.

We travel around our cities, we visit the countryside and villages, we look every-
where for a new expression in our architecture and the conclusion is always the
same and always the same: in Portugal today, architecture is not being made
and, even worse, we don't even want to make architecture.

The situation only allows for the alternative of either moving forward or stag-
nating in the chaos in which we find ourselves. Faced with this dilemma, we
have decided to opt for the first position, with the firm hope that it is the only
one possible for those who were born to add to the past something of the pres-
ent and some possibilities for the future, for those for whom to live is to create
something new, not out of the stupid desire to be different, but out of the imper-
ative determination of life that does not allow any stoppage or any stagnation,
otherwise posterity will not forgive us.

It would be frivolous to think, and this was one of the mistakes of the creators
of the Old Portuguese House, that the new architecture will emerge in a few
years and all the problems will be solved overnight. It is impossible for today’s
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men to see the complete result of their efforts, but great works and great real-
ities belong not to individuals, but to a community made up not only of those
present but also of those to come, and in this spirit we will be happy to know
that future generations will obtain the solutions we dream of and collaborate on,
without however having the prize of their complete realisation.

Porto, 1947

101

HPA 11202215



David Ordonez-Castanon, Teresa Cunha Ferreira

Designing with History: Intervention in
Preexisting Buildings by Fernando Tavora at the
Dawn of the Third Way (1945-1962)

Fernando Tavora, Portuguese Architecture, Adaptive Reuse, Heritage Buildings, Architectural Design

/Abstract

The period between 1945 and 1962 was extraordinarily produc-
tive for Fernando Tavora, both in terms of theoretical reflection
and architectural production. It is marked by the formulation and
progressive practical implementation of the so-called third way.
Despite the numerous studies on Tavora’s role in the Portuguese
architectural scene during this period, the genesis of his thought
and first experiences of architectural heritage intervention have
not been thoroughly explored. Therefore, this paper aims to inves-
tigate a set of built and unbuilt works that were overlooked by
previous publications, providing new perspectives on his early
professional stages: Casa de Carapegos (1948), Casa das Fidal-
gas (1948-1954), Casa da Foz (Tavora's own house, 1954), Casa
de Além (1956), the project for the Convento de Monchique (1957),
and the renovation of the Casa da Igreja (1958-1961). These
lesser-known seminal designs illustrate the evolution of the
new design principles and methodological guidelines that were
matured and enhanced in subsequent renovation works, which
gained greater attention and pedagogical value. These works also
reveal the influence of other contemporary architects, echo the
theories of relevant philosophers and demonstrate an attempt to
apply the concepts articulated in Fernando Tavora's own essays.
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1. INTRODUCTION
1.1. Context

The period between 1945 and 1962 was incredibly fruitful for Fernando
Tavora, both in terms of theoretical reflection and architectural production, due
to his receptivity and ability to synthesise a wide range of stimuli and influences
that contributed to his intellectual maturity and professional development. As
is well known, during this time he published the booklet O problema da casa
portuguesa (1945 and 1947); he studied on his own through countless and
varied readings; he participated involved in the dissemination of the Modern
Movement and attended the | Congresso Nacional de Arquitectura (1948); he
also attended the CIAM (1951-1959) and other modern architecture confer-
ences (UIA, WoDeCo...); he met and was in contact with members of Team X
and other relevant architects (Ernesto Rogers, Lucio Costa, José A. Coderch,
among others); he led one of the groups of the Inquérito a arquitectura popular
em Portugal (1956-1961); he travelled throughout Portugal and Europe and even
the world (1960); shortly after graduating as an architect from the Porto School
of Fine Arts (1952), he began teaching at the same institution under the guid-
ance of Carlos Ramos, supporting pedagogical renewal, promoting debate and
encouraging his own reflection in texts such as A ligdo das constantes (1952)
and Da organizagdo do espago (1962).

All this contributed to the theoretical foundation and, practical realisation of
the so-called third way, that is, “an evolution of modern architecture with the
capacity to identify with the tradition; a position that implied a certain distrust
of some paths of modern architecture”’, in other words, “a new direction in
Portuguese Architecture, quite different from the rationalist’ and ‘outmoded’
paths being debated”.? This ambition was expressed in highly influential works
such as the Casa de Ofir (1957-1958), the park and tennis pavilion at Quinta da
Conceigdo (1956-1960) or the Escola Primdria de Cedro (1957-1959).

In short, this stage encompasses a series of vital, academic and professional
milestones of the utmost relevance on the Portuguese scene, which have been
studied and disseminated in numerous publications on the architect, especially
after his death in 2005. However, there are still some aspects of his multifaceted
personality that could be explored in greater depth, namely the development of
an approach to built heritage intervention.

The balance between the desire for innovation and the sensitivity to tradition
is reflected in paradigmatic new buildings such as those mentioned above,
but also in the renovation of old constructions. It is precisely in intervention

The study is co-financed by the European Regional Development Fund (ERDF) through COMPETE 2020 —
Operational Programme for Competitiveness and Internationalisation (OPCI) and by national funds through
FCT, under the scope of the POCI-01-0145-FEDER-007744 project, 2020.01980.CEECIND and FCT Pro-
ject EXPL/ART-DAQ/1551/2021. This work is also supported by grant JDC2022-049918-I, funded by MCIN/
AEI/10.13039/501100011033 and by the European Union “NextGenerationEU/PRTR".

1 Javier Frechilla, “Fernando Tévora. Conversaciones en Oporto’, Arquitectura, no. 2671 (July-August 1986): 22-28.

2 Fernando Tévora, “Memdria de ante-projecto. Escola Priméria de Cedro’, in José Anténio Bandeirinha, Fernan-
do Tavora. Modernidade permanente (Guimarées: Associagdo Casa da Arquitectura, 2012), 232.
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designs that the search for a synthesis between apparently antagonistic con-
cepts — past and present, tradition and avant-garde, local and global — takes
on greater force and expressiveness. The ex-novo projects address these
issues by evoking tradition through materials, spaces and forms reminiscent
of vernacular architecture. In the renovation projects, however, this counter-
point moves from the allegorical level to the concrete experience of manipu-
lating historical material. Therefore, the problem is no longer to build modern
architecture sensitive to tradition, but to adapt old buildings to new aesthetics,
functions and requirements, while preserving cultural identity.

Tavora's aim was to create a dialectical interweaving of the old and the new,
break away from the dichotomy between Romantic principles and stylistic res-
toration, but also from the orthodox postulates of modernism. His intention was
to imbricate contemporary creation in the architectural pre-existence, with the
support of a profound knowledge of history. In fact, Tavora was never interested
in the debate on heritage intervention in the terms in which it was being devel-
oped. Although he was familiar with the theories of architectural conservation
(Ruskin, Viollet-le-Duc, Giovanonni, Boito, etc.) he never felt committed to one
position or another, nor he did uncritically accept international charters and rec-
ommendations. He chose a heterodox path, perhaps because these positions
were based on the notion of heritage management as a kind of autonomous
field of architecture, which prevented, directed, or limited the new creation. For
him, any design, whether for a new building or a renovation, involved a trans-
formation of a pre-existing context (be it an object or a space). It was therefore
always a problem of creation, that had to be addressed on a case-by-case basis.
As he stated, “the defence of heritage values is never a passive act of receiving
and conserving, but a creative act of conceiving”.? For this reason, there should
not be an architecture of heritage, hence his criticism of specialisms — para-
phrasing Ortega y Gasset® — and his firm defence of the architect as a “general-

ist specialist in architecture”,® with a broad and integrative vision.

His innovative approach to architectural heritage design has had an enor-
mous impact in Portugal. Works such as the restoration and conversion of the
Santa Marinha da Costa Convent into a Pousada (1972-1985), the refurbish-
ment of the Casa da Rua Nova (1983-1985), the renovation and extension of the
Museu Nacional Soares dos Reis (1987-2001) or the restoration of the Paldcio
do Freixo (1996-2003), among others, are now considered as undisputed
benchmarks. These works are guided by solid principles and modus operandi
founded on theoretical reflection and experimental practices developed in the
1950s. Before the works with greater recognition and dissemination, there are
a number of little-known seminal designs of great interest, as they show the

3 Fernando Tavora, “Memodria descritiva’, 1982, Plano geral de urbanizdo de Guimaraes, Arquivo Fernando Tavo-
ra, Fundagao Instituto Marques da Silva, FIMS/FT/0207.

4 Tévora invoked the Spanish philosopher José Ortega y Gasset, who, in chapter Xl of his famous work The
Rebolt of the Masses (1930), called “The Barbarism of Specialism’”, also criticised the narrowness of the special-
ist's field of vision, “who only knows well the small portion in which he is an active researcher”.

5 Fernando Tévora, “Encontro ‘Para a Edificios’, entrevista por Manuel Mendes’, in Fernando Tévora, ‘Minha
casa”. Uma porta pode ser um romance, edited by Manuel Mendes (Porto: FIMS/FAUP, 2013), [C]1-24.
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development of new principles and methodological guidelines that were later
matured and enhanced.

1.2. Aims and Methodology

This paper aims to develop investigation on a set of built and unbuilt works
designed by Fernando Tavora that were overlooked by the previous studies,
in order to provide new interpretations on the significance on his approach to
architectural renovation. These are barely published or even unpublished pro-
jects, which individually may not be of the greatest relevance, but taken together
they reveal the roots of his ideas about design in heritage buildings. This article
intends to provide new perspectives on his early professional period in the mid-
20th century, when the concepts of the third way emerged. It also seeks to high-
light the influence of other contemporary architects (such as Le Corbusier, Lucio
Costa, Ernesto N. Rogers), to show the impact of some philosophers (Ortega y
Gasset, Benedetto Croce, Anténio Sardinha), and to examine how these works
reflect the ideas contained in his own writings.

The period studied is therefore limited by the publication dates of the man-
ifesto O problema da casa portuguesa (1945)° and the essay Da organizagdo
do espago (1962)’. It was during this period that Tavora was able to resolve his
deep crisis of identity and creativity, give tangible form to his proposal for a third
way (as an open solution to the crisis) and develop principles for intervention
in pre-existing buildings. The selected case studies, presented in chronological
order, are considered by the authors to be the most representative and illustra-
tive of this evolution.

The methodology required a review of the literature on the subject, as well as
extensive archival research in the architect’s professional collection at the José
Marques da Silva Foundation Institute (FIMS), complemented in other public
archives. One of the main limitations is the scarcity of documentation on these
early projects. This gap is filled by the collection of other sources, such as the
oral testimonies of Tavora’'s family, friends and collaborators who worked in his
studio, which provide unique and original insights. In the case of completed pro-
jects, the buildings themselves constitute a fundamental resource, visited and
exhaustively documented through architectural surveys, drawings and exten-
sive photographic reports.

The following case studies are located in the broad geographical area of the
Douro Litoral and Minho regions — with the exception the Casa das Fidalgas
— and were developed within the time span between 1948 and 1961. The ana-
lisys is based on archival documentation and on the interpretation of the design

6  Fernando Tévora, “O problema da casa portuguesa’, Aléo, no. 9 (November 1945). This manifesto was later
revised in Cadernos de Arquitectura, no. 1 (1947).

7 Tavora submitted the essay Da Organizacdo do Espago for the exams for Associate Professor in 1962. It was
published in 1982, becoming a must-read text for incoming students at the FAUP. In this research, the consulted ver-
sion was the Spanish edition: Sobre la organizacidn del espacio (Universitat Politécnica de Valencia / FIMS, 2014).
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principles, framed within the wider context of Fernando Tavora's personal
research and career development. The design process is presented in chrono-
logical order, starting with the characterisation of the pre-existence, the interpre-
tation of the design strategy, the examination of some relevant tectonic aspects
and, finally, a brief allusion to critical repercussions.

2. INTERVENTIONS IN PRE-EXISTING BUILDINGS AT THE DAWN OF THE
THIRD WAY

2.1. Hesitation and Oscillation in Tavora’s First Designs

Fernando Tévora's last years at the School of Architecture (ESBAP), in the
mid-1940s, were marked by the discovery of modern art, Picasso and Pessoa,
but especially Le Corbusier, who emerged as a dazzling figure for his personal-
ity and extraordinary creative capacity. But the interest in the avant-garde grew
just as strongly as a conflict between his antagonistic identities: a solid home
culture (classical art, historical architecture, the value of permanence in aristoc-
racy, rurality...) and modern culture (functionalism, technology, the break with
the past...). In Tavora's own words, it was, “a crisis caused by a certain incom-
patibility between a rationalist formation and a familiar, ambient one; and also,
in a certain way, with a temperament that did not adapt to that formation”®

To soothe this conflict of identity, he turned to books, looking for answers
to the theoretical concerns that the EBAP neglected. it was not until some
years later that this attempt to integrate modernism into ancient buildings was
effectively achieved “an inability to express graphically, in terms of space, of
Architecture”.? Moreover, the multiplicity of references and languages provided
by the eclectic training at the EBAP — with a solid academicist base, to which
was added German and Italian fascist architecture, but also European ration-
alism and Brazilian modernism — caused great disorientation.'® He himself
stated that modernism in his education was presented from a stylistic point of
view."" All this is reflected in the ambiguity of his beginnings as a designer, with
a succession of projects of very different nature and unequal interest.

The fascination he felt for Le Corubiser is clearly reflected in his first unbuilt
proposals, such as the Casa da Rua do Vilar (or Casa de Alcinda Guimaréaes,
1946) or the Creche de Tomar (1947), which are closely related to the classical
principles of the Modern Movement. The preliminary urban plan of Campo
Alegre (1949) and the Unidade Residencial de Ramalde (1952-1960), devel-
oped at the Planning Department of the City Council, followed the Athens
Charter as well. Other interesting built projects, such as the Grupo Residencial

8  Fernando Tavora, “Entrevista’, Arquitectura, no. 123 (1971): 150-154.

9 Tavora, “Entrevista’. See translation: Fernando Tavora, “O meu caso’ [diaristic text, 23/12/1944], in Fernando
Tévora, “Minha Casa” | Prologo, edited by Manuel Mendes (Porto: FIMS, 2013), [C3]_16-17.

10 Tavora, “Entrevista’, 150-154.

11 Tavora, “Entrevista’, Jornal de Letras (24/5/1988) at Bernardo José Ferréo, “Tradigdo e modernidade na obra
de Fernando Tavora 1947/1987", in Luis Trigueiros, ed., Fernando Tavora (Lisboa: Blau, 1993), 23-46.
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dos Armazenistas de Mercearias (1952-
1953), the Bloco de habitagdes na Avenida
de Brasil (1952-1954) also show a strong
attachment to the Modern Movement.

Committed to renewing Portuguese
architecture, Tavora began to reflect on the
application of modern design in pre-exist-
ing buildings. This was suggested, albeit
experimentally, in the sketches for the
Casa Bernardo Tdvora (1951) in Anadia.
According to Francesco dal Conte, this
unrealised project consisted of the interior
remodelling and the reconstruction of a
fagade of an existing house. In addition to
the simplicity of the forms and volumes,
Fernando Tavora resorted to regulat-
ing lines to define the proportions of the
new fagade.'” This design approach — as
well as the drawing itself — is strongly
influenced by the cubist experiences of
Le Corbusier."® However, it was not until
some years later that this attempt to inte-
grate modernism into ancient buildings
was effectively achieved. [Fig. 1, 2].

At the same time as these avant-garde
projects, he also designed other modest
works, without any apparent innovative formal pretensions, using conventional
systems and materials from Tavora's first documented project in the FIMS
archive is the Casa de Diogo Tavora (1946-1947)," a new house of which he
himself admitted that its external appearance “do not have any stylistic inten-

» 15

tion"." It certainly does not show any relevant aspects beyond the conventions
of the moment.

Shortly afterwards, he was commissioned to renovate and extend a farm-
house in Carapegos (1948), near Barcelos. The scarce documentation shows
that the additions reproduce the forms and materials of the old house (built
with masonry walls, timber-framed roof, traditional curved roof tiles, wooden
joinery, traditional plastering, etc.). Not only did the young architect reject any

12 Francesco Dal Conte, “L'archivio Tévora”, in Antonio Espdsito, Giovanni Leoni, Fernando Tévora, opera comple-
ta (Milano: Electa, 2005), 337-339.

13 Despite some drawings of this project being published in the aforementioned book, no information has been
found in the architect’s archive.

14 Although Fernando Tévora took on the role of designer, his first projects were developed under the responsi-
bility of his elder brother, the civil engineer Bernardo Ferr&o.

15 Fernando Tavora, “Memoria descritiva’ da Casa Diogo Tavora, 1946, Arquivo Fernando Tavora, Fundag&o
Instituto Marques da Silva, FIMS/FT/0001-pe, fl.2.

Fig. 1,2

Casa Bernardo Tavora. Study
drawings by Fernando Tavora,
1951, published in: Antonio
Espdsito and Giovanni Leoni,
Fernando Tévora, opera comple-
ta (Milano: Electa, 2005): 290.
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contemporary gesture, but he also intended the extension to mimic the pre-ex-
istence, as stipulated in the contract documents (special conditions for the
mason):

..the walls and foundations will be built with the dimensions and appear-
ance of the existing ones, so that the new part cannot be distinguished
from the existing construction. The greatest care must be taken in the ex-
ecution of this clause, especially with regard to corners, thresholds, lintels
and openings in existing walls.®

2.2. Permanence in Classicism: Casa das Fidalgas (1948-1954)

The project that perhaps best represents this conservative facet of Fernando
Tavora's early career is the addition of a new veranda to the Casa das Fidalgas.
The renovation of this 17th and 18th century manor house was his first signifi-
cant intervention in historic architecture. However, he was already very used to
this type of building, as his family owned several stately homes and he had been
interested in discovering their history and forms since childhood."”

Much of the documentation on this work consists of the correspondence
between the young Tavora and the owner of the house, the engineer Pedro
Brum da Silveira Pinto, who was probably a friend of the family. The letters
reveal a shared interest in Portuguese history, art and architecture,® as well
as providing information on the chronol-
ogy and circumstances of the design pro-

cess. Tavora visited the house for a few = —.“—---i =l

| [N
days in early 1948 to make a schematic ==l

ks = I

survey, and over the course of several
years Pedro da Silveira asked him for suc-
cessive designs and alterations, which

the architect followed up by letter [Fig. Ly Ty

3]. The work was extensive: the roof was ' f_ | o N i i
R ERRe— g gt

replaced, some of the interiors were ren- 4 \!‘-[— ."E y & |i

ovated, and a veranda was added to the
facade facing the garden.

16 Fernando Tévora, “Caderno de encargos (condigdes gerais e condigdes especiais)’, 1948, Casa de Cara-
pecgos, Arquivo Fernando Tavora, Fundagdo Instituto Marques da Silva, FIMS/FT/0005-pe, fl. 1-5.

17 “._my mother had three or four old houses, (...) when | was 12 years old, | used to go to a house in Minho
that had a tower, but there was also a house in the south that no had no tower and was a horizontal house. Our
house was horizontal. All of that got me hooked on [wondering about] the reason for things”. Fernando Agrasar,
“Entrevista con Fernando Tavora”, in Ana Dominguez Laifio (ed.), Fernando Tavora (Corufia: C.0.A.G., 2002), 12-13.
See also: Fernando Tavora, “Encontro para a Edificios; entrevista por Manuel Mendes”, in Fernando Tavora, ‘Minha
casa”. Uma porta pode ser um romance, edited by Manuel Mendes (Porto: FIMS, 2013), [C]1-24.

The architect’s recently published texts and drawings reflect that the architecture of manor houses was a constant
theme of research and drawing in the 1940s. Tavora sketched typological classifications of the wide variety of
solutions according to morphological schemes and based on the composition, decoration and characteristics
of their elements. See: Fernando Tévora, As raizes e os frutos, palavra, desenho, obra (1937-2001). ‘O meu caso’
Arquitectura, imperativo ético do ser 1937-1947, edited by Manuel Mendes, tomo 1.1, (Porto: FIMS/FAUR, 2020).

18  Forexample, in one of the letters he sent to Tavora, Silveira included some drawings of a very specific mould-
ed handrail and a sculptural finial of a 17th century staircase of the Pago dos Condes-Duques de Barcelos, which
he wanted to reproduce in the house. See: “Correspondence sent by Pedro da Silveira to Fernando Tévora”, Casa
das Fidalgas, Arquivo Fernando Tavora, Fundagao Instituto Marques da Silva, FIMS/FT/0058-pe.
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ca. 1948 (FIMS/AFT, ref. 0058-
0006).



The correspondence suggests that the owner played a very active role in the
design, as evidenced by successive corrections to the sketches: “...I would pre-
fer [the veranda] with only two arches, two side doors, six vaults, seven col-
umns and the central railing replaced by stone”.” Both Tavora's drawings and
the client’s appraisals reflect that they intended a design inspired by the existing
verandas in the area, which they had visited and even surveyed.” Indeed, these
open-air galleries are found in many 17th and 18th century Baroque palaces
in northern Portugal, so this addition would “complete” and “perfect” the exist-
ing building, approaching an ideal model and also seeking a dialogue with the
veranda of the neighbouring Paldcio de Santar. The work was still in progress
in 1954, when Silveira asked the architect for detailed solutions, questioning for
the exact dimensions and proportions of the colonnade with reference to the
classical models (“If you have the Vignola there, please see the vera-efigie of
the Tuscan Order"”").

In this work, Fernando Tavora adopted a traditionalist position, contrary to the
ideas he had recently expressed in the essay O problema da casa portuguesa
(1945 and 1947). He integrated the veranda into the mannerist aesthetic, refus-
ing to introduce any architectural expression associated with Modernism. It is
not clear whether this choice was due to the hesitation at the beginning of his
career, or whether it was a deliberate attempt to achieve a homogeneous old
image of the building.”” It is important to bear in mind that the intervention of the
owner could also have a strong influence on the design and the result. It should
not be ignored that Tavora grew up in the context of aristocratic society and was
therefore marked by a kind of cult of the past.

Whatever the case, the young Tavora assumed the role of a Baroque architect.
In a way, this exercise in revivalism anticipates the Violletian approach he would
later adopt in some works practised later, which consisted of recreating the
forms and atmospheres of historical architecture. The architect himself joked
with his colleagues at the Convento da Costa when he decided to rebuild an old
staircase: “we will be better Baroque architects than the Baroque architects”; he
also said ironically that “the people who built it didn't know how, and | did it much

19 Casa das Fidalgas, Arquivo Fernando Tavora, Fundag&o Instituto Marques da Silva, FIMS/FT/0058-pe, 4 July
1948, fl. 67-68.

20 "We went to see the verandas around here and the beautiful veranda of the Misericordia of Mangualde,
whose spans range from 1.55, 1.82 and 2.15m. | must therefore ask you to please send me another sketch as
soon as possible, with seven columns and six spans of 2.5m each’. Casa das Fidalgas, Arquivo Fernando Tavora,
Fundag&o Instituto Marques da Silva, FIMS/FT/0058-pe, 22 July 1948, fl. 64.

21 Casa das Fidalgas, Arquivo Fernando Tévora, Fundagéo Instituto Marques da Silva, FIMS/FT/0058-pe, 16
August 1954, f1. 10-11.

22 The reconstruction of the Palacio da Bacalhda (near Setubal), which Fernando Tévora visited in 1944, may
have been a point of reference for this commission. This visit gave him great pleasure: “My impressions are the
best. When [Mrs. Scoville] bought it, the house was in a miserable state. The main veranda had fallen down, the
low arches were broken and scattered, the roofs and ceilings were all ruined and suffering the attacks of time. (...)
The current owner has done a remarkable job there, furnishing the house with great taste, and always taking care
to respect what was done by the primitive lords of Bacalhoa. The renovation of the three bathrooms — which the
house certainly never had —, the spiral staircases, the kitchens, the oratory, has been very successful”. Fernando
Tévora, diaristic text, 2/1/1944 (AP2-p. Notas/fl. 52v), in Tavora, As raizes e os frutos, palavra, 369.

23 Carlos Moura Martins, in conversation with the authors (Porto, 3 September 2019). See: David Orddfiez-
Castarion, Eleonora Fantini, “Conversa com Carlos Martins”, in Teresa Ferreira, David Ordéfiez Castafion, Eleonora
Fantini, ed., Novo/Antigo. Fernando Tdvora: conversas (Porto: FAUP/FIMS/Afrontamento, 2023), 84-105.
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better”.** His friend Sérgio Fernandez tells another similar anecdote, which hap-
pened after visiting the palaces of Santar (several years after the project). When
Fernandez later met Tavora, he said to him: ‘| went to see a very beautiful manor
house, that had a fantastic veranda...”; to which Tavora replied: ‘| appreciate your
words very much! That 17th century veranda was made by me!”?®

This ability to design new classical architecture demonstrates a deep knowl-
edge of history of art and construction. When he began designing the Santar
veranda, at the age of 24, he was already an expert on Portuguese art and archi-
tecture. At the time, he had a varied and extensive collection of books that he had
carefully read, and he had also acquired first-hand knowledge of historical build-
ings thanks to travelling since childhood with family friends and his father (an
art enthusiast who took him to visit churches and palaces all over the country).”

This work is certainly not the most representative of Fernando Tavora’s best
known architecture, as he avoided innovation and designed the new element as
it could have been made in the 17th century. Perhaps for that reason this project
has not been included in any of the main publications on the architect. It is, how-
ever, a great example of his ability to get on with the architectural languages of
the past, a skill he would continue to exercise occasionally afterwards.?’

Pedro da Silveira, a staunch monarchist, died without issue in 1978 and left
the Casa das Fidalgas to the head of the Portuguese royal house. Dom Duarte
de Braganga, Duke of Viseu, lived in the house for many years until he gave it
to the Santar Vila Jardim project. The building has recently undergone a major
refurbishment to become a luxury hotel and spa.

2.3. A Bridge between Past and Future: Casa Fernando Tavora (1954)

In the above cases, the commitment to modernity and the continuity in tradition
followed separate and unconnected paths. Hence the renovation of the house in
Rua Senhora da Luz represents a step forward in achieving a third way, a success-
ful attempt to combine in the same building the preservation of the character of
the old residence with the introduction of a more contemporary expression. What
had to be made anew is neither mimicked in the old forms, nor is it conceived as
a modern mask alien to what existed before. Modern design was palpable, but
however limited to small, almost surgical operations, since the priority was to
maintain the type-morphological matrix of the existing building.

This house, located at the seaside in Foz do Douro, with private access to the
beach, was one of the villas built at the end of the 19th century to accommodate

24 Sérgio Fernandez, in conversation with the authors (Porto, 5 August 2019). See: David Ordofiez-Castafion,
“Conversa com Sérgio Fernandez”, in Teresa Ferreira, David Ordofiez Castafion, Eleonora Fantini, ed., Novo/Antigo.
Fernando Tavora: conversas (Porto: FAUP/FIMS/Afrontamento, 2023), 42-59.

25 Ordofiez-Castafion, “Conversa com Sérgio Fernandez”.

26 Numerous youthful drawings and writings on Portugal’s historical architecture have been published in Tavo-
ra, As raizes e os frutos, palavra, desenho, obra (tomo 1.1).

27 Another representative example is the neoclassical gate in Rua da Rainha Dona Estefania, Porto, designed
in 1970-71.
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the bourgeois families of Porto, who went to the coast for sea bathing. This

fashion began at that time due to the spread of its medicinal benefits. The
building corresponds to the common typology of a holiday rental house, with
two floors, a central staircase and a corridor that runs along the building, giv-
ing access to several bedrooms. Fernando Tavora inherited the house from his
“Aunt Maria José”, whom he often visited during his childhood, taking advantage
of the peace and inspiration of the sea to read, write and draw, so the building
had a great emotional value for him.

He undertook the first works in the early 1950s, and moved there permanently
in 1954, after marrying Maria Luisa Menéres. The house was transformed at
different times as new demands and economic possibilities emerged. In this
sense, the architect himself considered it a “living organism”, flexible enough
to adapt to changes within the family. Works were developed with only a few
schematic sketches; instructions were given directly to the workers on site
and common building materials and systems were used [Fig. 4, 5]. The aim
was to maintain almost everything that existed: “the old windows and shutters,

4]

Fig. 4

Casa Fernando Tdvora. Drawing
of the west elevation (FIMS/
AFT, ref. 0023-0003).

Fig. 5

Casa Fernando Tavora. View of
the north fagade, 2007 (Luis
Ferreira Alves, courtesy of José
Bernardo Tavora).
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the doors and trim, the floors, the staircase with its handrail”,*® with punctual

repairs where necessary, which go unnoticed, promoting a balance between
the preservation of the “old meat” and the essential modern solutions.

One of these contemporary updates is the skylight that illuminates the stair-
case. Moreover, some partitions were removed to create larger rooms and a
more open and fluid space, emphasizing a path that goes from the entrance
over the street (“cold and noisy”) towards the common room in the back (“warm,
bright and opening over the sea”) [Fig. 6]. Fernando Tavora installed his first
library and workspace in this room, so he designed a new frame for the window
next to his desk (“the window of a lifetime”, according to his son), composed
of two fixed panes of glass, in order to get more light and a better view. At the
same time, he closed one of the windows facing the sea to avoid the unstable
light from the west, and placed the showcase displaying his collection of ivoires
in the niche thus created.

Indeed, the interior, the architect's “physical and spiritual refuge”, faithfully
reflects his varied vital and intellectual interests. Thus, although the house had
only the basics when he arrived, it was gradually filled with a remarkable art
collection, which combines ancient pieces (sculptures, tapestries, alabasters,
porcelains, etc.) with some more contemporary ones, such as paintings by Julio
Resende. The eclecticism of this collection reflects his strong impulse to rec-
oncile a firm anchorage in traditions and the need to seek a current sense in
the avant-garde expressions, “just a bridge between past and future”® In the
same way, the furniture is a relaxed mix of old pieces (Renaissance, Baroque,
Neoclassical) with others of modern design, such as the lamps by Alvaro Siza
and other pieces designed by Tavora himself, such as the sofa in the living room,
or the dining room table and chairs. This diachronic interior design also demon-
strates the architect’s interest and identification with the artistic manifestations
of the Portuguese people throughout history, as well as confirming that the
value given to the objects is not mainly based on their antiquity, but on their

28  Fernando Tévora, Maria Luisa Menéres, “Uma casa na Foz do Douro’, Arquitectura & Decoragéo, no. 6 (1969):
47-53.

29 Tévora, Menéres, "Uma casa na Foz do Douro”.
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Fig. 6

Casa Fernando Tavora. Plan
(FIMS/AFT, ref. 0023-0001).



“authenticity and quality”, regardless of the
as well as in which they were produced (an
interpretation that can be directly extrapo-
lated to his way of understanding the inter-
vention in the architectures of the past)
[Fig. 7, 8].

In summary, this modest renovation dis-
plays some of the characteristics of a per-
sonal modus operandi that would mature
in subsequent renovations with greater
impact. This house, in common with the
later houses in Briteiros and Pardelhas,
reflects: a subtle Modernism manifested in
cautious gestures, an interior adapted to
new lifestyles, respect for the typology, the
use of traditional materials and the slow
development of works, performed by local
workers almost without any project draw-
ings (what he would later call cane archi-
tecture™). Despite its interest, this work had
no significant presence in subseqguent mon-
ographs and studies on Tavora. It is worth
mentioning, however, a complete report
in an issue of the magazine Arquitectura &
Decoragédo in 1969, which focused on the
houses of several renowned Portuguese
architects”. Fernando Tavora lived in this
house until his death. It has recently under-
gone significant alterations.

2.4. “Continuity is Interesting when it is Verified”: Casa de Além (1956)

Shortly after the delicate transformation of his own house, Tavora renovated
another family house in Santo Estévédo de Barrosas (Lousada) for his in-laws.
Although he followed the same guidelines of respect for the old, he carried out
some daring modern operations that initially caused astonishment in the family,
as they were considered too transgressive.

The Casa de Além was a small agricultural complex, comprising a house,
a yard and outbuildings (the dryland, the caretaker's house, the stables). The
history of the estate is linked to one of the lineages of the Pachecos of Santo

30  Alvaro Siza explains the meaning of this concept: “In Portugal we use the expression arquitectura de bengala
(cane architecture) to describe the way in which lines are drawn on the ground with a cane to make something clear.
This was a common practice in the past, and | even used it myself to make myself understood in the building site”.
Juan Domingo Santos, “El sentido de las cosas (una conversacion con Alvaro Siza)", El Croquis, no. 140 (2008): 6-62.

31 Tévora, “Uma casa na Foz do Douro’, 47-53.

Fig. 7,8

Casa Fernando Tavora. Photo-
graphs of the interior of Fernan-
do the house: passage room
and living room, respectively
(Gustavo Leitdo, published in
Arquitectura & Decorag¢ao, no. 6
1969, 47, 51).
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Estév&o de Barrosas, whose genealogy is well documented.® Although the orig-
inal construction may date back to 1527, a simple reading of the walls allows
us to distinguish several phases. Different landlords commissioned expan-
sions and remodelling along the 17th and 18th centuries, as evidenced by the
epigraphic remains.*

The house consists of a compact and
robust two floor volume, built with large
granite blocks in sight and with few open-
ings (of a square proportion and small size).
The lower floor housed the cellar and the
stables, being now an ample space where
the kitchen and the living room are located.
The dwelling itself occupied the upper
floor, accessed through a porch attached
to the east fagade [Fig. 9, 10]. The hous-
ing includes a main room, two bedrooms
and a bathroom. The wooden ceiling of
the room, the carved wooden furniture, the
fagade of the yard, the ornate hardware or
the slightly decorated porch columns are
signs of social distinction of a humble rural
gentry even if proud of its lineage. Were it
not for these small ornamental motifs, the
Casa de Além would be nothing more than
a farmhouse dedicated to the cultivation of
maize and livestock, similar to many others
described in the Inquérito a Arquitectura
Popular em Portugal, in which “there is not
the slightest ostentation, on the contrary,
everything is measured by the canons of a
sober and dignified life, that extends in ges-

tures, habits and markedly rustic objects” *

When the works began the house was quite deteriorated, particularly the roof.
However, the walls, floors and wooden ceilings had resisted and were in a good
condition, so they could be preserved. Thus, the volume, the main structures and
the exterior appearance of the house remained almost unchanged, and it was
inside that the greatest transformations took place. The desire for continuity —
to maintain the environment of a humble but proud nobility — manifests itself
in the upper floor, where the old atmosphere of the noble house was preserved

32 Abilio Pacheco de Carvalho, Pachecos: subsidios para a sua genealogia (Lisboa: Editora Gréfica Portuguesa,
1985).

33 Manuel Nunes & Paulo Lemos, “O livro ‘Pachecos’: contributos genealdgicos para a arqueologia de Santo
Estévdo de Barrosas (Lousada)’, Lousada. Revista da Cdmara Municipal de Lousada, no. 133 (2015): 21-25.

34 Associagéo dos Arquitectos Portugueses, Arquitectura Popular em Portugal (Lisboa: Associagdo dos Arqui-
tectos Portugueses, 2017 [1961]), 43.
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Fig. 9,10

Casa de Além. North facgade
and veranda (photo by David
Ordéfiez-Castafion).



and enhanced. Most of the original elements were
preserved (such as the floors and wooden ceilings,
the old doors and shutters, and even the baroque
furniture). The changes made and the new ele-
ments, although with simplified lines, maintain
the colour and materiality so as not to subvert the
character of the space [Fig. 11].

This claim of continuity is manifested in one of
the rare comments published on the work. The
architect refers, on the one hand, to his awareness
of the historical significance of the house and,
on the other, to the satisfaction he enjoys from
continuing with traditional techniques and labor.
Tavora is pleased with the fact that the work was
carried out by artisans who inherited the knowl-
edge, and even the blood, of those who intervened
in the works centuries before:

...Many years ago, | made a house for my
in-laws, one of the first things | did after |
got married in 1954, which had been built
by a mason, called Monteiro [..]. They were
houses that had originated in a subdivision
of the community in the seventeenth-eight-
eenth centuries. They were very small houses. Really, the man, the work
he did, represented several generations of masons. So | had there as
foreman a guy who was probably a great-great-great-grandson of the
guy who had built the house. So this is real continuity and it is quite
interesting when it happens, is it not? Continuity or even unrecognized
capabilities, often even not conscious.®®

On the other hand, the ground floor underwent a radical transformation to
create a domestic space according to the use and way of life of a new time.
This is reflected in the unitary conception of space — an indisputable feature
of the Modern Movement —, instead of traditional atomization, thus providing a
greater sense of amplitude in this limited area, although suggesting fragmenta-
tion in various ways. The living area, the dining area and the kitchen are individ-
ualized by their topographic treatment, the arrangement of the furniture or their
delimitation through low walls [Fig. 12].

In this context, there is an attractive contrast between the old materials and
some elements of modern expression that indicate the contemporaneity of the
design, such as the white and smooth volumes that define the sofa or delimit
the kitchen. The fireplace — which was not executed — would also contribute

35 Jodo Leal, “Encontro ‘Fernando Tavora sobre o Inquérito a Arquitectura Popular em Portugal”, in Fernando
Tévora, ‘Minha casa’. Uma porta pode ser um romance, edited by Manuel Mendes Porto: FIMS/FAUP, 2013): [0]1-20.

Fig. 11

Casa de Além. Main room of

the upper floor, which con-

serves the original shutters and
wooden cupboards (photo by

David Ordofez-Castafion).
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to this contrapuntal relationship between new and old, as shown in the various
sketches in which the architect studies several alternatives, seeking the right
proportions and contrast between the white and smooth surfaces of the fire-
place and the roughness of the masonry walls [Fig. 12, 13]. Moreover, as we

have seen in the previous case, there is a relaxed mix of antique furniture with
various pieces of avant-garde design — including two chairs of the Diamond
series,® conceived in 1953 by Harry Bertoia —, as well as a sculptural spiral inte-
rior staircase connecting the two floors. Regarding the old doors and shutters,
the architect overlapped a new exterior sheet, composed of a single large glazed
panel mounted on a sturdy wooden frame painted of an intense red (originally

36  This iconic chair represented cover of Domus magazine in May 1956, when the house was being renovated,
and represented an innovation for its lightness and unique shape based on welded steel rods, a technique hitherto
unusual in the production of comfort furniture. This piece, ethereal and delicate, contrasts with the heavy solid
wooden furniture of the traditional house.
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Fig. 12

Casa de Além. Casa de Além,
ground floor (photo by David
Ordofiez-Castafion).

Fig. 13,14

Casa de Além. Fireplace stud-
ies, 1956 (FIMS/AFT, ref. 0065~
pd0001 and 0065-pd0002).



with white rims). This practical solution enables the interior to be illuminated,
protecting the original carpentry from the weather, retaining heat and bringing
some freshness to the image of the building. With this eye-catching tonality,
Tavora manages to highlight the modernity of the intervention [Fig. 15].

In this approach to a “modern vernacular” the reference to Le Corbusier
seems to be present again. Recall the set of houses designed in the early
1930s, such as the Maison Mandrot (1929-1932) or the Maison Errazuriz
(1930), in which the rough aspect of traditional materials is combined with
the sophistication of modern construction systems, the transparency of the
glazed spans and the rationalist compositional grammar. This reference
can also be filtered by Alfredo Viana de Lima, the most corbusian of the
architects of Porto (with whom Tévora went to the CIAM) and who also car-
ried out in this period some intervention works in a rural context, such as
the Casa Dr. Olivio Franga (S&o Pedro, Vila Verde, 1952) or the Casa das
Marinhas (Marinhas, Esposende, 1953-1957). In fact, the original two-tone
treatment of the carpentries of the Casa de Além can be related to the play
of colours in Viana de Lima’s house.

Despite the introduction of contemporary systems and materials, this work
displays careful repair of pre-existing elements, as shown by the delicate grafts
performed on the old doors, the introduction of structural reinforcements or the
replacement of deteriorated rafters. Thus, this work is halfway between the phil-
ological conservation of pre-existence and formal innovation. Tavora rehearses
here a creative relationship between the new and the old, combining the inser-
tion of modern elements with the preservation of the house's identity so as to
overcome the traditional separation between new construction and restoration.
Notwithstanding the undoubted interest of this renovation, it was not reviewed
in other publications about the architect, nor did he himself endeavoured to dis-
seminate it.

15|

Fig. 15
Casa de Além. Photograph

taken in August 1972, showing

the original colours of the

window frames, painted white
and red (FIMS/AFT, ref. 0065-

foto0002).
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2.5. Superimposed Modernism: Convento de Monchique (1957)

The bold gestures made in the Casa de Além anticipate other intervention pro-
jects in which modernity was introduced in a much more assertive manner, but
not without profound respect for the spirit of the pre-existence. At the beginning
of 1957, Fernando Tavora drew up a preliminary project for the reconstruction
of a ruined convent in Porto. The Convento da Madre de Deus de Monchique
was made up of a series of constructions dating from the 15th, 16th and 17th
century,¥ distributed around a central courtyard, with some remarkable pieces,
such as the chapel portal, a Manueline portal and the main body of the convent,
which held the refectory and the monks’ cells. Despite its great heritage value,
the whole complex was in a poor state of repair and had been converted for
industrial use.

The project involved the transformation of the main wing into a group of dwell-
ings for workers of different types and sizes. Tavora was faced here with the issue
of adaptive reuse of buildings of high significance, a challenge he met with great
sensitivity at a time when heritage preservation was not a major priority. The archi-
tect himself considered this commission as tempting as it was difficult: “tempting
because it is, it can be said, an innovative work in a building that is worthy of the
greatest interest; difficult, because it is a matter of adapting an old building, with

very specific characteristics that should be preserved, to a new function”.®

The apartments would be arranged transversely, served by external concrete
galleries supported on corbels anchored to the existing walls. The sanitary facil-
ities would be concentrated along the former central corridor of the building,
freeing up the external space to facilitate light and views to the outside [Fig. 16,
17]. In this way, most of the existing openings would be preserved, and the few
new ones would correspond to old built-in cupboards, (where there were already
niches in the wall), with “dimensions that do not in any way detract from the

spirit of the existing layout”.®

Indeed, this project foresees the importance that the comprehensive study of
the past of the buildings would have in Fernando Tavora's subsequent works. In
the project report, the architect states that knowledge of the entire history of the

convent was”".*°

This interesting document also reflects his concern to restore the typological
clarity of the building complex, removing, if necessary, any spurious construc-
tion that prevent a proper appreciation of the whole and the understanding of the
historical processes. In this case, the general plan suggested “a dream that the
authors could not hide: the reconstruction of the old courtyard of the Convent,

37 Tiago Trindade Cruz, “Patriménio e Desenho Digital Metodologias e abordagens aplicadas ao convento de

Monchique no Porto (a ruina, o demolido e o transformado)” (PhD Thesis, Faculdade de Letras da Universidade
do Porto, 2022).

38  Fernando Tévora, “Memoria descritiva’, 1957, Anteprojecto de recuperagdo e adaptagdo do Convento de
Monchique, Arquivo Fernando Tdvora, Fundagdo Instituto Marques da Silva, FIMS/FT/0039-pe, fl. 9-13.

39 Tavora, “Memdria descritiva’.

40 Tavora, "Memodria descritiva’.
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with the Chapel in the background and a fountain in the centre, a reconstruction
that poses the main difficulty, but is perfectly solvable, of demolishing the ware-

houses that currently occupy the surface of the same courtyard”.*

Thus, the architect argues that his choices are aimed at restoring the coher-
ence of the monastic complex with the greatest respect for the existing struc-
ture, but at the same time, the proposed solutions respond to a language of
strong modern affiliation. This is clearly visible in the northeast fagade, which
is superimposed by the new, markedly horizontal external corridor. In addi-
tion,, the openings that were formerly covered by square windows would be
enclosed by large panes of glass [Fig. 18].

Moreover, while the spatial integrity of the old refectory was to be preserved,
the upper floors — where, the old cells had already been lost — were to be
deeply renovated. The work was to be extensive due to the state of conserva-
tion and the requirements of the new function. This meant that only the outer
walls and some of the inner walls could be preserved.

Although this project was never completed and has not been included in any
relevant publication on the architect, it represents an interesting precedent for
other cases of adaptive reuse of monastic buildings by Fernando Téavora, some

41 Tévora, "Memoria descritiva”.

Fig. 16,17

Convento de Monchique. Plan
and elevation of the preliminary
project, 1957 (FIMS/AFT, ref.

0039-pd0003 and 0039-
pd0007).
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of them with such impact and importance and significance as the Pousada da
Costa (1972-1989) and the Escola Agricola de Reféios de Lima (1986-1993).

2.6. “A Healthy Restoration Criterion”: Casa da Igreja (1958-1961)

Following a similar approach, the renovation of the Casa da Igreja, in Mondim
de Basto, brings together a set of design principles outlined in the previous works.
This work, contemporary with other paradigmatic projects by the architect such
as the Ofir House and the Cedro School, represents a firm step towards the
materialisation of the sought-after third way, which aims to reconcile seemingly
opposing concepts. In addition to this, Tavora has sought to strike a balance
between respect for the identity and main features of the old building with new
requirements and an updated image. Even though this work has not been widely
disseminated,* it represents a valuable experience from an important period in
the career of the architect.

The Casa da Igreja [House of the Church] is a manorial estate from the last
quarter of the eighteenth century, on the site of a previous construction dating
back to 1575. The building is organized in an “L” shape, on a sloping plot. It has a
partially buried floor and a noble, residential floor, accessible by a staircase from
the front garden. In the main fagade, the rhythmic arrangement of the spans

42 This work has received little attention in architectural publications, except for a brief publication in a mono-
graphic issue edited by Nuno Portas, “Arquitecto Fernando Tavora: 12 anos de actividade professional”, Arquitec-
tura, no. 71 (July 1961): 31. The authors have recently published several studies on this project: David Ordéfiez-
Castafién, Teresa Cunha Ferreira and Santiago Sanchez-Beitia, “Towards a new approach of architectural heritage
intervention in Portugal: Fernando Tévora and the refurbishment of the Casa da Igreja of Mondim de Basto (1958-
1961)", WIT Transactions on the Built Environment, no.191 (2019): 187-198. https://doi.org/10.2495/STR190161
See also David Ordofiez-Castafion, Teresa Cunha Ferreira, Santiago Sédnchez-Beitia, “Adaptive reuse of manor
houses: modernism and tradition in Fernando Tavora’s approach for heritage renovation”, International Journal of
Sustainable Development and Planning, no. 3 (2021): 569-578 https://doi.org/10.18280/ijsdp.160318.
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Fig. 18

Convento de Monchique.
Section of the preliminary
project, 1957 (FIMS/AFT, ref.
0039-pd0004).



and the horizontality of the elevation (emphasized by the eaves) are interrupted

to the center by the arch of the portal to where the doors to access the three
parts in which the residence is divided open: the chapel (to the center), the main
house (to the south) and the auxiliary or guest house (to the north). In front of
the main elevation there is a small topiary garden, featuring several decorative
forms carved in boxwood and camellias [Fig. 19]. This technique was popular-
ized in the noble gardens of the Terras de Basto in the mid-nineteenth century
through the influence of the Pinto Basto sisters, raised in England, who intro-
duced the style of vegetable sculptures typical of the English gardens.® In con-
trast, the backyard was a functional space, in which several tasks of domestic
service and other agricultural works were carried out.

Tavora was well acquainted with the manorial architecture of the area, hav-
ing spent some seasons there during his youth*, since his family maintained
multiple bonds of kinship and friendship. In fact, there is a photograph from the
1940s showing a young Tavora drawing the house. Years later, in 1958 — per-
haps thanks to these bonds —, he was commissioned to renovate it.

The architect acknowledges having explored a model of intervention distinct
from the usual, “a healthy criterion: neither denying the past nor intending to con-
tinue it by copying its forms”.* This statement expresses a resounding rejection
of the stylistic restoration, which was still a common practice by the General
Directorate of Buildings and National Monuments (which he himself practiced in
previous works as shown in the Casa das Fidalgas). This sentence also recalls
the claims expressed in the manifesto O problema da Casa Portuguesa, which
refused the banal imitation of the past (the so-called “false architecture”). In this

43 llidio Alves de Aradijo, “Jardins de Basto’, in Guia de Portugal, vol. IV. Entre Douro e Minho (Lisboa: Fundagao
Calouste Gulbenkian, 1964).

44 In October 1944 Fernando Tavora stayed for several days at the Casa da Boavista in Celorico de Basto
(owned by Manuel Osdrio de Arag&o), where he spent time reading and visiting the area (taking notes and sketch-
es of the ancestral homes in the region).

45 Fernando Tavora, “Mondim de Basto: reconstrugdo da Casa da Igreja (1959-1961)", Arquitectura, no. 71 (July
1961): 31.

19|

Fig. 19

Casa da Igreja. Main fagade
and topiary front garden (photo
by David Ordorfiez-Castafion).
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sense, what was built ex novo should express its contemporaneity, while seek-
ing the best possible relationship with the pre-existing parts: “A dialogue was
rehearsed in our current language to obtain from this synthesis a fresh and joyful
work in which, evidently, the romanticism’ of the presence of the ancient legacy
is not lacking, which was preserved and enhanced”.*® In this way, modern design
carpentries (doors and windows with clean lines, painted in white, robust frames
and unique glasses) coexist with others from the Baroque era (recovered and
reused) and even with elements of historicist design (such as the kitchen and the
dining room cabinets) [Fig. 20].

The renovation of the rear fagade is another clear reflection of this approach.
Tavora was aware that the additions of the
nineteenth century had deformed the physi-
ognomy of the house.”” His intention was to
recover the original profile, emphasizing the
body of the chapel as the heart of the build-
ing and endowing this elevation with unity and
a strong identity. Thus, the new gallery radi-
cally manifests the desire for avant-garde by
displaying modern compositional principles
(horizontality, formal abstraction, geometric
simplicity, spatial fluidity, tectonic honesty,
light and shadow constrasts...) [Fig. 21].

Despite its strong modern expression, the influence of the Inquérito also
marked the solution of the new porch, which evokes the typological scheme of
traditional Minho porticoed spaces. Indeed, in a subtle way, the reference to ver-
nacular models was already present in coeval works such as the Casa em Ofir, the
Vila da Feira Market or the Quinta da Conceigéo tennis pavilion. In those projects
the architect creatively reinterpreted the functional and tectonic concept of tradi-
tion at the light of a modern grammar and materiality, originating fully up-to-date

46 Tavora, “Mondim de Basto: reconstrug&o da Casa da Igreja (1959-1961)".

47 Fernando Tavora, “Memoria descritiva e justificativa’, 1958, Ante-projecto da Casa da Igreja de Mondim de
Basto, Arquivo Fernando Tévora, Fundagéo Instituto Marques da Silva, FIMS/FT/0103-pe.
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Fig. 20

Casa da Igreja. Execution
project (june 1959): elevations
and sections (FIMS/AFT, ref.
0103-pd0028).

Fig. 21

Casa da Igreja. Back fagade
with a new veranda closed by
sliding wooden lattices (photo
by David Ordéfiez-Castafion).



buildings although firmly
rooted in ancestral culture.

It is worth examining the
system of movable panels
that characterizes the new
fagade. The design of these
lattices could be understood
as a modern reinterpretation
of the light wooden struc-
tures present in popular
architecture (granaries and
cutters). However, this solu-
tion could also refer to the
lattices that, coming from
Islamic culture (muxarabi
or mashrabiya), remained
in Portuguese architecture
after the Christian recon-
quest, and of which some examples have survived, such as the Casa dos Crivos,
in Braga, or the Casa das Rdtulas, in Guimaraes. Portuguese builders took these
elements with them to Brazil, in colonial times, where they were successfully
applied thanks to their functionality as sunscreens and as privacy filters. Later,
in the twentieth century, modern Brazilian architects reinterpreted and adapted
them to their avant-garde grammar in buildings such as the Grande Hotel de
Ouro Preto (1940), by Oscar Niemeyer, or the Casa Bardo de Saavedra (1942),
by Lucio Costa, among others. These references were widely disseminated in
Portugal following the publication of the book/catalog Brazil Builds,* to which
architects such as Keil do Amaral, Januario Godinho or Nuno Teotonio Pereira
were sensitive. This frame of references has an impact on Fernando Tavora's
intervention in the Casa da Igreja through the new lattice, which is the symbol
of the cultural return-journey and syncretism between Portuguese vernacular
architecture and modern Brazilian-inspired design.*

In addition to the reformulation of the rear fagade, other deep structural
transformations took place which affected the structure of the floors (rebuilt
in reinforced concrete) and the roof (with a new wooden structure and tile cov-
ering). Also significantly remodelled was the distribution of the interior in order
to achieve a more regular layout with new technical infrastructures (more bath-
rooms, electricity, telephone, heating, sanitary hot water), in accordance with the
call for a contemporary domestic space stated in the essay O problema da casa
portuguesa [Fig. 22].

48 Philip L. Goodwin, Brazil builds: architecture new and old, 1652-1942 (New York: The Museum of Modern Art, 1943).

49 To delve deeper into this issue, see the study by the authors: David Ordéfiez-Castafion, Teresa Cunha Ferreira,
Jesus de los Ojos Moral, “De la tradicion a la modernidad: la reinterpretacién de la celosia de madera. Influencias
reciprocas entre Brasil y Portugal”, in Anais do 3° Congresso Internacional de Histdria da Construgdo Luso-Brasilei-
ra (Salvador da Bahia: Nucleo de Tecnologia da Preservag&o e da Restauragdo da UFBA, 2019), 899-913.

Fig. 22

Casa da Igreja. Execution
project (june 1959): plan of

the main floor (FIMS/AFT, ref.

0103-pd0026).
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On the other hand, another primary premise was the “conservation and appre-
ciation of its entire character”.*® Although profound changes were made, Tavora
sought to preserve the fundamental architectural values of the pre-existence.
In this sense, the baroque facades were fully preserved and highlighted, as well
as the singular disposition of the house around the chapel. Likewise, the noble
decorative environment of the representative rooms, especially the main hall
and the master bedroom, were preserved; these were the only rooms that still
kept the old ornate wooden ceilings.

3. CREATION ON EXISTING BUILDINGS: NEXUS BETWEEN PRACTICE AND
THEORETICAL REFLECTION

The selected cases reflect a progressive practical implementation of the the-
oretical intentions first stated in O problema da casa portuguesa (1945, 1947).
Although this manifesto does not provide a specific reflection on the renovation
of the built environment, it reflects the theoretical impact of some relevant writ-
ers and philosophers. Hence, ideas on the compatibility of the inheritance from
the past with the need for progress are glimpsed in the abovementioned text
and may have influenced his approach to heritage intervention.

In short, Tavora learned from Oswald Spengler that everything in the present
must be interpreted based on the establishment of innumerable relationships
between actions and thoughts of the mosta varied nature throughout histo-
ry.°" From Benedetto Croce, he understood the importance of interpreting past
events — however distant they may seem — in terms of the needs and situation

of the present.”

Ortega y Gasset's philosophy was also a fundamental pillar for
the young Tavora,* especially the rejection of either the excess or the absence
of the ‘past’ (against over-technicality and historicism), as well as his ideas on
memory and oblivion, primitivism and modern art, unity and multiplicity, among
others. In addition, the Portuguese architect embraced Gasset’s notion of cir-
cumstance and supported the demand for “the right to continuity”, advocating
for a "good relationship with the past”, which involved leveraging centuries of

acquired knowledge to solve current problems and better face the future.®

In this context, it is worth noting how, as early as 1940s, Tavora considered
historical research to be a fundamental tool for intervening in existing build-
ings. This approach, however, was not aimed at copying old forms but at better

50  Tavora, “Memodria descritiva e justificativa’, 1958, Ante-projecto da Casa da Igreja de Mondim de Basto.

51 Fernando Tévora, “Arquitectura, cultura e histéria’, Revista Pds, Numero especial: O estudo da histdria na
formacéo do arquitecto (1994): 18-21.

52 Benedetto Croce, La storia come pensiero e come azione (Bari: Laterza, 1966 [1938]), 183.

53  For a deeper analysis on José Ortega y Gasset's ideas underlying O problema da casa portuguesa, see Patri-
cia Miguel, “Mapa-mundo € o repertério das nossas possibilidades vitais. Investigagdes a partir do estudo da bib-
lioteca de Fernando Tavora enquanto jovem’”, in Manuel Mendes, ed., Sobre o ‘projeto-de-arquitetura’ de Fernando
Tévora (Porto: FIMS/FAUP, 2015), 346-377. See also: Nelson Mota, “Fernando Tavora e a rebelido das massas. A
procura de uma arquitectura entre memdaria e esquecimento’, Manuel Mendes, ed., Sobre o ‘projeto-de-arquitetura’
de Fernando Tavora (Porto: FIMS/FAUP, 2015), 378-399.

54 These ideas are expressed in the most influential work of José Ortega y Gasset, La rebelidn de las masas
(Madrid: Alianza Editorial, 1992 [1930]), but also in ;Qué es filosofia? Unas lecciones de metafisica (México D.F.
Porrua, 2004), 143.
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understanding inherited architecture as a trigger for solving present-day prob-
lems with contemporary resources. A few years later, the architect himself
defended a sense of “permanent modernity”, that is, the discovery of design
principles in the lessons and constants of history.” In line with the concepts
of the monarchist essayist Anténio Sardinha (for whom being a traditionalist
did not mean “returning to a dead past, inert in its crystallised form”, but the
capacity to take from history “a dynamic impulse”), the architect defended a
concept of tradition as “permanence in development” or of “permanence in

continuity”.*

Nevertheless, this conceptual approach is not yet reflected in the projects of
the 1940s, which present exclusive approaches in the relation between tradition
and modernity. On the one hand, the proposal for the Bernardo Tavora's House,
which was inspired by Le Corbusier's purism. On the other hand, the project for
Carapecos and the Casa das Fidalgas, which emulated old forms, contradicted
his 1945 manifesto. At the time, Tavora reflected on the separation of the old
architecture from the modern creation, stating that “everything in its place and the
past cannot coexist with the present”.*” This thought, must be seen in the context
of his trip to Europe in the post-war period (1947),” in which modern architec-
ture and urban planning were seen as fundamental tools for improving the living
conditions, while the monuments of the past, although beautiful, did not respond
urgent needs. He embarked on a journey across Europe in search of answers to
overcome the frustration caused by his own contradictions and his inability to
translate intellectual ambitions into practice. In his descriptions he recorded his
deep delight in historical monuments, but also in exciting modern architecture.
However, his admiration for Modernism should not be misinterpreted, as he also
expresses his irritation when, in Genoa, he observed how some fascist large build-
ings had replaced the medieval plots in the centre of the city.” The problematic
balance between ancient and modern architecture (both in Italy and Portugal)
fostered his distrust of the Athens Charter, which did not promote a harmonious
and dialectical relationship between the historic and the contemporary city.

These reflections contribute to shaping Tavora's conceptual framework in the
1950s concerning the relationship between the new and the old. He was com-
mitted to expressing the integration of modern creation into pre-existences, as
can be seen, in his own house in Foz do Douro, where some delicate gestures

55 Fernando Tévora, “Arquitectura e Urbanismo - a ligdo das constantes”, Lusiada, Revista llustrada de Cultura,
no. 2 (1952).

56 Anténio Sardinha, ‘Do valor da tradicdo’, Na Feira dos Mitos (Lisboa: Gama, 1942), 11-16.

57 “Museums, cathedrals, palaces, are very beautiful things, but they are admired precisely because they are
finished, definitive works, without the great interest, without the life of those others which are born by us and for
us, which we ourselves will have to execute and to which we are so attached that our separation will also be our
death. That is why I am now much more concerned with the appearance of cities and the way in which their inhab-
itants live (...). | am more attached to all this than to any old painting or any grand staircase which can only offer
me problems of form or sensibility, but which rarely bring me face to face with the harsh realities of the momen,
which by their nature should interest us most. Everything in its place and the past cannot coexist with the present”
(30-1X-1947). Fernando Tévora, “Esteio 2: Viagem pela Europa, 1947, in Fernando Tévora, “Minha Casa”| Uma porta
pode ser um romance, edited by Manuel Mendes (Porto: FIMS, 2013), H 23-24.

58  Hetravelled through Spain, France, Italy, Switzerland, Germany, the Netherlands and Belgium before returning
to Porto, writing down his impressions almost daily.

59 Diaristic text in Genoa, 30/9/1947. Tévora, “Viagem pela Europa, 1947, H_23.
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affirm its contemporaneity without undermining the identity of the bourgeois
house. In fact, in the essay A licdo das constantes (1952) the architect defends
a modernity that is not alien to history. According to him, modernity is not
defined by a formal language, but by the appropriate solution of problems in
coherence with the circumstances.® In this essay Tavora argues that contem-
porary architecture should affirm its modernity but also be integrated into the
internal logics that govern the pre-existing buildings. Thus, this respectful inte-
gration would contribute to a collective and intertemporal process of creation,
in which the spirit of intergenerational collaboration prevails over the individual
contribution of a specific architect.®’ Therefore, any action on a historic build-
ing must respect and prolong the constants that come from the past, in order
to preserve its spirit and thus contribute to this long and collective process
through a contemporary response.®

In 1955, Tavora drafted a book, never completed, to be called A habitagéo
portuguesa (The Portuguese Home), which was to form part of the educational
collection of the Campanha Nacional de Educac&o de Adultos.”® The aim was
to offer the guidelines for people to follow when building their houses, accord-
ing to certain functional and aesthetic principles linked to tradition. Although
intended as a pedagogical manual — with an indoctrinating pretension — the
handwritten notes schematically express the fundamental ideas of his concept
of the third way. He defends the need to combine the valorisation of popular
Portuguese architecture (“the truth of its simplicity, utility and clarity”) with the
need to assimilate modern developments (which, “in a general way, lead to the
elevation of the people”®), warning that “to follow tradition is neither to copy nor
to use it".%° But in these notes he also stands “in defence of antiquities”, calling
for the conservation of monuments, old houses, country house furniture, altar-
pieces, etc. — “there are many examples of these houses that once recovered
are transformed into wonderful houses” — and he urges not to destroy “the

trees, the permanent symphony of the waters, nor the old furniture..”.®®

The 1950s were also marked by his attendance at the CIAM meetings, where he
witnessed the decline of orthodox modernism, which was criticised by a group of
young architects — members of Team X — who were more concerned with social
issues and tradition.®” However, this this new sensitivity was not uniform. Tavora
felt a strong affinity with Italian architects, such as Ernesto Rogers. His ideas on

60  “Modernity means the perfect integration of all the elements that can influence the execution of any work,
using all the means that best lead to the realisation of a certain end [...]. Great works of architecture and urbanism
have always been modern in the sense that they have accurately reflected, in other words, according to a perfect
relationship, the conditions of their environment”. Tévora, “Arquitectura e Urbanismo - a ligdo das constantes”.

61  Tévora, “Arquitectura e Urbanismo — a ligdo das constantes”.
62 Tévora, “Arquitectura e Urbanismo — a ligdo das constantes”.

63  Fernando Tavora, “Esteio 3: ‘A habitag&o portuguesa, 1955’, in Fernando Tavora, “Minha Casa” | Uma porta
pode ser um romance, edited by Manuel Mendes (Porto: FIMS, 2013), L 1-56.

64 Tévora, “Esteio 3: ‘A habitagdo portuguesa, 1955, L_18.
65  Tévora, “Esteio 3: ‘A habitagdo portuguesa, 1955, L_46.
66 Tavora, “Esteio 3: ‘A habitagdo portuguesa, 1955, L_41.

67  For further information on the impact of the ideas developed by Team 10 on the Portuguese architectural
context, see: Pedro Baia, A recepgdo do Team 10 em Portugal (Porto: Circo de ideias, 2020).
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the architecture of continuity — a word that became the subtitle of the magazine
Casabella — undoubtedly coincided with the beliefs of the young Tévora: “conti-
nuity means historical awareness (...); a truly modern work is not one that lacks
authentic grounding in tradition, as ancient works hold significance to the extent
that they are able to resonate through our voice”.®® Rogers affirmed that building
in a built environment entails an obligation to respect the pre-existence, while
injecting new energy to perpetuate its vitality through a creative act:

Conserving and building are two moments of the same act of con-
sciousness, because one and the other are subordinated to the same
method: conserving has no meaning if it is not understood in the sense
of updating the past, and building has no meaning if it is not understood
as a continuation of the historical process.%

This complementarity between conservation and creation, which Tavora
adopted in the mid-1950s, is undoubtedly reflected in the Casa de Além. On the
one hand, the desire to prolong and emphasise the atmosphere of an aristo-
cratic rural home by preserving the most representative spaces and elements
of the highest quality (the main hall with the wooden ceiling, the antique carved
furniture, the wooden doors and shutters...); on the other hand, the desire to cre-
ate something new to update the image and use of the house through a modern
language (the striking woodwork, the spiral staircase, the planned fireplace...).
In this case, as in the proposal for Monchique and the Casa da Igreja, there is a
resounding affirmation of modernism, that will be gradually diluted towards a
more subtle and less assertive expression. For example, in all these cases, the
windows of the old fagades are covered with new single-glazed frames, linked
to the desire for transparency and luminosity of Modernism and also express-
ing the contemporaneity of the intervention, whereas in later projects (such as
the Pousada da Costa or the houses of Breia, Briteiros and Pardelhas), Tavora
introduces new frames that follow the design of the traditional windows.

The Casa da Igreja, completed in 1961, is a further step in the integration of
contemporary creation and conservation. Fernando Tavora acknowledges to
be exploring different intervention criteria in the search for a common thread
between “new” and “old”, ranging from preservation of some old elements and
the radical transformation of other parts of the building with a modern language.
This work embodies a concept of heritage conservation that the architect wrote
down in the essay Da Organizacdo do Espago (1962), in which he calls for a
genuine integration of the past and the present, rather than a simple addition of
forms. Moreover, according to his concept of space, continuity is a fundamen-
tal characteristic of organised space and, since time is one of its dimensions
- the “fourth dimension”® — it follows that space is irreversible: “a space can

68  Ernesto N. Rogers, “Continuitad”, Casabella Continuitd, no. 199 (1954): 2-3.

69  Ernesto N. Rogers, “Verifica culturale dell'azione urbanistica’, VI Convegno nazionale di Urbanistica (9-11
November 1957), in Ernesto N. Rogers, ed., Esperienza dell'architettura (Ginevra-Milano: Skira, 1997), 291-293.

70 Fernando Tévora, Sobre la Organizacion del espacio, eds. Aitor Varea Oro and Eva Raga i Domingo (Valencia:
Universitat Politecnica de Valencia, 2014), 53.
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never return to what it was and hence the statement that space is in permanent
change”.”" His rejection of “scientific restoration” is based on this reflection, con-
sidering that a monument can never return to a previous state. Therefore, the
defence of the architectures of the past must be achieved through updating,
seeking continuity in a contemporary attitude and avoiding pastiche. This con-
ception is in line with his appeal to a “healthy restoration criterion’, based on a

dialogue between the existing forms and the current language.

It is therefore possible to identify in these ideas and projects a series of reflec-
tions that are vividly manifested in later works. For example, in the 1969 pro-
posal for the renovation of the Ribeira-Barredo urban area, Tavora rejected the
tabula rasa of Robert Auzelle’s Mater Plan for Porto, and established a new cri-
terion based on the preservation of the entire medieval street layout, with as
much of the built fabric as possible.. However, he did not intended to mummify
buildings in order to fossilise an urban image of the past, nor to demolish the
old constructions to rebuild them mimetically — a pastiche — with standardised
solutions.”” He proposed an evolution to solve housing problems, carrying out
selective demolitions and controlled transformations — decided case by case
- as a form of regeneration: “In these few words renovate (or continue to inno-
vate) with a global and open spirit, is contained the whole essence of the option
we choose to orientate the proposal”.” This attitude also guided the project
for the renovation of the Santa Marinha da Costa Convent (1972-1989), usually
considered to be one of Fernando Tavora's works that best reflects his modus
operandi in the field of built heritage. In similar words, the architect explained
that “the general criterion adopted (..) was 'to continue innovating’ or, in other
words, to continue contributing to the long life of the building, by conserving and
strengthening its most significant spaces or creating qualified spaces deter-
mined by the conditions of their new function. The intention was to create a
dialogue, highlighting the affinities and the continuity, rather than the differences

and the break from the past”.”*

4. CONCLUSIONS

This paper demonstrates that the third way approach — the search for a for-
mula that combines the continuity of tradition with the need for modernisation
— is also reflected in the development of a strategy for intervention in existing
buildings. Indeed, the cases presented in this paper (carried out in the period
between 1945 and 1962, some of them barely known), can be considered as
relevant experimental practices. The architect tested design principles and
methodological guidelines for intervention in heritage context, which would
fully mature in subsequent works with greater impact and dissemination.

71 Tévora, Sobre la Organizacién del espacio, 58.
72 Fernando Tavora, “Barredo: Operazione di Rinnovo Urbano’, Lotus International, no.18 (1978): 95-97.
73 Fernando Tavora, Estudo de Renovagéo Urbana do Barredo (Porto: Camara Municipal do Porto, 1969).

74 Fernando Tavora, “Pousada de Santa Marinha: Guimaraes”, Boletim da DGEMN, no. 130 (1985): no page
numbers.
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The first designs, contextualised in a period of creative and identity crisis for
Tavora, reflect his difficulties in putting theoretical intentions into practice, failing
to incorporate contemporary creation into old buildings. Certainly, the resound-
ing modern ex novo projects of this period contrast with the conservative expe-
riences of Carapegos and Santar, which involved the use of forms from the past
mimicked in the pre-existence. However, as the 1950s progressed, while assim-
ilating the theories and practices of other architects, Tavora moved towards an
integration of modern design with the permanence of tradition, as can be seen
in the renovation projects of the Casa de Além and the Casa da Igreja. Both
designs display an assertive modernism embedded in the logics and character
of the historic building.

Although this vigorous modernism would later become more discreet and
subtle, these works from the 1950s already reflect several features that would
characterise Tavora's his subsequent projects: the search for harmony within
the context (environmental pre-existence), the preservation of the historic image
of the buildings in relation to the landscape (involving the preservation of the
main fagades), respect for the scale and proportions of pre-existing structures,
the recovery of typological coherence and spatial logic, the conservation and
emphasis on traditional atmospheres, rigorous conservation and restoration of
valuable old elements (ceilings, furniture, altarpieces, doors, fittings, etc.), the
careful alteration of less valuable parts of the buildings to incorporate new func-
tions and facilities, the use of geometry as a tool to relate old and new, and the
introduction of modern language through the creative reinterpretation of tradi-
tional solutions, among other aspects.

All decisions were founded on a case-by-case approach and supported by
a deep knowledge of the history and the circumstances of the pre-existing
buildings. Thus, the ambition was always — using his own words — “to create a
dialogue in the current language to obtain from this synthesis fresh and joyful
works in which the ‘romanticism’ of the ancient legacy is not lacking but is pre-

served and enhanced”.”

75 Tévora, "Mondim de Basto: reconstrugdo da Casa da Igreja (1959-1961)", 31.
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Alfredo Viana de Lima, Fernando Tavora

Between Sigtuna (1952) and Royaumont (1962)

In 1951, Alfredo Viana de Lima (1913-91) and Fernando Tévora (1923-2005) were in Hoddesdon for the first Portuguese
participation in CIAM. Viana de Lima had been invited by Sigfried Giedion and Josep Lluis Sert as a delegate from Portugal.
The invitation to participate in the activities of the Congresses caused the ODAM (A Organizagéo dos Arquitectos Modernos),
founded in 1947, to be rethought and aligned with the objectives of the CIAMs by also assuming — not without internal debate
— the identity of CIAM Porto, a specification that was not necessary because no other CIAM groups existed in the country. In
1952 (25-30 June), the Portuguese delegation attended the CIAM Council Meeting in Sigtuna, Sweden, a preparatory activity
for CIAM 9 to be held in Aix-en-Provence. The objective of the meeting is to write a Charte de I'Habitat, which will not have an
immediate outcome. Two texts relating to the meeting are preserved at AFIMS, one by Viana de Lima — in French, undated —,
and the second by Fernando Tavora — in French, autographed and typed — dated 7 July 1952. This second text, although brief,
already contains key elements of the critique of internationalism that is among the reasons for Tavora’s unease with CIAM
events. Just over a decade later he published (Fernando Tavora, “The Royaumont meeting”, Arquitectura, no. 73, 1963) the text
on the Royaumont meeting in which he justifies his distance from the revisions to CIAM themes proposed by TEAM X.
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Dear Colleagues,

The Portuguese CIAM Group, “in the process of organisation’, is very hon-
oured to bring the work we have started on the theme of the “Habitat Charter”
to the Stockholm meeting and to finalise it at the CIAM Congress. It goes
without saying that we claim no more here than to mention the issues that
form the basis of our preparation for CIAM 9.

Although our work does not offer anything new, it is at least the result of
considerable effort, given the short time available and the circumstance of
being the first outcome of a GROUP still ‘in the process of being organised’.

Our work, carried out under my responsibility and personally directed by me,
has seen not only the effective collaboration of the members present here,
but also of our colleagues Fernando Tavora, Andresen, Alves de Sousa and
others who, with great regret, cannot be with us.

| would like to mention the great contribution made to our work by two of
the main members of the youth component, Luis Praca, creator of the dia-
grams, diagrams, and their colours, and Tello Korrodi.

Our work has two aspects: the first is the work of analysis on the functions
of the Habitat, an analysis based on Hegel's method — negation of negation —
which led us to the definition of an Objective that we called “Contribution to the
HABITAT Chart”; the other aspect is the exemplification conducted through
the analysis of one of the conditions: the condition of space. We define this
aspect as a suggestion for a grid.

We cannot fail to recognise the countless difficulties encountered and
the impossibility, for reasons of time, of dealing with the specific cases of
Children and Extensions. We recognise our imperfections and possibilities for
error, but our presence at this meeting expresses our desire to benefit from
your experience and advice. Following this intention, we have kept blanks in
the boxes of the “conditions of space” grid to consider your suggestions and
criticisms.

| would not wish to end my brief remarks without presenting you with the
warmest and friendliest greetings from the Portuguese CIAM Group.

Alfredo Viana de Lima
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The Portuguese CIAM group (under organization) is presenting at the
Stockholm meeting an essay analysing habitat problems, accompanied by a
graphic rendering of one of its conditions.

The Habitat Charter to be defined by CIAM 9 must be drawn up considering
the habitat problems of the different countries of the world and have a spirit
so that its application does not go against the specific experience of each of
the countries wishing to adopt it as a basis for their own achievements.

Since the Charter is a universal instrument, it must not block specific man-
ifestations. But since the Charter must result from the analysis of habitat
problems under the most varied conditions, it is indispensable, first, to estab-
lish a method of analysis. We believe that this last point must be the essen-
tial outcome of the present meeting, and we therefore present a hypothesis
regarding the method in question.

The method of analysis to be defined at the Stockholm meeting must have
the characteristics already indicated in relation to the Habitat Charter, so that
all national groups, using it, can present CIAM 9 with its complete application
in each specifc case. After the evaluation of all these cases — specific appli-
cation of a universal method of analysis — it will then be necessary to arrive,
in conclusion, at common objectives defining the Habitat Charter.

To this end, the Portuguese CIAM group (under organization) proposes that
the Stockholm meeting, with the objective of developing the Habitat Charter
for CIAM 9:

(a) establish a method for analysing the current state of the Habitat, a
method that, aspiring to the universal, may allow for specific applications;

b) invite all national groups to apply the same method to their specific
cases, while defining the procedure or procedures to be followed for such
application.

Fernando Tavora, 7 July 1952
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The fact that we didn’t reach a conclusion at Royaumont, and that we didn't
even try to do so, is deeply significant to me. There are times when it is pos-
sible for a group of men to come to clear, lucid, schematised conclusions;
others, on the other hand, when it is only possible to conclude that... it is
impossible to find a conclusion.

The first case occurred, for example, when the men of the Charter of
Athens came together; they certainly made a great effort to reach a con-
clusion, but in any case, they produced a document in which paths are indi-
cated, where there is no uncertainty and where a grammar and a few key
words made it possible to establish a common language. These were men
with certainties, with the ability to prioritise and analyse the problems they
were aware of, hence the creation of a letter arriving at supposedly universal
conclusions.

This was not, | suppose, the case at the Royaumont meeting. | can't exactly
consider myself a participant in the meeting since, having not presented any
work, a certain natural shyness prevented me from speaking in public. | was
therefore more of an assistant, and perhaps this allowed me to observe a little
from the outside the significance of the discussions and the work that was
presented.

Little time still separates us from the Charter of Athens, but circumstances
have evolved in such a way that, in my opinion and now, a formal conclusion
similar to that remarkable document is absolutely impossible, almost childish.

Times and dimensions have changed... Reality is more diverse, richer, and
more varied. It is not possible, for the time being, to give recipes, to classify
with sovereignty, to hierarchise with precision. The world appears to our eyes
and our minds as complex, disturbing. Unusual. We know man better; we
begin to unravel the phenomena of society and, at the same time, everything
becomes more complicated. Contacts are increasing, new cultures are com-
ing into play, concepts are relativising, the field of science and technology is
broadening, in short, man and the world are flourishing in unexpected ways.
One senses that this is a time of research and doubt, of re-encounter, drama,
and mystery. So how can we conclude clearly?

But what we've just said, comparing the men of Athens with ourselves, is
not intended to diminish their endeavour and its significance in any way, as
well as all their thinking and the achievements that resulted from it. All the
Royaumont participants signed a letter sent to Le Corbusier, which simply
said "nous continuons”, which succinctly and clearly expresses the meaning
of our relationship with the heroic generation that preceded us. But to con-
tinue, to endeavour to achieve the same heroism in the face of any given real-
ity, does not mean copying solutions or falling asleep in their shadow.

The statement that the time is not ripe for a conclusion cannot be consid-
ered pessimistic or sceptical. As far as I'm concerned, you shouldn't try to
categorise such a statement, but just check whether it's true. | don't think it's
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shameful that a group of well-intentioned men, animated by frankness and
sincerity, could come to such a conclusion. Wouldn't it be less honest to do
the opposite?

During the dense days and nights in Royaumont, many facts — big and small
— led me to this conclusion. The spirit of the meeting was perhaps summed
up in Coderch’s little comment when Candilis presented his plan for 25,000
homes for Toulouse, a plan that was realised in five months, while Coderch
himself said he needed six months to study the design of a small house. This
striking contrast clearly shows us the scale of the problems that are begin-
ning to worry us and that we absolutely need to resolve, problems that were
the stuff of visionaries only a few years ago but are now a strong and vivid
reality. | believe that the truth was on both sides, simply that awareness of the
phenomenon, no longer as a utopia but as a palpable reality, is now emerging
in its fullness.

It is the need for a new synthesis between the number 1 and the number
25.000 that is beginning to present itself to our minds as indispensable.
Whatever sense, meaning or extension you want to give to this contrast, you
will realise that it exists a little and everywhere in our world; It doesn't exist in
the game between individual freedom and the “rebellion of the masses” that
we've been witnessing, in the distance that separates the raw object from the
product of the machine, in the gap that must be filled between intelligence
and the love of order and the need for the spontaneous, the chaotic, the sub-
jective, in the world that exists between old cultures that cannot be rejected
and the most advanced forms of civilisation, in the extreme differences in liv-
ing standards that separate men, in the speeds that can reach the pedestrian
and the astronaut, between the human love of peace and the imminent dan-
ger of a war that will devastate everything and everyone, between the scale
of a small rural village and a city with millions and millions of inhabitants, a
region, a continent or the entire globe?

How can we achieve the essential synthesis between such real and appar-
ently opposing elements of the same, continuous reality?

And, as a result, one theme came up frequently at the Royaumont meeting:
that of the architect’s responsibility. This is understandable; when there are
no concrete, clear, exact truths, the problem arises more strongly because
responsibility is always linked to the possibility of choosing and choosing
between 1 and 25.000, in its real meaning or in its symbolic meaning, is no
easy task...

Don't take these words and this interpretation as some form of scepticism
or pessimism. This is simply an awareness of reality. To ignore it and come to
comfortable conclusions would be nothing more than a betrayal. To be aware
of a problem is to have already partly solved it. We should therefore feel very
satisfied if we have come to know a little about the drama that surrounds us,
because thisis the first and indispensable step towards a victorious synthesis.
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So, let’s turn this awareness into a cry of hope for a future synthesis.

And let this impossibility of concluding for now, this desire to continue and
to survive, be the most significant conclusion of our meeting and encourage
us to hold future meetings.

Life is continually reborn of itself.

Fernando Tavora, December 1962
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Giovanni Bellucci

Notes on the “Terceira Via” in Portugal and
Sweden. A Comparison between Fernando Tavora
and Sven Backstrom & Leif Reinius

Fernando Tavora, Backstrom & Reinius, Arquitectura Popular, Terceira Via, Housing

/Abstract

The essay seeks to highlight similarities and analogies between
the architectural work of Fernando Tavora and that of Sven Back-
strom and Leif Reinius, with the aim of expanding the already rich
but still not exhaustive panorama of international comparisons
that links some of the most important names in architecture of the
second half of the 20th century. These are, as in this case, uncon-
scious “encounters” that did not really happen but which today,
with the right historical distance, can be virtually analysed on the
basis of what was theorised and realised. The typological theme
of housing, so urgent at the end of the Second World War not only
among the belligerent countries, is also at the centre of attention
in two countries that were neutral and not directly touched by the
conflict, such as Portugal and Sweden. It is no coincidence that
this typological theme is the focus of attention in the early part of
Fernando Tavora'’s design career, and no less so in that of the two
Swedish architects Sven Backstrom and Leif Reinius.
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Whether one was in Athens or Amsterdam, on the Atlantic coast of Por-
tugal or near the North Cape, the architect still needed an architectural
language, and in the 1950s he had a good chance of finding it through
a careful and critical re-examination of previous modern architecture
(which everyone perceived in his or her own way), and through a distil-
lation of those contemporary currents, domestic or foreign, that seemed
best suited to respond to practical and symbolic tasks.’

The fusion of regional declinations with the invariants of the International Style
experimented by some architects born in the first decades of the 20th century
brought about considerable changes in European architecture in the second half
of the century. As William Curtis wrote, the paths taken and the goals achieved by
some protagonists of the history of contemporary architecture in radically differ-
ent geographical and cultural contexts start from an in-depth analysis of the past
that is indispensable for a more conscious reading of the present. Dimitris Pikionis
(1887-1958) in Greece, Hans Scharoun (1893-1972) in Germany, Jean Prouvé
(1901-1984) in France, Mario Ridolfi (1904-1984) in Italy, Josep Antoni Coderch
(1913-1984) in Spain and many others, with their architecture and theoretical writ-
ings quickly gained a position of cultural leadership in their respective countries.
The search for a new language in which to integrate international references and
local building techniques, the compositional themes of the avant-garde with the
materials of tradition, was not shirked by the protagonists of two other geograph-
ically distant realities such as Fernando Tavora (1923-2005) in Portugal” and the
two Swedish architects Sven Backstrom (1903-1992) and Leif Reinius (1907-1995).
United since their university years at the Faculty of Architecture of the Kungliga
Tekniska Hogskolan (KTH, Royal Institute of Technology) in Stockholm, Backstrém
and Reinius’s association was consummated over a period of time that began as
students in the second half of the 1920s and ended in 1980 with the retirement of
both and the closure of their associated studio in the centre of Stockholm.?

Even though the three have never met, or at least there are no documentable
direct contacts to date®, the idea of a ‘long-distance’ comparison stems from a
kind of methodological affinity as well as some biographical points of tangency.
First of all, the difficult relationship with architecture and the language adopted

1 william J.R. Curtis, Monderne architecture since 1900 (New York: Phaidon, 1982), 471.

2 About Fernando Tavora see in particular the monographic studies: Luiz Trigueiros, edited by, Fernando Tavora
(Lisboa: Blau, 1993); Antonio Esposito, Giovanni Leoni, Fernando Tavora. Opera completa (Milano: Electa, 2005);
José Antdnio Bandeirinha, edited by, Fernando Tévora. Modernidade Permanente (Guimarées: Associagdo Casa
da Arquitectura, 2012).

3 0On the work of Backstrém & Reinius see in particular: Arkitektur no. 6, 1982, monographic issue edited by
Claes Caldenby and Eva Rudberg; Giovanni Bellucci, The housing models of Backtrém & Reinius between Thirties
and Fifties. An alternative to Scandinavian functionalism (Siracusa: LetteraVentidue, 2022).

4 In Sigtuna, Sweden, in June 1952, a meeting was held coordinated by Sven Markelius, a preliminary to the
CIAM in Aix-en-Provence the following year, which could potentially have allowed Backstrom, Reinius and Tavora
to meet. Even though the two Swedes are not mentioned in the published sources among those present (Eric
Mumford, “In Search of ‘Habitat”: Sigtuna, Sweden, 1952", in Id., The CIAM Discourse on Urbanism, 1928-1960,
Cambridge MA - London. The MIT Press, 2002: 215-225), at least that of Leif Reinus, who had already attended
the meetings in London in 1947 and Bergamo in 1949, cannot be excluded. The calendar of meetings also included
several guided tours and the presentation of the project for the new satellite town of Véllingby, whose masterplan
developed by Markelius saw Backstrom and Reinius as the authors of the designs for many of the public buildings
in the central square. The presence of only Alfredo Viana de Lima (1913-1991) representing Portugal, and from
what emerges from the short text signed by Tavora for the occasion (published in this issue of HPA) testifies to
how in the Lusitanian country openness to the modern movement was in its infancy.
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in their respective countries by most of the designers working in the period in
which Tavora, Backstrom and Reinius completed their academic training and in
the years immediately following, a factor from which the need to refine a new
design approach in some respects similar arises. Secondly, the theme of travel
and in-depth study of references both close and distant to their specific context
but equally useful for the theoretical-cultural growth indispensable to the com-
plete definition of the compositional theme. Lastly, the constant application
of plural thought and a design sensibility that Tavora expresses through refer-
ences to the literary work of Fernando Pessoa and the theme of heteronomy,
an articulated interpretation of the author's personality that Backstrom and
Reinius, for their part, pursue by merging complementary skills and thoughts in
the same realised work, the result of a continuous confrontation and balancing
of two distinct approaches to design and two equally different characters®. The
works realised by Tavora in Portugal and by Backstrom and Reinius in Sweden
in particular on the theme of housing also effectively synthesise the sudden
stylistic and functional mutation that residential buildings underwent during
the 20th century.

Although characterised by very different cultural assumptions, the response of
Tavora in the Lusitanian land and of Backstrom and Reinius in the Scandinavian
one advocates alternative methodological and design choices to the estab-
lished ones. On the one hand, the Portuguese architect theorises the possibility
of a hybrid “Terceira via” between Le Corbusier and Raul Lino,® the prodromes
of which can be partly read in an initial short text published in 1945 and revised
two years later.” In the short essay, the author warns against the danger of
the false and senseless re-proposition of past models that have substantially
prevented the development of modern architecture in Portugal. The cultural
flattening generated by the obtuse repetition by Portuguese architects of cer-
tain linguistic models follows what was theorised by transversal personalities
in politics and culture at the end of the 19th century such as Henrique José das
Neves (1841-1915), Antonio Rocha Peixoto (1866-1909) and the art historian
Jodo Barreira (1866-1961) in favour of stylistic features considered indispensa-
ble and therefore fundamental for reaffirming Portuguese autonomy and eman-
cipation. Decisive in the first decades of the 20th century for the application
of this romantic-national approach also from a technical-design point of view
was the architect Raul Lino da Silva (1879-1974), who concretely constructed
numerous buildings and was one of the main supporters of the “Casa & Antiga
Portoguesa’” movement®. Regarding specifically the typological theme of the

5 Itis useful to recall the anecdote according to which the two, who worked in the studio at two opposing tables,
exchanged their work positions after the lunch break to get a different view of the problems.

6  Cfr: Jorge Figueira, “Fernando Tavora: coisa mental’, Unidade, no. 3 (1992): 101-106.

7 See: Fernando Tavora, “O problema da casa portuguesa’, Aléo, no. 9 (November 1945); Fernando Tavora,
‘0 problema da casa portuguesa’, Cadernos de Arquitectura, no. 1 (1947) (translated into English in HPA no. 11,
96-101).

8  On the confrontation between the rearguard and modernity in Portugal in those years, see in particular: Jodo
Leal, Etnografia Portoguesas 1870-1970 (Lisboa. Etnografica Press, 2000), 107-143. https://doi.org/10.4000/
books.etnograficapress.2562; Joaquim Manuel Rodrigues dos Santos, “Tupi or not Tupi’ versus ‘Casa Portugue-
sa”: Friction between Lucio Costa and Raul Lino”, Artis on, no. 12 (2022): 78-96.
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residence Raul Lino between the 1910s and
1930s is the author of numerous publications®
in clear contrast to the contemporary design

and theoretical proposals expressed by young

European architects animators of the Modern
Movement. Research into the country’s past and
architectural-cultural history in an attempt to over-
turn Raul Lino's misleading “Portuguese House”,
saw Tavora strongly committed. Five years later,
after completing his studies at the ESBAP -
Escola Superior de Belas Artes do Porto, in 1955
he began his activity within the research group
involved in the Inquerito sobre a arquitectura pop-
ular portuguesa. The multi-year research plan
promoted by the National Union of Architects
of Portugal and supported by President Antonio
Salazar led to the investigation of the peculiari-
ties of the country’s historical buildings published
in arich compendium that documented the archi-

tectural and urban aspects of the various areas
of Portugal. The mighty research that opens by
delving into issues related to the physical geogra-

phy of each of the territorial contexts identified is
characterised by detailed surveys of built architecture, both individual buildings
and urban aggregates. This material, flanked by dozens of shots resulting from
ameticulous photographic campaign and a historical-descriptive text, was pub-
lished in 1961 in a double volume entitled Arquitectura popular em Portugal.
Tévora, together with Rui Pimentel (1924-2005) and Anténio Menéres (1930),
is engaged in the study of the Minho area, a strip of land facing the Atlantic
coast in the north of the country where the cities of Averio, Braga and Porto
are located.”” As the three authors write, a geographical reality is documented
that, although territorially limited, includes an extreme variety of architectures
ranging from the residential buildings of the large coastal cities, to the dwellings
and aggregates of the small villages in the hilly hinterland, to the singular agri-
cultural buildings of the mountainous areas and the more peripheral provinces.
A heterogeneity of forms, compositional solutions, details and materials that
demonstrate the variety of architecture sedimented over the centuries, materi-
als that will be fundamental to Tévora's design evolution [Fig. 1].

9 See: Raul Lino, A Nossa Casa — apontamentos sobre 0 bom gosto na construgdo de casas simples (Lisboa:
Edig&o da Atlantida, 1918); Raul Lino, A Casa Portuguesa (Lisboa: Escola Tipografica da Impresa Nacional de
Lisboa, 1929); Raul Lino, Casas Portuguesas (Lisboa: Edigdo de Valentim de Carvalho, 1933); Raul Lino, Levolution
de IArchitecture Domestique au Portugal (Lisboa: Institut Frangais au Portugal, 1937).

10 See: Fernando Tévora, Rui Pimentel, Anténio Menéres, “Zona 1. Minho’, in Arquitectura popular em Portugal,
vol. 1 (Lisboa: Sindacato Nacional Dos Arquitectos, 1961), 2-111. The other areas of Portugal explored in the
volume are: Trds-os-Montes (by architects Octdvio L. Filgueiras, Arnaldo Araujo and Carlos Carvalho Dias), Bei-
ras (studied by architects Francisco Keil of Amaral, José Huertas Lobo and Jodo José Malato). The regions of
Extremadura, Alentejo and Algarve were included in a second volume published in the same year.

Fig. 1

Arquitectura popular em
Portugal (Lisboa: Gravura, com-
posigdo e impressado Grafica
Sé&o Gongalo, 1961), 72.
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A few years earlier in Sweden, Backstrom and Reinius conversely con-
fronted an architecture that had largely moved beyond reference to Nordic
classicism and the historicist revival particularly after 1930 following the
Stockholmsutstéllningen (Stockholm Exhibition) when the rationalist move-
ment became a theme of confrontation on which most young Swedish archi-
tects worked. There was a sort of marginalisation of the architects of the
older generation in the country and in particular the exponents of the so-called
“Swedish Grace” including in particular Ragnar Ostberg (1866-1945) and Ivar
Tengbom (1878-1968) who only a few years earlier had completed famous
architectures in Stockholm such as the Town Hall and the Concert Hall. The
new class of architects from this time onwards, in addition to Erik Gunnar
Asplund (1885-1940), saw above all in Sven Markelius (1889-1972) the new
theoretical leader, an architect who quickly assumed the role of the main refer-
ence point for the modern movement in the varied Nordic context, also interna-
tionally."" As Tavora would do some twenty years later, Backstrom and Reinius
identified the housing theme of social housing as the most stimulating one
from which to develop their design ideas at the beginning of their careers as
designers, helping to trigger a profound change from the cornerstones of the
modern movement. The two young designers are extremely dubious about the
use tout court of the rationalist language in a territorial context which, just like
Portugal, presents considerable geographical varieties on which evident stylis-
tic differences have settled over the centuries.”

From the large coastal cities such as Stockholm, Gothenburg or Malmo to the
predominantly agricultural areas of southern Sweden, to the large wooded and
almost uninhabited parts in the centre-north of the country, even in this case
the study of the architecture that has historically been built demonstrates the
need to continue even in the modern phase, with solutions that are not homolo-
gated exclusively to functional or compositional standards, but which on the
contrary also take the context into consideration. This awareness was pro-
gressively substantiated by the two architects in the time between their grad-
uation in 1929 and the foundation of the associated studio in 1938, a period
in which Backstrom and Reinius followed different paths articulated between
internships with both Swedish and foreign architects and a great many trips to
discover most European countries. Similarly to the trip financed in 1960 by the
Gulbenkian Foundation that took Tavora not only to Europe but also to Japan
and the United States and of which a precious testimony remains in the Didrio

11 Sven Markelius’ international outreach began in 1927 as a result of a scholarship that took him first to Des-
sau and then to Stuttgart to see the houses built for the Werkbund exhibition. Since the 1930s he has been an
active participant in CIAM meetings, hosting (in his villa in Nockeby on the outskirts of Stockholm) Le Corbusier
and Walter Gropius for a series of lectures that the 2 architects held in Sweden. Markelius’ international fame
took a further leap forward following the design of the Swedish pavilion built in 1939 in New York for the World's
Fair, an episode that would bring him into the large international groups that would lead the design of the United
Nations Building in New York and the Unesco headquarters in Paris after the Second World War. See: Stefano Ray,
Il contributo svedese all'architettura contemporanea e lopera di Sven Markelius (Roma: Officina Edizioni, 1969); Eva
Rudberg, Sven Markelius, arkitekt (Stockholm: Arkitektur Forlag, 1989); Stefano Ray, Sven Markelius 1889-1972
(Roma: Officina Edizioni, 1989).

12 Inthose years there was no comprehensive study like the Portuguese one on the subject of popular architec-
ture in Sweden. In the 1950s, a first concise reading of architectural typological varieties appeared in the volume:
George Everard Kidder Smith, Sweden builds (New York and Stockholm: Albert Bonnier, 1950), 34-63.
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de “bordo”"® North America was also decisive
for Leif Reinius, who went there in 1938, con-
fronting in particular the works of Frank Lloyd
Wright (1867-1959), contributing to reinforcing
his doubts on the real effectiveness of ration-
alist architecture.” From then on, the Swedish
duo would begin to propose compositional
solutions integrating two distinct approaches
to design with increasing conviction: on the one
hand, they continued to pay attention to the
themes of the functionalist movement to which
Backstrom and Reinius had fully applied them-

selves working between 1936 and 1938 in the TALIESIN WEST

studio of architect Hakon Ahlberg (1891-1984). i okt Bt Wi somasitind o S

On the other hand, the use of details through
which to bring buildings closer to a more serene
relationship with man, exemplified in different
ways: the use of warm colours to replace white
as the hegemonic colour of modern architec-
ture, the search for a link between architecture
and its context, the implementation of detailed
solutions and exposed materials that go beyond
the use of concrete alone. These and other ele- h
ments that, as in Portugal, were historically part of the country’s cultural-con-
structive heritage were gradually to erode the rigid rationalist shell that had
marked Backstrom and Reinius’ academic training, adding a third way, the
neo-empiricist way, as a compromise between rational and organic language
in the Scandinavian context [Fig. 2].

Tavora's early projects express this attempt to synthesise apparently
non-overlapping compositional aspects, to reconcile references ascribable to
the great masters of the 20th century while at the same time enhancing the
context and emphasising the building tradition. Exemplary in this sense is the
theoretical study done for the project for the Casa sobre o mar on which Tavora
worked from 1950 onwards in order to obtain his degree in architecture and
then again until 1952. Here, the reference to Le Corbusier (1887-1965) with the
pure volume raised on pilotis and the curved wall on the roof emerges clearly,
but the iconic Farnsworth House by Ludwig Mies van Der Rohe (1886-1969)

13 In addition to the original text kept at the Marques da Silva Foundation, we refer to recent editions published
in Portugal and Italy: Fernando Tévora, Didrio de "bordo”, edited by Rita Marnoto (Matosinhos: Associagdo Casa
da Arquitectura 2012); Antonio Esposito, Giovanni Leoni, Raffaella Maddaluno, Fernando Tavora. Diario di bordo
(Siracusa: LetteraVentidue, 2022).

14 On this question, see in particular the pages that Leif Reinius dedicated in the review Byggmastaren, of
which he was editor in chief between 1944 and 1950, to the United States and to Wright in particular: Leif Reinius,
“Glimtar fran U.S.A”, Byggmadstaren, no. 17 (1944): 303-322; Frank Lloyd Wright, “Taliesin West, vinterbostad i
Arizona’, Byggméstaren, no. 1 (1948): 8-12. We also recall the commemorative article written by Reinius himself
on the occasion of the American master's death: Leif Reinius, “Frank Lloyd Wright (1869-1959)", Arkitektur, no. 8
(1959): 190-192.

Fig. 20

Front page of the article by
Frank Lloyd Wright published in
Byggmastaren, no. 1 (1949): 8.
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completed in the same years also comes to mind, which is
characterised by the similar choice of raising the building
above the ground. At the same time, the choice of inserting a
modest staircase oblique to the orthogonal geometry of the
rest of the composition and a blue and white texture clearly
visible in the drawings and the maquette are clear expres-

sions of an attempt to connect with the past and with that
“Portuguese milieu” of which Tavora had written a few years
earlier.” The Foz do Douro flat block in Porto completed
between 1952 and 1954 confirms, although less clearly from
the outside, this thoughtful compromise between modernity
and tradition. If on the outside, in addition to the arrangement
of the roof-solarium with thin vertical and horizontal concrete
slabs without any curved walls, the essential volume on the
main south-west-facing fagade dug deep to try to protect the
large glazed portions of the living area from direct sunlight
emerges, on the inside Tavora enriches the project with fine
details. The project drawings show the precise definition of

each joinery part of the wooden frames as well as the design
of the iron balustrade with a soft wooden handrail that characterises the bare

volume of the stairwell. This does not have a banal rectangular plan but has Fig. 3
diverging shorter sides, giving the space a pointed configuration — Ponti or Fernando Tévora, Foz do Douro
) ) flat block, Porto 1952-1954,
Ridolfi style?'® — bordered by vertical planes that are totally closed except floor plans (FIMS/AFT).
Fig. 3

15 Tévora, O problema da casa portuguesa. Fernando Tévora. Foz do Douro

16 “Porto: Bloco de Habitagdes na av. do Brasil (1952)", Arquitectura, no. 71 (July 1961): 14. In introducing Tavo- flat block, Porto 1952-1954,
ra's projects, Nuno Portas refers to several Italian projects carried out in the same year: Nuno Portas, “Arquitecto view of the stairwell (photo by
Fernando Tévora: 12 anos de actividade profissional’, Arquitectura, no. 71 (July 1961): 11-13. Alessandra Chemollo).
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for the top level on the roof-terrace, which is entirely glazed and allows light to

enter from above, enhancing every detail of the staircase with a marked lumi-
nous contrast [Fig. 3, 4].

On the Swedish territory, Backstrom and Reinius’ professional debut led
from the very first works to an interesting process of combining materials
that partly or wholly departed from those of modernity in order to overcome
the uninspiring white plastered walls. The first residential building the two
Scandinavian architects completed was the Kvarteret Tegelslagaren flat block
built in Stockholm in 1937, a parallelepiped volume completely similar in size
and proportions to the contemporary expression of rational architecture. The
details, however, are totally different from the usual rationalist housing block
of the 1930s, as there are no ribbon windows and white plaster replaced by red
brick and teak wood fagades, while the ground floor features grey-green mar-
ble cladding from Kolmarden [Fig. 5]. If the layout and the cut of the interior
spaces are calibrated and satisfy functional requirements in an impeccable
manner, on the outside the architects attempt this process of softening and
contamination with tradition that will continue over the following decades with
ever-changing results due to the context, the living function and other con-
straints that in their opinion must be conditioned by the project.

For instance, between 1939 and 1940, Backstrom and Reinius designed
Elfvinggérden, one of the many subsidised housing complexes for frail people
that the two architects worked on during their careers. In this case, the com-
plex is not located in the city centre but in a narrow area between a coniferous
forest and the sea. The project therefore takes on a much more articulated
solution from a planimetric point of view, the result of the juxtaposition of sev-
eral parallelepiped volumes in turn ordered by the union of modular elements

Fig. 5

Sven Backstrom e Leif Reinius,
Kvarteret Tegelslagaren, Stock-
holm 1937, detail of the facade

(photo by the author).
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represented by the studios. The use and
juxtaposition of materials also change, with
fair-faced concrete being used here to create
the connection between the rocky substrate
and the elevation of the fagades made of
fair-faced bricks [Fig. 6]. This dissimilarity of
planimetric solutions and details is one of the
main peculiarities of the design model imple-
mented by Backstrom and Reinius since the
late 1930s, a strategy that is substantially
similar to the one implemented by Tavora on
the same typological theme.

Equally thoughtful in terms of the use of
materials and plan development is the design
for the Holiday House in Ofir, which Tavora
worked on between 1957 and 1958. Here in
particular, the use of a wide variety of natural
materials for the interior spaces strikes the
eye: different types of terracotta, wood and
stone which in turn is worked with different
degrees of finish. The building, almost com-
pletely enclosed to the north, rises with only
one floor above ground and the elevations are
a sequence of white walls (the only exception
being the chimney flue which emerges from
the fagade level and is painted yellow) alter-
nating with large glazed portions with wooden
frames. The floor plan clearly shows the func-
tionalist layout characterised by a central core
(with the same floor continuing to the exterior)
from which three asymmetrical arms branch
off to form the main areas of the house. The
living area is a large continuous room that
stretches from the central core towards the
east, the five-bedroom area located in the
south-facing arm, and finally the third part —
the smaller one — with the kitchen and some

service rooms and the garage. The geometric matrix that governs the compo-

sition has not, however, constrained the axiality of the walls and the insertion

of the plan within a rigid orthogonal grid, from which the design of the house

eschews, responding instead more effectively, as Tavora'” has written, to a long

list of demands and conditioning environmental factors that also determined

the position and size of the openings [Fig. 7].

17 Cfr. Fernando Tavora, Casa de Férias em Ofir / Summer House at Ofir (Lisboa: Editorial Blau, 1992), 2, 5.
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Fig. 6

Sven Backstrom e Leif Reinius,
Elfvinggarden, Stockholm
1939-1940, detail of the facade
(photo by the author).

Fig. 7

Fernando Tavora, Holiday
home, Ofir 1952-1954, floor
plans (Casa de ferias em Ofir,
Lisboa: Blau 1992, 8).



A skilful balance between modern rigour and the revival of tradition that in

some ways can be compared with one of Backstrom and Reinius’ most famous
projects, namely the various residential blocks and neighbourhoods of star-
shaped houses — stjdrnhus they built starting from the Grondal building between
1943 and 1945. In this case too, the ambition of the two architects was to make
the rigid geometric scheme of the plan based on the juxtaposition of multi-sto-
rey modular elements in the shape of a "Y” less exaggerated. The repetition of
these elements that would lead to the determination of courtyards of different
sizes, from the perfectly hexagonal ones in Grondal to the large spaces of the
Rosta district in the city of Orebro [Fig. 8], is accompanied by the study of the
colour theme that only minimally involves white. Warm tones, sometimes with
contrasting juxtapositions aimed at enhancing the cleanliness of the volumes,
characterise the facades marked by the high number of balconies, and at the
same time the contrast with the exposed concrete used for the part of the base-
ment that raises the living volume above ground level is marked. It is in particu-
lar the earth colours of the different shades of red that are used by Backstrom
and Reinius that reinforce the relationship with the traditional “Falun red” paint,
the well-known red paint produced from some of the residues from the copper
mine in the Swedish town of Falun and used for centuries to protect wooden
dwellings from the aggression of moisture and animal pests. Then come the
pitched roofs that definitively overcome with this project the horizontal tecton-
ics of rationalist volumes and bring a theme also typical of Swedish domestic
architecture back into the centre of the design.

The quote and reference to the past as a thread that ideally links Tavora with
Backstrom and Reinius emerges with even greater intensity in the project for
the building constructed between 1958 and 1960 on Avenida Pereira Reis in
Porto. The building, which in this case has a rectangular floor plan with the

Fig. 8

Sven Backstrom e Leif Rein
Stjarnhusen "Rosta’, Orebro
1948-1952 (photo by the
author).

ius,
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largest dimension parallel to the street as opposed to the Foz do Douro com-
plex, is characterised by a perfectly symmetrical fagade score that has only

one misalignment on the vertical plane to mark the position of the entrance
and the staircase in the centre. To this condition of stereotyped rationality, the
Portuguese architect contrasts details that once again recall tradition. Firstly,
the four conspicuous gargoyles that mark the design of the fagade with their
expressive overhangs and project, like sundials in sequence, their shadows
on the fagade’'s second diriment element, namely the blue and white ceramic
cladding typical of Porto, not with the well-known figurative references but with
a repetitive geometric design that refers to the Arab origin of the decorative
theme. This is combined with the need to externally reveal the structural matrix
of the building by visually isolating the load-bearing concrete frame plastered in
white and easily distinguishable from the other white and blue rather than gran-
ite cladding on the ground floor [Fig. 9].

Details that, in Portugal as in Sweden, thus render a different way of doing
architecture that has as its common premise man and the earth'® at the centre
of a reciprocal relationship of influences that have substantiated the choice of
a “Terceira Via".

18  See: Leif Reinius, "Architectural Experiments”, in Nordic Architects Write. A Documentary Anthology, Michael
Asgaard Andersen, ed., (New York. Routledge, 2008; Tévora), 348-353.
Se also: Tavora, “O problema da casa portuguesa’.
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Fernando Tavora, Rua Pereira
Reis flat block, Porto 1958-
1960, (FIMS/AFT).



Bibliography

Arkitektur, no. 6 (1982), monographic issue of the maga-
zine on Sven Backtrom and Leii Reinius edited by Claes
Caldenby and Eva Rudberg.

Bandeirinha, José Antodnio, ed., Fernando Tavora. Mod-
ernidade Permanente. Guimaraes: Associagdo Casa da
Arquitectura, 2012.

Bellucci, Giovanni. The housing models of Backtrém &
Reinius between Thirties and Fifties. An alternative to
Scandinavian functionalism. Siracusa: LetteraVentidue,
2022.

Curtis, William J.R. Monderne architecture since 1900.
New York: Phaidon, 1982.

Esposito, Antonio and Giovanni Leoni. Fernando Tavora.
Opera completa. Milano: Electa, 2005.

Esposito, Antonio, Giovanni Leoni, and Raffaella Maddalu-
no. Fernando Tavora. Diario di bordo. Siracusa: Letter-
aVentidue, 2022.

Figueira, Jorge. “Fernando Tavora: coisa mental”, Uni-
dade, no. 3 (1992): 101-106.

Kidder Smith, George Everard. Sweden builds. New York
and Stockholm: Albert Bonnier, 1950, 34-63.

Leal, Jodo. Etnografia Portoguesas 1870-1970. Lisboa:
Etnografica Press, 2000, 107-143.

Lino, Raul. A Nossa Casa — apontamentos sobre o bom
gosto na construcdo de casas simples. Lisboa: Edi¢cao
da Atlantida, 1918.

Lino, Raul. A Casa Portuguesa. Lishoa: Escola Tipografica
da Impresa Nacional de Lisboa, 1929.

Lino, Raul. Casas Portuguesas. Lisboa: Edigéo de
Valentim de Carvalho, 1933.

Lino, Raul. Levolution de I'Architecture Domestique au
Portugal. Lisboa: Institut Francais au Portugal, 1937.

Mumford, Eric. “In Search of ‘Habitat’: Sigtuna, Sweden,
1952 In Eric Mumford, The CIAM Discourse on Urban-
ism, 1928-1960, 215-225. Cambridge MA — London.
The MIT Press, 2002.

Portas, Nuno. “Arquitecto Fernando Tavora: 12 anos
de actividade profissional”, Arquitectura, no. 71 (July
1961): 11-13.

“Porto: Bloco de Habitagdes na av. do Brasil (1952)",
Arquitectura, no. 71 (July 1961): 14.

Ray, Stefano. Il contributo svedese all'architettura con-
temporanea e l'opera di Sven Markelius. Roma: Officina
Edizioni, 1969.

Ray, Stefano. Sven Markelius 1889-1972. Roma: Officina
Edizioni, 1989.

Reinius, Leif. “Glimtar fran U.S.A”", Byggméstaren, no. 17
(1944): 303-322.

Reinius, Leif. “Frank Lloyd Wright (1869-1959)", Arkitektur,
no. 8 (1959): 190-192.

Reinius, Leif. “Architectural Experiments”, in Nordic
Architects Write. A Documentary Anthology, edited by
Michael Asgaard Andersen, 348-353. New York. Rout-
ledge, 2008.

Rodrigues dos Santos, Joaquim Manuel. “Tupi or not
Tupi’ versus ‘Casa Portuguesa’: Friction between Lucio
Costa and Raul Lino”, Artis on, no. 12 (2022): 78-96.

Rudberg, Eva. Sven Markelius, arkitekt. Stockholm:
Arkitektur Forlag, 1989.

Tavora, Fernando. “O problema da casa portuguesa’,
Aléo, no. 9 (November 1945).

Tavora, Fernando. “O problema da casa portuguesa’,
Cadernos de Arquitectura, no. 1 (1947).

Tavora, Fernando, Rui Pimentel and Antdnio Menéres.
“Zona 1. Minho", in Arquitectura popular em Portugal,
vol. 1,2-111. Lisboa: Sindacato Nacional Dos Arquitec-
tos, 1961.

Tavora, Fernando. Casa de Férias em Ofir / Summer
House at Ofir. Lisboa: Editorial Blau, 1992.

Tavora, Fernando. Didrio de ‘bordo”, edited by Rita Mar-
noto. Matosinhos: Associagdo Casa da Arquitectura
2012.

Trigueiros, Luiz, ed., Fernando Tavora. Lisboa: Blau, 1993.

Wright, Frank Lloyd. “Taliesin West, vinterbostad i Arizo-
na’, Byggméstaren, no. 1 (1948): 8-12.

149

HPA 11202215



Fernando Tavora | Archive

_‘I‘\“_II;‘ - A - -
gt .
‘:*}/ (‘ =

Ramalde Housing Estates

ARCHIVIAL DATA
DATE (design and partial realization) 1952-1960

PLACE/ADDRESS Ramelde, Porto

COLLABORATORS -

CUSTOMER Habitag6es Econémicas — Federagao
de Caixas de Previdéncia

SOURCES Fundacao Marques da Silva, Porto

N. Portas, “Porto: unidad idencial de R 1d
(1952-60)", Arquitectura, no. 71 (1961): 15-16; L. Trigueiros,
Fernando Tavora (Lisboa: Editorial Blau, 1993), 52-55;

A. Esposito, G. Leoni, Fernando Tdvora. Opera completa
(Milano: Electa, 2003), 92-93; A. Santos, B. Ferreira,

F. Dionisio, S. Anastacio, Fernando Tavora. Unidade
Residencial de R: Ide, in Habitar em colectivo.
Arquitectura Portoguesa antes do SAAL, A. Vaz Milheiro
eds., (Lisboa: Depar de Arquitectura e Urbani

do ISCTE Instituto Universitario de Lisboa, 2009), 27-34;
J. A. Bandeirinha (ed.), Fernando Tavora. Modernindade
permanente Permanenet modernity (Matosinhos: Casa da
Arquitectura, 2012), 208-209.

@@4.0

150

ESSENTIAL BIBLIOGRAPHY

https://doi.org/10.6092/issn.2611-0075/19841 | ISSN 2611-0075
Copyright © 2022 Giovanni Bellucci

1
2
MG.T: Remalde housing
estates, Porto 1952-1960,
general plan, ink on tracing
paper; IMG.2: general plan
sketch, coloured markers and
ink on cardboard (FIMS/AFT).
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IMG.3: Remalde housing estates,
Porto 1952-1960, Plan (building
type 3), heliographic copy; IMG 4:
main facade elevation (building
type 3), tracing paper; IMG.5:
building construction  sketch,
pencil on paper (FIMS/AFT).

IMG.6: Remalde housing estates,
Porto 1952-1960, elevation of
the three-storey building, ink

and coloured pencils on helio-
graphic copy, IMG.7-8: terraced
house elevation sketches, ink
and coloured pencils on heli-
ographic  copies  (FIMS/AFT).
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IMG.T: Renovation of the City Cen-
tre, Town Hall and Tower, Aveiro
1963-1967, general plan, trac-
ing paper; IMG.2: section at the
town hall building, tracing paper;
IMG.3: maquette (FIMS/AFT).
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IMG.4: Town hall, Aveiro 1963-
1967 (with Alberto Neves and
Joaquim Sampaio), floor plans,
tracing paper; IMG.5:  paper
sketch of the main fagade and
details; IMG.6: paper sketch
of the corner solution; IMG.7:

paper sketches of interior solu-
tions and details; IMG.8: ele-
vations and sections, tracing
paper; IMG.9: section-elevation
of the main fagade and details,
tracing  paper  (FIMS/AFT).
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IMG10: Caixa Geral de Depdsitos
(with A. Neves, J. Sampaio and
Bernardo Ferrdo), Aveiro 1965-
1972, floor plans, tracing paper;
IMG11:  elevations and  sec-
tions, tracing paper (FIMS/AFT).

IMG.12: Project for the "Rumo’
Tower (with A. Neves — Com-
missioned by Jodo Nunes da
Rocha), Aveiro 1962, sketch of
elevation, charcoal on paper;
IMG13:  sketches (perspective
and plans), charcoal on paper;
IMG14: sections and detalls,
charcoal on paper (FIMS/AFT).
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Rui Aristides Lebre

Portuguese Moderns: the Ramalde Neighborhood

by Fernando Tavora 1950

Social Housing, Modernist Planning, Political Identity, Postwar, Porto

/Abstract

In the postwar, Portugal, entering its second decade under dic-
tatorship and although not being directly involved in the war,
witnessed the promotion of mass “social” housing. Portuguese
architects were allowed a creative platform for the reinvention of
housing typologies, urban forms and ideas in dialogue with cen-
tral Europe. Fernando Tavora was one of the architects engaged
in this process early in his career as council architect at Porto,
and designing one of very few examples of modernist housing
in Ramalde. This article examines this early work by Tavora as
a grounding moment in Portuguese modern architecture after
the war, situating Ramalde in the geography of Porto's postwar
urban changes. Using the method of derive as a form of critical
geographical analysis, the article combines archival research
with formal and environmental analysis of the built environment
of Ramalde. Although Tavora’s eminent career is more commonly
referred to later works, this article argues that Ramalde’s housing
plan, entangled in the dictatorship’s working of welfare with con-
trol, opens the discussion to alternative readings of postwar mod-
ern architecture in Portugal, while contributing to debates about
the parallel development of modernism and European political
identity in the postwar.
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Porto
February 2015.

| descend at Ramalde metro station. To the east there is a group of four sto-
ried buildings with a ‘social housing' look, walls complemented with graffiti tags,
abused sidewalks and greenery, old cars enduring solemnly, and other attrib-
utes of post-war suburbs built around Europe, although this one was built much
later. To the west there is an old narrow road, bound to the north by what seems
to be an old farmhouse or maybe an old industrial unit from the beginning of
the past century. To the south, the road is bound by a couple of small houses,
modest looking, for the exception of a two-storied fagade, no house behind it,
looking like the home of a once wealthy family.

This road is still made of stone, my feet feel the 18th century, my eyes are con-
flicted but a young citizen informs me that the shopping mall — Norte Shopping
— is just one metro stop away. | did not ask where the shopping mall was, but
which way was north. | have to go west, past the industrial zone and into another
postwar suburb.

Going around this industrial area is not as uncomfortable as | imagined; the
sidewalks are wider and better cared for than those in many central areas of
Porto. Also, there are plenty of people walking around, another surprise. One
look at the satellite view of this area and gets the image of running scared
amidst big trucks. It is not the case at all, although | will have to find a path
around the freeway leading north to the port and the airport and dividing the
industrial area in two.

| have driven this freeway many times, always assuming that | was beyond the
city, not even in a suburb but just passing through an industrial area. All you can
see from the freeway are old modern looking warehouses. | never suspected
these warehouses also served as a buffer, even if unwittingly, to housing neigh-
bourhoods around them. The old and tall plan-trees siding the freeway are a clue
that this was probably not a freeway to start with, at least not in the contem-
porary sense, but instead a 19th century styled avenue, a walk able boulevard,
wanting to serve more than the mere flux of merchandise.

Planning the “great estate”

In March 1948, Porto's council approved the design of a road extension con-
necting the “5 de outubro” road, which leads directly to one of the city’s central
areas — the boavista roundabout — to the port of LeixGes or what we might
call “the Douro-Leixdes economic complex”.! At the time Leixdes was one of
the country’s main interfaces. By the early 1950s, Porto became one of coun-

try’s main industrial centres, surpassing Lisbon in terms of active population

1 Expression used by the architecture then student José Borrego, related to the fact that the port of leix6es was
originally built for boats that could not sail the river Douro, where the city’s commercial activity was historically
concentrated, see José Borrego, Anteplano Duma Zona Portudria — Urbanologia (MA diss., FAUP, Porto 1954), 3.
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involved in the industrial sector.? The 1948 new avenue design emerged from
the political will to modernize the economy in the wake of a wartime urban
plan foregrounding the city's industrial development, part of the postwar eco-
nomic restructuring enabled by the Marshall Plan. The new avenue in effect
involved creating a more efficient corridor between the nodes of distribution
(Leixdes) and the various productive and storage units spread throughout the
city and its outskirts. In other words, it involved making fast tracks for the
drainage of the city’s productivity [Fig. 1].

REDE FUNDMMENTAL DS COMUNCACTSS £ 3k -?.r‘?

| OC6 ESPACOS VERDEL DE NIFREVE AlBLCD

A

{owma
g =i
PLARD DAL OF ORI TAD

VRS O A TR 6, T, D & Tk ST,
CAFR0D DE FIFNG O Wb LARGA

P ] o WA DT

N

This new avenue also implied a rationalization of the city’s economic activ-
ities, namely where and how to concentrated headquarters, technical offices,
storage and distribution centres, while removing these programs from the city
centre, freeing it for an emerging service sector. Indeed, businesses appropri-
ated key sections of the city centre and, to accomplish this effectively, urban
policy gravitated around business priorities. From the outset, the road extension
approved in 1948 drew its logic not from the territory that it would occupy, but
from the desired reorganization of central Porto and its welcoming of a modern
business oriented urban effectiveness. It is, thus, curious to observe how the
council’s urbanization office proposed an urbanization plan for the lands adja-
cent to the new avenue with several housing quarters. Indeed, it appears Porto’s
council took the opportunity offered by the new planning priorities to provide
some amelioration to the city’s housing situation. For this reason, the council’s
urbanization office moved ahead with the idea that this new avenue needed to
be more than a corridor of merchandise, but also an extension of the city, out-
growing into one of its semi-rural outskirts.

The problem of the freeway we experience today was then the problem of rear-
ranging the city’s population and, thus, tending to those that would be without

2 Fernando Rosas (ed.), Histdria de Portugal: O Estado Novo (1926-1974), vol. 7 (Lisboa: Editorial Estampa,
1993), 65.
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Fig. 1

The new road system proposed
in the 1952 master urban plan
(Ant&o de Almeida Garrett,
Plano Regulador da Cidade do
Porto).



a place after the transformation of central Porto into a third-sector hub. In this
respect, the reformist economic avenues engaged with more than one aspect of
the city’s industrial and commercial productivity — its historically consolidated
concentration of human labour [Fig. 2].

| go beneath the freeway, through the east side tunnel, the sidewalks are still
generous and ample. As | reach the other side of the freeway, coming out of the
tunnel, the landscape is entirely different from the one | just came from. On my
right side, to the north-west, there is a large estate with old and tall trees, encir-
cled by a stone wall that looks aristocratic in appeal. | say aristocratic because it
encloses Casa de Ramalde (House of Ramalde), the past residence of an old local
noble family. Behind this estate, further westwards, there is a group of collective
housing blocks, state-promoted in its apparent cheap materials and pre-made
appeal. Facing these is the other side of the industrial zone | have departed from.

To my left there is a group of small two-storied houses with a meek complex-
ion. Behind them a multi-storied condominium rises, probably not built twenty
years ago, and deeply contrasting with the pauper, smallish, houses. | go past
the first couple of small houses, symbolically taking me back to a village set-
ting, as if suddenly walking through rural Portugal. Now | am somewhere in the
past, an unrecognisable, yet familiar, past that lingers. As | go by these houses
| reach an open space, at the corner where this road intersects another coming
from the south. An old communal laundry occupies the corner, done in cement
and stone, with large back-to-back cement tanks, where the water to rinse
clothes still lays. This old public space, where mostly women used to gather, is
just beneath the intersecting roads almost a full story. The latter were probably
laid after the communal laundry and menacingly insinuated themselves over
it. The open space created by the public laundry enables one to look within
the innards of the old houses’ plots. A combination of metal and wood sheds
and shacks outgrowing slightly more permanent brick walls shows itself. In
between these sheds and shacks some trees and chimneys pop up. There is
probably some garden space in between the shacks, walls and old houses.
But besides these packed gardens, the inner space of the quarter, constituted
by the old houses on the intersecting roads, seems almost completely packed
with the attributes of a self-functioning village. In other words, it is a collective
housing complex, not by design but by gradual use and appropriation. The inner
parts of the plots accommodate unforeseen tenements, residents and more. It
is that unrecognisable familiar past that persists to exist and which came to be
called ilha in Porto in some situations.®

3 Theilha, literally translatable as island, deriving its meaning from the latin insulae is the name associated with
an architectural typology for workers’ quarters specific to Porto's modern urban history, equivalent to the Birming-
ham back-to-back. It is also an old Portuguese slang word to signify that which belongs to the outcast city, the
imaginary ghetto of Porto. For a history of the ilha see: Maria Ferreira, As “llhas” do Porto: Estudo Socioeconémico,
(Porto: Camara Municipal do Porto — Pelouro de Habitagdo e Acgdo Social, 2001); Gaspar Martins Pereira, “As
llhas No Percurso Das Familias Trabalhadoras Do Porto Em Finais Do Século XIX," in Familia, Espago E Patrimonio,
edited by Carlota Santos Porto: CITCEM — Centro de Investigagdo Transdisciplinar Cultura, Espago e Memoria,
2011), 477-493; Paulo Castro Seixas, “llhas E Novos Condominios No Porto Do Século XX, Reflexos Do Passado,
Interrogagdes Do Presente,” in Familia, Espago E Patrimonio, edited by Carlota Santos (Porto: CITCEM — Centro de
Investigagdo Transdisciplinar Cultura, Espago e Memdria, 2011), 495-502.
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| continue up the road leading from the communal laundry and its rural ilha to
the townhall and the main street of Ramalde. On one side stands a new church,
on the other the cemetery with its old chapel. | pass through an accumula-
tion of what seems to be housing blocks erected sometime in the 1990s, with
ground floor shops and adjacent parking. The road then becomes wider as four
white story blocks, disposed in a strict geometrical pattern, emerge. Walking
down a straight and generously spaced avenue, these blocks accommodate
large open spaces in-between. The blocks are at times parallel and perpendic-
ular to the avenue, so the in-between spaces oscillate between courtyard and
green open space. The latter have grass that needs some caring, lumps of dirt
appearing here and there. There are also cars parked everywhere, usually right
next to small steel structures for drying clothes, recently built by the township
to improve the neighbourhood's living conditions, namely by physically sug-
gesting inhabitants not to dry their clothes in their balconies and windows —
this apparently created the wrong impression for visitors.

Central stone paths in-between the blocks connect their different entrances.
To enter each block, other smaller stone paths lead perpendicularly away from
the main path onto common entrances. The base of the blocks is coated in
granite, rising to waist level and then giving way to white towed facades. This
creates the impression the blocks emerge from rock itself, that its foundations
are stable and deep. The stone is but a filling, most blocks don't have basements
and the ones that do, don't run very deep. It is more the symbolic gesture of
gravity, both physical and social, as granite is a stone widely used in the north of
Portugal, usually identified with nobility.

The white towed fagades are blind on the block’s shorter extremities and
opened by groups of waist height windows and small balconies with regular
rhythms, no deviation from an orthogonal metric. These rhythms are interrupted
by the staircase that distributes to apartments on both sides of it. Residents
that moved in in the late 1960s said the central staircase used to be open: each
landing was an open balcony where people used to gather and talk during the
day, in-between home shores — mainly women — and, when in summer, also
during the night, making the stair landings small public living rooms from where
they could talk with people walking in the stone paths, grass and on other stair-
cases.” Nowadays, however, these stairways are semi-enclosed by frosted
glass blades that reach well above medium Portuguese heights; the ground
floor entrance was also closed.

The average number of apartments per block is between twelve and eighteen,
each block built from six apartments per floor, three on each side of the central
staircase. This neighbourhood was named Campinas and promoted by public
housing policies from the early sixties that aimed to solve, in a more system-
atic way, the housing problem of the lower working-class of Porto. The Campinas
neighbourhood came to house all kinds of lower-class families, including some

4 Collected from a group interview with old residents, on 11 of March of 2015.
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from then recently demolished
ilhas. Campinas, however, was
just a portion of a greater urban
plan publicly announced through
the newspaper O Primeiro de
Janeiro, in 1950, in the following
terms: “A truly new city for six
thousand inhabitants is going to
be built in Ramalde — according
to the most modern urban con-
ceptions” ®

The urban plan for Ramalde
developed in the late 1940s and
involved a large area between
the Boavista avenue and the new
avenue, filled with old farmlands
and steads, aristocratic estates
(House of Ramalde), several
ilhas and some factories.® It was
part of a more general master
plan for the city and its metro-
politan region, in development
since the late 1930s.” The mas-
terplan's main strategy was to
establish Porto as the urban
node tying northern Portugal.
The new road network proposed a strict zoning policy, operating the functional
distinction between housing, commerce, service, industry and leisure. The plan
involved a campaign of urban renewal and new housing construction, following
the vision of Porto as an organic “great estate,” structured along a hierarchy of
socio-environmental typologies, whose grounding example was the village.®

5 “Uma Verdadeira Cidade Nova Para 6 Mil Habitantes, Vai Ser Construida Em Ramalde, Segundo as Mais Mod-
ernas Concepgdes Urbanisticas,” O Primeiro de Janeiro, February 26, 1950 (translation by author).

6 Maria Tavares, “Casas a Norte: As HE (Habitagdes Econdmicas — Federagdo de Caixas de Previdéncia) Num
Processo de Continuidade,” Revista Arquitectura Lusiada, no. 2 (2011): 80.

7  The master plan started in 1939, stemming from a government program for the creation and of urban master
plans throughout Portugal and developed under the auspices of the Ministry of Public Works. Its first planning
coordinator was the Italian architect-planner Marcello Piacentini and two of his collaborators, the architect Giorgio
Calza Bini and engineer Vicenzo Civico. They were replaced in the early 1940s by the architect-planner Giovanni
Muzio and, in 1943, the latter was replaced by the engineer Antédo de Almeida Garrett, a former collaborator of
Muzio. Tavora worked under Garrett during the late 1940s and early 1950s, as he joined the city’s urbanization
office in 1948. In the early 1960s, Garrett was replaced, as lead planner, by the French architect-planner Robert
Auzelle. See: Margarida L6bo, "Planos de Urbanizag&o: A Epoca de Duarte Pacheco’ (PhD dissertation, Porto: FAUP,
1995); Maria Adriana Pacheco Rodrigues Gravato, “Trajecto Do Risco Urbano: A Arquitectura Na Cidade Do Porto,
Nas Décadas de 30 a 50 Do Século XX, Através Do Estudo Do Conjunto Da Avenida Dos Aliados A Rua de Ceuta”,
(Master's Dissertation, Faculty of Literature of the University of Porto, 2004).

8  Garrett, in the public presentation of Porto's master plan in 1952, explained it thus: “In a village, the lords are like
the natural protectors of the most in need that know to have in them a support — and the first feel themselves morally
obliged to do so. Everybody knows each other and everybody counts on one another. If a poor dies, the neighbours
support does not faulter, whatever their economic situation. (..) It becomes indispensable to return to the natural
local organization and complete it with the greatest sum of gains that today’s life affords in Antdo de Almeida Garrett,
Plano Regulador Da Cidade Do Porto (Porto: Camara Municipal do Porto, 1952): 16, translation by author.

Fig. 2

Urban design for a neigh-
borhood of economical
housing in Ramalde, 1948
(Porto’'s municipal archive
D-CMP-03-526-013).
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A neighbourhood for a Modern Capital

The urbanization of Ramalde emerged from this urban ideal of a new organic
urban unit, specifically as a modern service and housing area delimiting the city's
growth westwards. In practice the urban plan was supposed to house present
and future displaced residents, created from the clearing of “dangerous” housing
situations from central Porto [Fig. 3]. So, simultaneously keeping with Porto's
master plan and adapting Marshall Plan priorities, the urbanization of Ramalde
aimed to solve the city’s “housing crisis.” As the newspaper clarified:

his initiative — owed to the Federagdo das Caixas de Previdéncia (FCP)°
— is of the greatest import to Porto, where the housing problem is far
from finding a solution. (...) The construction of the new residential neigh-
bourhoods, if it doesn’'t completely solve the problem — we must not for-
get that in Porto more than 50.000 people live in ilha houses —is a positive
contribution, worthy of the biggest praises." [Fig. 4]

This tone of reformist enthusiasm was betrayed by reality, in effect solutions
were late and partial. The plan was acted with a mixed financial and organiza-
tional structure. The council advanced the urban plan and the technical exper-
tise that would further develop the housing design and its construction. The
central state, through the body of the FCP, funded the enterprise, stipulated the
housing models and supervised the design and construction process. This was
made possible by the dictatorship’s adaptation to the postwar reconstruction
environment, namely felt in the influence of Marshall Plan housing policies and
the integration of experts with a reforming mindset in the ranks of civil and
state corporations. Departing from a new legal framing for housing,'' the FCP,
a branch of the "almighty” INTP that, in the words of Fernando Rosas, was

9  The Welfare Funds Federation was a welfare organization legislated in the immediate postwar, influenced by
Marshal Plan directives, namely its housing program, and implementing the dictatorship’s worker welfare and control
apparatus, the Instituto Nacional do Trabalho e Previdéncia — INTP, translatable as National Institute of Work and Wel-
fare. For INTP's work until 1943 see Instituto Nacional do Trabalho e Previdéncia, edited by, Dez Anos de Politica Social
1933-1943 (Lisboa, 1943); For an overview of FDP's housing program see Maria Tavares, “Leituras de Um Percurso
Na Habitagdo Em Portugal. As Habitagdes Econdmicas — Federacéo de Caixas de Previdéncia,” in Habitagdo Para O
Maior Numero. Portugal, Os Anos de 1950-1980, edited by Nuno Portas (Lisbon: IRHU = Lisbon Municipality, 2013),
21-45; On the relation of these government institutions with the dictatorship’s administrative and executive structure
see: José Luis Cardoso, “Corporativismo, Instituigdes Politicas E Desempenho Econémico,” in Corporativismo, Fascis-
mos, Estado Novo, edited by Fernando Rosas e Alvaro Garrido, (Coimbra: Almedina, 2012), 101-120.

10  “Uma Verdadeira Cidade Nova Para 6 Mil Habitantes, Vai Ser Construida Em Ramalde, Segundo as Mais
Modernas Concepgdes Urbanisticas”. Translation by author.

11 May 7 of 1945 the dictatorship approved the decree-law no. 2007 that reformulated the norms by which
public housing was to be promoted, built and made available. See Tavares, “Casas a Norte: As HE (HabitagGes
Econdmicas - Federagado de Caixas de Previdéncia) Num Processo de Continuidade”: 78.
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Fig. 3

Sporting event at Ramalde’s
sport's complex, unknown
date (Porto's municipal archive
F-NP-CMP-01-07-721,722,723).



the “supreme guarantor of social discipline” through which an “embryonic and

paternalistic social assistance” was developed,'? created the housing program
HE — Habitagées Econdmicas (Economical Housing), which would take on the
tutelage of several urban and housing plans, namely the one through which we
are walking.

The Campinas blocks seem to result from the “modern conceptions” praised
at the time and today: “The new residential zone will not be a group of houses
with their gardens, but a great garden with their houses”.”® Even though the
grass needs tending, its suggestion is easily conveyed: the blocks do seem
to stand on a garden, bringing forth a garden city scenography, if only just
that."* Yet Campinas is a later phase of the whole plan. In fact, it is one of its
derivations.

Soon enough | find it, but not easily as expected, as there aren't many ele-
ments to distinguish the spatiality of the later phases from the first, original,
modern neighbourhood of Ramalde. A paint stamp, printed on the blank white
walls gives it away, it reads ‘HE'. These marked blocks were not the first to be
built; they were built in-between the Campinas’ and the first phase. Their roofs
give it away: they are sloped and not very “modern” looking, meaning flat, just
like the ones in Campinas. | walk past the HE blocks made vivacious by richly
cultivated front gardens, with many different flowers and vegetables. They seem
personal appropriations of the wide grassed open spaces between the blocks.

12 Fernando Rosas, Salazar E O Poder: A Arte de Saber Durar (Lisbon: Tinta-da-china, 2012): 294-295. Transla-
tion by author.

13 “Uma Verdadeira Cidade Nova Para 6 Mil Habitantes, Vai Ser Construida Em Ramalde, Segundo as Mais
Modernas Concepgdes Urbanisticas.” Translation by author.

14 For a comparison of Ramalde’s urban plan in the 1950s with garden-city models see Eduardo Fernandes, A
Escolha Do Porto: Contributos Para a Actualizagdo de Uma Ideia de Escola (PhD Diss., Guimarées: Escola de Arqui-
tectura da Universidade do Minho, 2010), 125-132.

Fig. 4

The new urbanization
plan for Ramalde of 1952
(Porto’s municipal archive
D-CMP-05-66-3-037).
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In fact, many of these richly treated gardens are communal, organized by the
tenants. Moving past the gardens and reaching a wide road a recent housing
project seems to have been caught in the real-estate crash of 2008. Apparent
concrete, unfinished windows, plastics of all sorts springing from a dark empty
space inside, the whole complex boarded up with aluminium sheets. The road
curves along this incomplete project and, on its other side, leads us to the first
phase of Ramalde’s urbanization.

The blocks seem smaller because of the flat roof. The walls and rhythms of
openings are similar, if not the same, to all the other blocks before. The entrance
and the staircase are, however, quite different. Its gardens are also richly culti-
vated and personalized. In-between the blocks the original trees, planted in the
late 1950s, have grown higher than the blocks. Tenants closed the open balco-
nies with conservatories — the habitual Portuguese marquise. An old tenant,
moving in in1964, tells me the place is famous. Many architects come here to
see the neighbourhood he says, “sometimes even in buses full of them”."”® Let us
try to understand why this is so.

Portuguese Modern Architects Being Portuguese

In 1948 Tavora was hired as an architect for Porto's urbanization office. His
first known work, the urban plan of Campo Alegre, emerged from ongoing work
on the new urban corridor and its various possible implications for the surround-
ing area. The plan was inserted within Garret's master plan described above.
Contrary to original designs proposed by Milanese Giovanni Muzio, Tavora's
Campo Alegre tried a direct translation of CIAM’s urban norms into Porto's urban
landscape, advancing the modernist package of spatial solutions: segregation
between pedestrian and vehicle traffic, as well as between different programs;
housing blocks standing “freely” amidst open green spaces; the concentration
of public activities in a common “precinct” that allowed “intense social life within
the area." The whole thing would be, at least partially, self-sufficient and con-
ceived to have its own traffic, public equipment and so forth.™®

Like the late urban plan of Ramalde, it aimed to house “about 6000 inhabit-
ants”” Campo Alegre was in many respects the unrealized prequel for the letter.
Although the latter precedes the modernist exercise of Campo Alegre — the first
known official document regarding Ramalde’s urban plan dates to March 1948
— it was transformed by the inspiration of Campo Alegre when Tavora assumed
the lead for its design. Thus, the mystery of the bus loads of architects is partly
solved: it is because of its famous author. The fact that Tavora has become one

15 Interview in 3 of March of 2015.

16  For a contemporary reading of Campo Alegre’s relation with CIAM norms see Nuno Portas, “Arquitecto Fer-
nando Tévora, 12 Anos de Actividade Profissional, Um Estudo Critico,” Arquitectura, no. 71 (July 1961): 11-12; for
a more recent one, see Fernandes, “A Escolha Do Porto: Contributos Para a Actualizagdo de Uma Ideia de Escola”.

17  Tévora cited in José Antonio Bandeirinha, edited by, Fernando Tavora: Modernidade Permanente (Porto: Asso-
ciagdo Casa da Arquitectura, 2012), 198.

18  Plano Parcial de Urbanizagéo de uma Zona Destinada a Casas de Renda Econdmica em Ramalde, Historical
Archive of Porto Municipality, document D-CMP-03-526, see image 2.
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of the most famous Portuguese architects is detrimental, but equally important
Ramalde would become one of the first examples of CIAM's “heroic” period in
Portugal, which has its particular charm, i.e., cultural capital in modernism nos-
talgic architecture circles.

The “heroic” modernism of Tavora's design for Ramalde did not happenin a vac-
uum. Quite the contrary, it was part of a concerted effort within the fascist gov-
ernment headed by Oliveira Salazar, namely through the FCT, to experiment with
dwelling languages and priorities following from the modernist impetus of the
Marshall Plan. After the construction of the first FCT neighbourhood of Alvalade,
in Lisbon, by the architect Miguel Jacobetty, the FCT started exploring housing
typologies beyond this initial model. Jacobetty's first generation of FCT housing
rearticulated a late 19th century liberal middle-class housing block, such as those
we find in end of century Vienna developed by Otto Wagner.' Indeed, he designed
Alvalade’s blocks as the reproduction of a single rational model covered in a 19th
century combination of art-déco decorated windows and panels, steel details, and
monumental aspiring entrances with neoclassical symmetries. We might argue
Jacobetty's Alvalade constitutes a nostalgic living archaeology of that late lib-
eral spirit observable in central European countries: the desire to be one with the
industry of the times while, simultaneously, not disguising its century old wish to
civic nobility.?

Departure from this spatial
language in the FCT occurred
through the efforts of young
architects that, cultured in the
revisionist environment of the
post-war, promoted a proximity
to modernist codes and logics.
A later phase of Alvalade, the
“cell 8," planned by the architects
Formozinho Sanches and Ruy d’
Athouguia during the latter part
of the 1940s and constructed
in the early 1950s, showcased
a Corbusian inspired spatial
rationality: functionally dimensioned apartments, rejection of the road, eleva-
tion of the building from the ground and an urban articulation of Le Corbusier's
specific take of the on garden-city ideal. This was the first building of its kind in
Portugal, creating an immediate standard [Fig. 5].

From FCT's internal reconfiguration of architectural sensibilities, the field
was open to encourage Ramalde's plan rethinking according to Tavora's
Campo Alegre proposal. The role of Nuno Teotoénio Pereira, one of the younger

19  Carl Emil Schorske, Fin-de-Siecle Vienna: Politics and Culture (New York: Vintage Books, 1981), 24-115.

20  Schorske, Fin-de-Siecle Vienna: Politics and Culture.

Fig. 5

Ruy de d’Athouguia and Se-

bastido Formosinho Sanchez,

Alvalade's “cell 8" housing
blocks, built between 1952-
1954,
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architects in FCT, was instrumental to this change. He started his career as
a consultant to Jacobetty's plan for Alvalade in 1947, assisting the detailing
and construction process. Soon afterwards he was invited to integrate the
technical staff of the housing branch of FCP and made responsible for the
first competition for new architectural typologies for economical housing. This
competition served as a recruiting platform for the younger, more modern-
ist inclined, architects. The architects selected were in effect selected from
Teotonio Pereira’'s social circle, having himself “fled” from Lisbon's Fine-Arts
school in 1946, to study in Porto's, at the time considered more artistically
free.?’ By 1948 Tavora and Teotonio Pereira were more than acquaintances,
having shared a common agenda since 1945 in the debate of what architec-
ture for the modern Portuguese house. Yet Tavora was not selected right away
to design Ramalde.

Compelled by the FCP in 1949, the Porto’'s council opened a competition
for the development of the urban plan's housing types, specially directed
at two architects from the school of fine arts, one of them being Jo&o
Andresen, who had developed a design for Ramalde in 1948-1949. The other
competition entry was authored by the architect Manuel Magalhées and fol-
lowed closely the example of Jacobetty's Alvalade.?” AAndresen’s proposal,
developed in collaboration with architect Rogério Martins, while maintaining
the spatial dispositions of the “petit-bourgeois” typology, namely the maid’s
quarter, the study and the total number of rooms, proposed a modernist lan-
guage, specifically: the elimination of the corridor; the functional segregation
between sleeping and working — rooms, living room, study and maid’s quar-
ters, adjoining the kitchen and laundry, are all segregated through a highly
ordered spatial planning.

In February 1951, these two typological proposals were the target of the con-
cerned opinion of the Comissdo Municipal de Arte e Arqueologia (Municipal
Commission of Art and Archaeology), a branch of the council's urban regulating
apparatus.” This expert body openly rejected the modernist looking proposal
by Andresen, claiming it completely missed the “spirit” of Ramalde’s urban plan.
These experts were referring to the guiding vision of Porto as a grand noble
estate, with its well delimited and represented social layers and spatial parti-
tions. There was on the council’s side a clear identification of modernist forms
as anti-cultural, which indirectly rejected, according to them, the ideological
aesthetic of a well distributed society. FCT forced the decision and Andresen’s
solution moved forward, yet not with the same architects at the helm. Curiously,

21  SeeTavares, “Leituras de Um Percurso Na Habitagdo Em Portugal. As Habitagdes Econdmicas — Federacédo
de Caixas de Previdéncia”: 8.

22 Tavares, “Casas a Norte: As HE (Habitagbes Econdmicas — Federag&o de Caixas de Previdéncia) Num Pro-
cesso de Continuidade”, 84.

23 These commissions were formalized by national decree in 1936 and were responsible for passing judgment
on local urbanization and building plans, specifically regarding their relationship towards the city’s heritage. Their
main area of purview was the city’s historical centre but its remit also involving passing judgment more widely on
the "defense of art, culture and popular education.” For a brief historical description see Fatima Abragos, “Histéria
Da Conservagdo E Restauro Do Mosaico Romano, Subsidios Para O Conhecimento Do Estado de Conservagéo
Dos Mosaicos No Sul de Portugal” (Master’s Diss., Faculty of Literature of the University of Lisbon, 2000), 40-43.
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as Tavora picks up the design where Andresen and Magalhées left it, this issue
returns with a twist.

Somewhere between early 1951 and 1952, Tavora, who had been working as a
technician for the city for four years, was charged with ‘'solving’ Ramalde. Tavora
used Andresen'’s typological proposal — the exclusion of corridors and other obso-
lete functional schemes and took it a step further. While Andresen’s proposal
was in some ways just a modernist formal translation of Jacobetty's Alvalade,
Tavora's excluded some of its aspects of ‘middle-class luxury. The study, as well
as the maid's room, were removed from the design. The living room, which in
Andresen’s proposal was generous, was reduced in size almost to the limit of usa-
ble space but not quite reaching Le Corbusier's minimal standards, likewise with
the bedrooms. Within this logic, cabinets were placed above room entrances and
the reduced halls that resulted from the intersection of various rooms, such as
the bathroom/main-room access space in the two-bedroom flat, or the small cor-
ridor distributing to rooms in the three-bedroom typology. The kitchen was also
made smaller both in width and length. Width wise, the reduction served to place
the bathroom in-between the kitchen and the first bedroom, creating a small hall
in front of the bathroom to segregate the latter from the living room. Lengthwise,
it created a semi-exterior bal-
cony serving various functions,
namely as a laundry hidden _ = : ';_ .
by concrete blades, behind 3 A
which there is the bathroom
window. The dirty, wet, cook-
ing section of the flat was thus |

accommodated in a neatly tied
square area, adjoining the flat's
entrance and enclosing the _
stairwell. [Fig. 6]. Bl E- . L

This permitted the concentration of all piping in the central wall dividing each
flat, where different kitchens touched. To this rationalization of Ramalde’s
typology, Tavora made correspond a frugal aesthetic. Between the late liberal
civility of the first Alvalade neighbourhoods and the collective authoritarian
civility of Sanches’ and Athouguia’s Alvalade, Tavora proposed yet another
aesthetic rendition of being modern: that of the Weimar social-democrats. It
did not face the same resistance in Porto’s council that Andresen’s plan did a
couple of years before.

Ramalde was, thus, a choice for Ernst May’s Romerstadt garden-cityor Hans
Scharoun’s Siemensstadt or still Bruno Taut's and Hugo Haring's Onkel-Toms-
Hiitte. Like in all these city extensions, which “just as much in any English garden
city” produced an environment of “peacefulness’, the “‘new city” of Ramalde did

24 Abragos, "Historia Da Conservagédo E Restauro Do Mosaico Romano, Subsidios Para O Conhecimento Do
Estado de Conservagdo Dos Mosaicos No Sul de Portugal”.

Fig. 6

Plan of Tavora's rendition of
Ramalde (Porto’s municipal
archive D-CMP-05-66-4-089).
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just that. Between the grown
trees and the plan’'s segregat-
ing disposition between block
and street, one has the feel-
ing of urban tranquillity, felt
even more dramatically when
arriving from busy adjacent
avenues, built during the city’s
later expansion. This feeling
of tranquillity is corroborated
by some of its dwellers, young
and old alike, who rejoice the
marvel of living in such a peaceful place in the midst of a bustling urbanity, “so
close to everything and so peaceful,” many saidy [Fig. 7).

When the Tavora's first phase of Ramalde was finished in the late 1950s,
only nine blocks out of the forty-three originally advertised were built, 138
apartments in total built. There was no bus or tram to promote the commuting
that had justified the German housing experiences cited above. The blocks
were surrounded by agricultural land, vacant fields, some dirt roads, industry
here and there, the old noble estate of Ramalde and a public housing develop-
ment from two decades earlier, made of semi-detached single-family houses
done in ‘national style’, with their private gardens and central square.

People commuted by foot and car, either their own car, which were not
many at the time, or sharing rides into town. Groceries were either bought by
the men, when returning home from work, or bought by women from local
farmers and other small providers. There were also some services that came
to the doorstep through the diligence of fishwives, bakers and milkmen. Of
course, the postman came to the neighbourhood, as well as inspectors from
the electrical and garbage companies. All of which were overseen by the
urbanization's inspector, centrally appointed to manage all sorts of aspects
of the neighbourhood'’s livelihood, ranging from repairs and maintenance to
social supervision of guests and tenants.

Apparently, the garbage men had the hardest task, because Tavora designed a
centralized waste disposal system for each group of six apartments that would
make rubbish converge on a basement depot. Garbage men would have to go
down into the basement of each group of six apartments, pick up the depot,
then come up the stairs and dump it into the wagon, so they had to do it twen-
ty-three times in total per couple of days. It was not long until they realized they
were underpaid for the smelly basement trips and until tenants started cement-
ing their shoots because of bad odours.

Maintenance also had setbacks as council authorities progressively rolled

25 From interviews with old residentes of Ramalde, 2015. See also interviews conducted in Jodo Paixdo, in “Um
Bairro Intemporal No Porto — Unidade Residencial de Ramalde” (Masters Diss., Porto: FAUP, 2011).
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Fig. 7

Section of Tévora’'s Ramalde
(Porto's municipal archive
D-CMP-05-66-4-090a).



back on the upkeep of the area’s public spaces, namely its gardens, but also
regarding buildings facades. Only very recently, when tenants organized in
private condominium associations, did some restoration works get under-
way and, even then, there is a big disparity between those with greater organ-
izational skills, free time and money, from those with less of each of these
aspects or all of them combined. The result is apparent: in the same block of
three units, one group may be glittering the original splendour, while the other
two are in-between some state of decay.” In terms of services, the neighbour-
hood also faced some issues. Bus service only came much later and the tram
only in the 2000s. For the longest of times, the residents of Ramalde, namely
women who were mostly confined to the home, dwelled in a sort of island
of modernity. They shared more in terms of everyday with the agricultural-in-
dustrial landscape of the city’s outskirts, than they did with the cosmopolitan
habits of central Porto.

In their time, however, Ramalde’'s modernist blocks represented a celebrated
modernization of the city through the upgrading of its urban territory. It also
spoke to how the county was joining, at least in part, the rest of Europe in recon-
structing the continent anew, sharing its Marshall Plan welfare prerogatives.
Likewise, it also spoke to how a group of willing politicians and technicians
were making Porto modern, stringing its territories with new avenues of econ-
omy and living. For some Portuguese architects, the Ramalde blocks came
to stand for one of the few works in the country opening routes for a radical
spatial language, together with Alvalade’s “cell8”. Its flat roof, rigid fenestration
grid, austere language, made to bear the phantasmagoria of socialism, welfare
and democracy were also appealing for a coming young and progressive gen-
eration of postwar Portuguesearchitects. Celebrated as such, it stood for a sign
that Portuguese architects, despite the dictatorship, were not falling back with
the ideological and technical advancements of the rest of Europe.”’

In the mid-1980s, Tavora recalled:

Alvalade [Jacobetty's solution] had a configuration that at that moment
to us architects seemed terrible. It was a plan with streets disposed in
blocks, with main and secondary streets (...) Well, the guidance we re-
ceived was to do a similar plan and |, yet again, thought that it should be
a modern plan and modern implied the continuity of spaces and open
blocks (...).%8

He argued that the first urban plan for Ramalde of 1948 and the later varia-
tions of Andresen and Magalhées, based as they were in Jacobetty's Alvalade,

26 However, it must be said that recent pressures to resell apartments and the desirability of the place have
been increasing, which has promoted restoration efforts.

27  Fortwo of the most influent readings, at the time, of Ramalde’s innovation and power, see Portas, “Arquitecto
Fernando Tavora, 12 Anos de Actividade Profissional, Um Estudo Critico”; Nuno Teotonio Pereira, Escritos: 1947-
1996 (Porto: FAUP, 1996).

28  Javier Frechilla, “Fernando Tévora, Conversaciones en Oporto,” Arquitectura, no. 261 (July-August 1986): 23.
Translation by author.
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“‘were not adapted to the
desenho and characteristics
of Porto”® It is essential to
bear in mind that for Tavora's
and later generations of
Portuguese architects, mod-
ernist architecture was ide-
alized, in his words, as “(..)
an architecture of war, was
a declaration of war™®® from
the postwar onwards. This
historicizing of the ‘heroic’
period of Portuguese mod-
ernist  architecture  was
essentially written after the
fact and within the political
environment of a demo-
cratic Portugal repudiating
all things dictatorial as much
as possible. It is only under-
standable if it is tinged with
the stakes of the day. In con-
trast, what we find at the time
of Ramalde’s conception, as
illustrated by Tavora's cri-

tigue of Jacobetty’s Alvalade

is that modernist architecture was made to relate to an imagined social iden-
tity of the city. The modernist design of Ramalde was answering the “charac-
teristics of Porto”, these being a proud entrepreneurial provincial capital that
was being re-conceived as a great modern estate with very clear values and
urban hierarchies. Modernism meet an unsuspecting identity politics, not of
the nationalist kind espoused by the dictatorship, but homegrown and regional
in nature. Tavora's Ramalde articulated a reinvention of tradition, reproducing
an existing observed culture with a new language. Above all, modernism was a
language for and of Porto, that was the point. Thus started a story that until this
day makes the city, its famous architecture school and its eminent architects
the bearers of a ‘heroic’ style [Fig. 8, 9].

Fig. 8

Tévora's Ramalde neighbor-
hood in the 1980s (FIMS/AFT,
ref. 0017-Foto0003).

Fig. 9
29 Tavora, interview, in Nuno Lacerda, “Projecto E Modos de Habitar” (PhD Diss., FAUP, 2008). ) , .
Mies van der Rohe’s housing
30 Fernando Tavora and Jorge Figueira, “Fernando Tavora, Coisa Mental: Entrevista,” Unidade, no. 3 (June 1992): block in the Weissenhof sied-

102. Translation by author. lung, 1927, unknown author.
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Fernando Tavora and the Concept for a New Civic
Centre for Aveiro: Urban Project, Modernity and
the Enhancement of the Urban Landscape

Fernando Tavora, Aveiro, Civic Centre, Urban Project, Revision of the Modern Movement

/Abstract

This article seeks to explore the importance of the urban project
for the Central Zone of Aveiro both from the perspective of the
work of Fernando Tavora and also as a Portuguese example of
the concepts of the Revision of the Modern Movement as they
were applied in the early 1960s. We present the project and the
historical context of its conception. Fernando Tavora’s proposal,
started in 1962 along with the master plan for the city, sought to
solve urban problems through architectural intervention, thus pro-
moting a new identity through the creation of a new civic centre
for the city, which included new road and pedestrian circulation
routes, new monumental landmarks in the consolidated urban
space, and the intensification of commercial and service use, in
addition to housing improvements and land valuation. The project
involved a re-reading of the city’s historical attributes and, thus,
the buildings designed, despite having a modern character, were
intended to promote the appreciation of the historic city and the
urban landscape around the city’s Central Canal. In the context of
the Revision of the Modern Movement, we view this work as an
example of the discussions that took place in the last CIAMs —
International Congresses of Modern Architecture.
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Introduction

Fernando Tavora, one of the great figures of modern architecture in Portugal
and creator of several architectural and urban projects developed between the
end of the 1940s and the beginning of the 2000s, is recognized as a man who
knew so very wisely how to adopt a conciliatory position between tradition and
modernity.

This article aims to explore one of his projects analytically, addressing the
insertion of new modern architecture into a consolidated urban space. It refers
to his intervention in the central area of Aveiro in the 1960s, where we can see
the coherent “dialogue” of modern architecture with the pre-existing historical
environment and the creation of a new and broader civic centre for a city that
was modernizing and expanding physically. This project, which was charac-
terized by a combination of urban and architectural solutions, was carried out
based on the conditions established in the Master Plan of 1962-64, prepared
by the Urbanization Office of Aveiro City Council and coordinated by the French
architect and urban planner Robert Auzelle.

The investigation seeks to observe how the architect Fernando Tavora worked
with the concept of the urban project in this decade. In a preliminary analysis,
his work is compared to what was being done in Portugal and in the interna-
tional context at the same time and it is complemented by possible interna-
tional influences on the process of creating this project. The current debate is
the Revision of the Modern Movement.

The urban and architectural design for this area of the city was developed in
different phases. Between 1962-1963 the Preliminary Study of the entire central
area of the city was carried out. Between 1963-1967, the working drawings for
the Municipal Building and the retail centre were developed, and in 1965-1968,
the working drawings of the new branch of the Caixa Geral de Depdsitos. In
1978-1979, the project for the first expansion of the Caixa Geral de Depdsitos
was drawn up and in 1984, it was time for the project to undergo its second
expansion. Not everything that was designed by Tavora for Aveiro was built,
whether for financial or political reasons. What is important for us to evaluate,
however, is the intentions of the scheme as produced over the years and the
application of the concepts in the elaborated drawings. For this, it is important
to explore two aspects: its urban design and its architectural design. They give
us answers on how the study intended to improve the city centre.

The project as a whole, prepared as a Preliminary Study for the central zone,
demonstrates the appreciation of a new concept of urban architecture, which
differs from the mono-functional urbanism proposed by the first International
Congresses of Modern Architecture (CIAM). In this scheme developed for Aveiro,
we see an attempt to learn from the existing city, valuing the historic urban land-
scape and giving precedence to interventions to improve what already existed,
thus exalting the “heart of the city”, theme of the CIAM VIII, which took place in
1957 in Hoddesdon, United Kingdom. Here, the historical circumstances were
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those of the second post-war period and the great destruction of cities caused
by it, a context that stimulated not only the debate on how to rebuild them, but
also how the physical and social structure of the contemporary city could be
re-established.

As an urban project, the importance of the study is based on the method
used to transform an urban area, different from that outlined by the Modern
Movement. For Sola-Morales an Urban Project was defined as a project of
intermediate size within the city, achievable in a short period of time, where the
urban and architectural scales are intertwined and the architect has consider-
able authority over the shape of the city. Multifunctional in character, it articu-
lates public and private investments and makes a strong commitment to civic
architecture. According to Sola-Morales, “urban design means taking the geog-
raphy of a given city, with its demands and suggestions, as a starting point,
and introducing elements of language with architecture to shape the place”
The principle, which according to him was set aside in CIAM speeches, notably
when Giedion and Le Corbusier were in charge of the General Secretariat of
the congresses, was able to be successfully developed in the work of some
independent planners in European and American cities from the 1930s onwards
and, as we will see, it was also applied by Tavora.

In regard to the project of the new civic centre for Aveiro, we have three
important works of reference. The first is the master’s thesis by Carlos Manuel
Galante Mendes defended in 2016 at the University of Coimbra?. In this work, the
author initially makes a historical presentation of the city, emphasizing the date
of the important architectural landmarks of Aveiro and later analysing the plans
developed by Auzelle and by Moreira da Silva. He also analytically describes the
parts of Tavora's preliminary project and ends by listing three influences on the
conception of this project: the ideas of Kevin Lynch, the compositional concepts
found in the urban landscape of the city of Venice, and the travel records the
architect made on his trip to the USA and Japan in 1960.

The second work of reference is the book Atlas Aveiro — Edificio Fernando
Tavora, Biblioteca Municipal, Projeto e obra 1964-2020°, published by Aveiro City
Council in 2021 to celebrate the reopening of the Municipal Building, which saw
rehabilitation work coordinated by the architect José Bernardo Tavora, the son
of Fernando Tavora, between the years 2019 and 2020. In this publication it
is possible to see images referring to the original project of Tavora and to the
rehabilitation project, in addition to photos of the works on-site and the finished
building. The book also features a chapter written by Carlos Manuel Galante
Mendes, whose text summarizes his master’s dissertation.

1 Manuel de Sola-Morales, “The Urban Project’, in Progettare citta / Designing Cities, ed. Mirko Zardini (Milan:
Electa, 1999), 71.

2 Carlos Manuel Galante Mendes, "Arranjo da zona central de Aveiro, de Fernando Tévora (1962-67): das influén-
cias tedricas as referéncias praticas” (Master Diss., Universidade de Coimbra, 2016).

3 José Bernardo Tavora, ed., Atlas Aveiro — Edificio Fernando Tavora, Biblioteca Municipal, Projeto e obra 1964-
2020 (Aveiro: Camara Municipal de Aveiro, 2021).
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A third and final work of reference is the very recent book entitled Fernando
Tavora em Aveiro*, by Domingos Tavares, an architect who collaborated with
Tavora in this project. The author presents a brief history of the city of Aveiro
and reports the importance of Tavora's contribution to the renewal of the city’s
monumental image, describing the architect’s intentions in his concept of the
urban project in the Preliminary Study, with particular attention to the archi-
tectural drawings that made up the plan, arguing that its design, in addition to
remaining faithful to his knowledge of the history of the place, also explored the
symbolic value of the various parts that made up people’s collective living expe-
rience of the city. He also compares the guidelines of the Master Plan of Auzelle,
who was attentive to the historical and cultural conditioning of the place, with
the more interventionist measures of the preliminary plan that Moreira da Silva
had previously prepared for the city. Finally, he emphasizes, in great detail, the
aesthetic intentions of the project for the Municipal Building.

In our text, we seek to complement the studies already carried out, adding
to the analysis of the idealization of the work, the historical modern context
of the 1950s and the international character of Tavora, which was consistent
with the universal debate of the Revision of the Modern Movement, promoting
in practice the theme of the “heart of the city”, or the “civic centre”. We will also
try to understand the true relationship of Tavora with the historic city and with
its pre-existing architectures, in an interventionist attitude that was just start-
ing (as we will see) to be concerned with social and heritage issues, a stance
that he would demonstrate more consistently in later projects, for example for
Ribeira-Barredo in Oporto, or in his acclaimed intervention in the historic centre
of Guimaraes.

1. The Portuguese Context in the 1950s and Early 1960s

The 1950s in Portugal are notable for the arrival of modern architecture, a
relatively late event compared to the rest of Europe, but quite representative.
Some of the manifestations of modernism in the country were moderate, oth-
ers consistent with the International Method.®> There were great efforts made
in the development of modern architecture in the country by the newly formed
groups ICAT — Iniciativas Culturais Arte e Técnica, from Lisbon and ODAM —
Organizagéo dos Arquitetos Modernos, from Oporto. The first National Congress
of Architecture was held in 1948 and it is possible to perceive from then on the
occurrence of several initiatives of expressiveness.

As modern examples developed at this timein Lisbon, there are the Blocks on the
Avenida Infante Santo, 1952-1955, by Alberto José Pessoa, the Bloco das Aguas
Livres, 1953-1956, by Nuno Teotonio Pereira and Bartolomeu Costa Cabral, the
development called Bairro das Estacas, in the Alvalade neighbourhood in 1953, by

4 Domingos Tavares, Fernando Tévora em Aveiro (Porto: Dafne Editora, 2022).

5  We will adopt the term “International Method” instead of “International Style”, as advocated by Montaner
(1993) to designate the architecture of the Modern Movement.
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Ruy D’Athouguia and Formosinho Sanches, and also, in Oporto, the development
for Ramalde, in 1952-1960, by Fernando Tavora. These works represent the point
when the Modern Movement'’s code was applied, where the concept of a block is
replaced by a wide open space, providing free pedestrian circulation.

Some years before, in 1948 and 1949, there had been two exhibitions of
modern Brazilian architecture at the Instituto Superior Técnico, in Lisbon, an
event widely publicised by the magazine Arquitectura, the main vehicle for
transmitting this modern ideal in Portugal. The influence of modern Brazilian
architecture in the country continued to be felt in the 1950s and 1960s: In
1952, Lucio Costa was honoured at an exhibition in Lisbon and in 1961, the
Brazilian modernist himself came to the Oporto School of Fine Arts for a con-
ference.

In the public investments of the Estado Novo, there was a search for a defi-
nition of a national identity. Works were carried out with a classic monumen-
tality, as with the Law Courts of Oporto building by Raul Rodrigues Lima in
1958-1961, and also with a modernist monumentality, as is the case of the
Rectory Building of the University City of Lisbon by Pardal Monteiro in 1952-
1961, or the buildings around the wide “Marqués de Pombal” roundabout in
Lisbon by Carlos Ramos in 1957.

The promotion of the country’s artistic and historical heritage by Salazar also
dates back to that era, with a large public investment in works of restoration by
analogy® of national monuments, with the aim of enhancing the nation's identity.
Examples are the restoration of the Paco dos Duques de Braganga in Guimaraes,
in 1960, and of the Sé Velha in Coimbra, in 1962, actions that show a perspec-
tive of solely restoring the object, rather than enhancing the image of the city or
territory, a reality that would only change after the 1960s.

The Inquérito a Arquitetura Popular Portuguesa of 1955 was also relevant. This
was a pioneering work of survey in the study of Portuguese traditional architec-
tures, promoted by the National Union of Architects — Sindicato nacional dos
arquitetos —, which had the participation of Fernando Tavora and which would
contribute to a change in the way national architecture was conceived.

Among Tavora's texts, the importance of Arquitectura e Urbanismo — a Ligéao
das Constantes’, from 1952 and Da organizagdo do Espago®, from 1962, deserve
mention. In the first one, the architect reflected on the importance of paying due
attention to the circumstances of the present day and to the work’s location when
devising a new architectural and urban project. By doing so he was stressing the
importance of the role of history, which determines the possible constants of that
present time, discussing the theme of “permanent modernity”; in other words,
the aspect that manifests itself in the quality and accuracy of the relationship

6 Modern restoration, the theory of architectural restoration according to the dogmas of Viollet-le-Duc.

7 Fernando Tévora, Teoria geral da Organizagédo do Espago. Arquitectura e Urbanismo: A licdo das constantes
(Porto: FAUP Publicagtes, 1993).

8  Fernando Tavora, Da Organizacéo do Espago (Porto: FAUP Publicagdes, 1996).
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between work and life. For him, modern works were those that reflected the sur-
rounding conditions, and the architect is merely the organizer and the agent that
collaborates with the synthesis of the elements of its composition.

In 1952, the Regulatory Plan for the City of Oporto, produced by the Oporto
engineer Antdo de Almeida Garrett, was completed. Tavora was at that time
an architect at the Oporto City Council, where he developed, in addition to the
project for the Social Quarter of Ramalde, a Study for the Avenida da Ponte
(nowadays the Avenida Afonso Henrigues) in 1955, a project that has a less rad-
ical interventionist attitude, if compared to the urbanism that had been carried
out until then, demonstrating the change in the conceptual stance that he had
towards the city.

It is also important to mention, following the public works policies, the
preparation of the Improvement Plan for the City of Oporto, from 1956,
which was not implemented in its entirety, but whose main objective was
the extinction of the ilhas® and the creation of neighbourhoods with health-
ier living conditions in areas of urban expansion, where the lower income
sector of the population could be moved. The French architect and urban
planner Robert Auzelle was hired to execute this plan. Afterwards, he was
also appointed to prepare the Master Plan for the city, and so he worked
as a consultant as a consultant for the city authorities between 1956 and
1962 to systematize and organize the work started by Almeida Garrett.
The objectives of this Master Plan were to modernize and define essential
functions for the urban landscape, seeking to develop a more dynamic and
cosmopolitan city model and to join the consolidated centre up with its new
peripheral areas through functional roadways. It was not fully implemented
due to financial constraints. If it had been carried out, there would have
been, for example, the demolition of some of the buildings in the Barredo
area, the freeing up of the area for the construction of a parking lot, which
would have significantly changed the image we have of the city today.

Among Fernando Tavora's built works, this decade marks the projects that
demonstrate his lucid and coherent interpretation of the international move-
ment that was concerned with the renewal of modern architecture: the Santa
Maria da Feira Market, from 1953-1959, the Tennis Pavilion and Park at the
Quinta da Conceicao, in Matosinhos, in 1956-1960, and the House of Ofir, from
1957-1958. The project by Alvaro Siza Vieira for the Casa de Cha da Boa Nova,
in 1958-1963, is also from this date and context. Another work by Tavora that
is worth mentioning and evaluating is the Preliminar Plan for Montemor-o-
Velho, from 1951-1961, whose descriptive text shows the architect’s attention
to the historical components of the site.

We must state, first of all, that our work is intended, on the basis of a
careful study of the past and present of the town, to propose solutions
of a general nature, solutions considered fundamental; and not to solve

9 Typical term used for slums in central areas of Oporto.
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problems of detail. (...) if Montemor must be rejuvenated, the initiatives
that contribute to or result from such rejuvenation should not structur-
ally alter its aesthetic aspect. (There was a time when progress meant
destroying the past; today, however, progress must mean being worthy
of the past, being knowledgeable and capable of adding something new
to the past).1

According to Sergio Fernandez', in 1960 the Ministry of Public Works in
Portugal began the preparation of urban plans for the regions of Aveiro, the
Algarve and Lisbon. Tavora was invited to participate in the Aveiro plan, collab-
orating on the elaboration of one of the three urban arrangements foreseen in
the Master Plan that Robert Auzelle had been assigned to manage. The prac-
tice of urban planning was thus finally introduced into Portugal, a discipline
that had already existed and been practised in the United States of America for
over 30 years at that time. Fernando Tavora, with his experience and updated
knowledge, greatly enriched by his trip and sojourn in America in 1960, would
be an important collaborator.

2. The International Context

The beginning of the 1950s is notable for the realization of CIAM VIII “The
Heart of the City”, in Hoddesdon (England), and the discussion around the
Revision of the Modern Movement. Fernando Tavora, along with Viana de Lima,
participated in this congress, and in all other subsequent CIAM meetings, a pio-
neeringly representing Portugal in these very important international meetings
of modern architecture. This was due, as discussed above, to the evolution and
assimilation of modern architecture in the country.

Discussions around the theme of the eighth CIAM had many connections and
much resonance with the debate on the identity of cities and the conception of
public space. The theme “The Heart of the City” was, as far as we can tell, the
concept explored by Tavora in the project developed for Aveiro. At this Congress,
it was stated that the matter of the “Heart of the City” was the issue of the sym-
bolic and physical reform of the structure of the city through the creation of
centres of social life, which are understood as “civic centres”.

The great change that took place in CIAM debates between the 1933 meet-
ings in Athens and the 1951 meetings in Hoddesdon was remarkable. The
core of the discussion, following the destruction caused by the Second World
War, moved away from functionalist urbanism and the theme of reinserting

10 "Devemos afirmar, antes de tudo, que o nosso trabalho pretende, na base do cuidadoso conhecimento do
passado e do presente da Vila, sugerir solugdes de carater geral, solugdes julgadas fundamentais e néo resolver
problemas de pormenor. (...) se Montemor deve rejuvenescer ndo devem as iniciativas que contribuam para ou
resultem de tal rejuvenescimento alterar estruturalmente o seu facies (tempo houve em que progredir significava
destruir o passado, hoje, porém, progredir deve significar ser digno do passado, saber e poder acrescentar algo de
novo ao passado)’. From: José Antdnio Bandeirinha ed., Fernando Tévora: Modernidade Permanente (Guimarées:
Associagdo Casa da Arquitectura, 2012): 218.

All translations of references in the text are mine. Revision of English: Richard Birkby.

11 Sérgio Fernandez, Percurso da arquitectura portuguesa 1930-1974, (Porto: FAUP — Faculdade de Arquitetura
da Universidade do Porto, 1988).
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new projects in the historic core of the city was then highlighted. In this dec-
ade, however, despite CIAM VI registering a new trend in the conception of
modernism, the legacy of the Charter of Athens continued to make itself felt
in many of the urban achievements in the international context. Lucio Costa's
plan for Brasilia, construction of which took place between 1956 and 1960,
is an example of this.

However, the publication of Verso un‘architettura organica, by Bruno Zevi in
Italy in 1945, six years before CIAM VIII, demonstrated that the direction that
modern architecture should take was beginning to be questioned. Soon after-
wards, in 1949, Zevi criticized CIAM in a publication of the Italian magazine
Metron. For him, it was important that CIAM discuss its own history, “including
the importance of the divergent and excluded ‘organic’ architectures of [Frank
Lloyd] Wright and [Hugo] Haring”.'2 Zevi argued that there was another field of
modern, non-rationalist architecture, a movement called organic, or human
architecture, or new empiricism, from architects who had joined CIAM as propo-
nents of the rationalist school ten years earlier and who had since gone through
an evolutionary change.

In 1953 at CIAM IX in Aix-en-Provence, France, the largest of all the CIAMS,
young British architects Peter and Alison Gill Smithson openly challenged
CIAM's discourse on the Functional City and proposed a new “hierarchy of
human associations” to replace it. Their Golden Lane project for London, drawn
up in 1952, had the clear intention of being a critique of Le Corbusier’s Ville
Radieuse for Paris.

It is also important for our analysis to examine an urban proposal by the
Smithsons in 1958 for Berlin. An urban concept of organization entitled “from
stem to cluster” is applied in this project, a concept also explored by George
Candilis in Toulouse Le Mirail in 1961-62. In the project for Berlin, rather than
dividing the city into zones and functions, a complex network of routes was
created at different levels, thus allowing the creation of varied environments in
the city and the preservation of pre-existing buildings.

The Swedish modernist architect Sven Markelius (one of the founding
members of CIAM in 1928) acted similarly in the early 1960s. He demon-
strated a refinement of values when he began to work on city planning at
the end of his career. For him, “the model of the ‘rational city’, tested to the
limit in its virtual state in the planning of Stockholm, already appears to be
insufficient”.’® In proposing a solution for the city centre, in the area around
Hotorget, a square used for street markets, he explored a radical proposal,
with the distribution of pedestrians and cars on different levels, so that the
area was re-planned around a new Metro station and new road junctions. He
also explored a mixed use proposal for the centre (offices, residences, shops,

12 Eric Paul Mumford, The CIAM discourse on urbanism, 1928-1960. (Cambridge: MIT, 2000), 200.

13 “ll modello di ‘citta razionale', verificato al limite delle sue virtualita nella pianificazione di Stoccolma, appare
ormai insufficiente”. See: Stefano Ray, Sven Markelius 1889-1972 (Roma: Officina Edizioni, 1989): 121.
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restaurants) in order to keep it “alive” both day and night [Fig. 1, 2, 3]. For

Stefano Ray, it was in this urban arrangement that the question of the heart
of the city emerged.™

At the last CIAM (XI), in Otterlo, in 1959, or the first meeting of the “Team
10", the diversity of visions among the members was remarkable, but, despite
this, there was a common bond between the architects: the efforts to restore
urban life in cities; the exaltation of local traditions, treating them with respect

14 Ibid,
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Fig. 1

Sven Markelius for Stockholm
Centre — Upper-level floor plan.

Fig. 2

Sven Markelius for Stockholm
City Centre — Lower-level plan.
Source: Stefano Ray, Sven
Markelius 1889-1972, (Roma:
Officina Edizioni, 1989), 125.

Fig. 3

Mock-up of Sven Markelius's
Plan for central Stockholm
showing the separation of
pedestrian routes from motor
traffic lanes. Source: Stefano
Ray, Sven Markelius 1889-1972,
(Roma: Officina Edizioni, 1989),
125.



and interpreting them anew; the formal review of architecture, distancing itself

from the dogmas of the Modern Movement; the pragmatic and empirical work
method; and the vision of the social role that an architect must take on.

Tavora had common ground at this CIAM with the ideals of the Italian rep-
resentatives, expressed, among others, by the architects Giancarlo De Carlo,
Ernesto Rogers and Ignazio Gardella. In Italy at that time there was a new inter-
estin old city centres, from for which traditional cultural values could be assim-
ilated. Among these, there was a determined will to continue the ideas of the
Modern Movement, updating them to the then current state of Italian architec-
ture. It was in this context that the Torre Velasca [Fig. 4] was built in Milan, a
Project by the B.B.P.R group. Completed in 1958, it is a stand-alone building of
great height and modern structure which, due to its location in the old city centre,
adopted references to forms and elements of historical architectural language.

This building is the ultimate expression of Rogers' reflection on environ-
mental pre-existence, with the intention of synthesizing and expressing,
without any mimicry, the ineffable character of the city. It is also the per-
fect synthesis of tradition and modernity. Although its volume has clear
historical resonances, it is clearly of a modern typology.’s

In addition to the Italian Neo-Liberty movement, notable also are the Brutalist
current of the British Peter and Alison Smithson, the new Nordic empiricism,
exemplified mainly in the works of Alvar Aalto, and the works of an ethical char-
acter in relation to their environment, faithful to their Mediterranean traditions,
such as with the examples of the Spaniard Josep Antoni Coderch. Also expres-
sive of this era were the sculptural works of Oscar Niemeyer in Brazil and the

15  "Este edificio es la méxima expresion de la reflexién de Rogers sobre las preexistencias ambientales, en el
intento de sintetizar y expresar, sin mimetismos, el caracter inefable de la ciudad. Es también una perfecta sinte-
ses de tradicion y modernidad. Aunque el volumen tenga evidentes resonancias historicas, se trata claramente de
una tipologfa moderna”. See: Josep Maria Montaner, Después del Movimiento Moderno: Arquitectura de la segunda
mitad del siglo XX (Barcelona: Editorial Gustavo Gili, 1993), 101.

Fig. 4

Torre Velasca in the centre of
Milan (source: www.itinari.com,

last view June 2022).
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last few works of Frank Lloyd Wright in the United States, such as the Solomon
R. Guggenheim Museum in New York, from 1956-1959.

Tavora’s trip around the world in 1960, a few years before developing the urban
project for Aveiro and publishing his famous text Da organizagdo do espaco
is of relevance. The experiences he reported in his diary on the United States
and Japan deserve special mention. For what concerns American culture, he
expressed his admiration for the works of Frank Lloyd Wright. We know that the
vast body of work of this American architect has its own character, very different
from the dogmas of the Modern Movement and the teachings of Mies Van der
Rohe at the Chicago School of Architecture. Tavora's course was also opposed
to the formal purism of Mies and consistent with works with their own language
arising from a process, and not from the application of preconceived formulas.

In Da organizagéo do espago, published in 1962, we see, in a way, his experi-
ences of this trip. Ana Mesquita analyses the testimony he wrote in his diary:

The organization of space is one of the themes that stands out in
Tavora's text, particularly the analysis of volumetric relations — in the ob-
servation of the city of Washington and on the riverfront of Boston, in a
work by Wright, in the pyramids of Giza, in the Japanese temples and on
the Acropolis. The relationship between the volumes and the interstitial
spaces they created is much described and reflects his way of seeing
architecture. This care, with the organization of the space, would also be
a reflection of his own way of doing architecture.’s

In his architectural design for Aveiro, one is able to see influences from the
concepts of the Italians and the American architect Frank Lloyd Wright, as will
be further demonstrated in this paper. As Jorge Figueira reminds us, “Tavora
was a privileged observer and interpreter of the process of crisis and renewal of
the Modern Movement in the 1950s, in free consonance with the matrix of Zevi's
revision”.”” Montaner recalls that in the book Verso un‘architettura Organica, “the
architecture of Wright and Aalto is proposed as a model and is supported by the
argument of empirical psychologism”.™®

Finally, the book The image of the city, by Kevin Lynch, published in 1960, is
worthy of mention. It discusses the shape of cities and how people understand
their surroundings. Tavora met Lynch on the occasion of his visit to the Urban
Planning Department of the Massachusetts Institute of Technology (MIT) in
1960, making reference to this text several times in his classes. We believe that

16 "Aorganizagdo do espago é um dos temas que sobressai no texto de Tévora, particularmente a anélise das
relagdes volumétricas — na observagéo da cidade de Washington e na frente ribeirinha de Boston, de uma obra
de Wright, nas piramides de Gizé, nos templos Japoneses e na Acrépole. A relagédo dos volumes e dos espagos
intersticiais por eles criados, é muitas vezes descrita e reflecte o seu modo de ver a arquitectura. Este cuidado,
com a organizagao do espaco, sera também o reflexo do seu préprio modo de fazer arquitectura”. See: Ana Raquel
da Costa Mesquita, “O melhor de dois mundos: A Viagem do arquitecto Tavora aos EUA e Jap&o —Didrio 1960,
(Master Diss., Universidade de Coimbra, 2007), 200.

17 “Téavora foi um observador e um intérprete privilegiado do processo de crise e renovagéo do Movimento
Moderno nos anos 50, em consonancia livie com a matriz da revisdo zeviana’. See: Jorge Figueira, A Periferia
Perfeita. P6s-modernidade na Arquitectura Portuguesa. Anos 1960-1980 (Lisboa: Caleidoscdpio, 2014), 24.

18  “La arquitectura de Wright y Aalto es propuesta como modelo y es sustentada con el argumento del psicolo-
gismo empirico’. See: Montaner, Después del Movimiento Moderno: Arquitectura de la segunda mitad del siglo XX, 95.
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the re-reading of the existing historical attributes in the project developed for
Aveiro was, in a certain way, based on this study by Lynch.

3. Robert Auzelle and the Master Plan for the City of Aveiro

The 1962-1964 Master Plan for the City of Aveiro by Robert Auzelle stood out
for having been developed “based on the analysis of the growth of the urban
fabric over time"®, where its designer sought to come up with a solution that
would correlate the functions of human nature with the reorganization of the
entire urban space, defining central axes with a modernist perspective.

The Plan [Fig. 5, 6], which is now housed in the historical archive of the City
Council of Aveiro, is a single volume of large dimensions that contains writ-
ten texts inside which shows the main ideas and fundamental objectives of the
Plan, and drawings that refer to the surveys carried out and the proposals for
architectural intervention in the city.

Before starting to work in Aveiro, Robert Auzelle had already conceived the Fig. 5
Master Plan for the City of Oporto, as mentioned above, and had also visited the Cover of the Master Plan of the
] ] ) City of Aveiro, 1964 (Historical
ESBAP — Escola Superior de Belas-Artes do Porto in 1955 to give a conference, Archive o)fthe Municipal Library
of Aveiro).
Fig. 6
19 “A partir da analise do crescimento da malha urbana ao longo do tempo’. See: Lidia Maria Moreira Matias, Back cover of the Master Plan
“Transformacdes e integragéo derivadas da mudanga de uso do espago urbano na cidade de Aveiro, Portugal”. of the City of Aveiro (Historical
V Seminario Internacional de Investigacion en Urbanismo. Barcelona: Universitat Politécnica de Catalunya, 2013. Archive of the Municipal Library
https://doi.org/https://doi.org/10.5821/siiu.5860 (last access May 2024). of Aveiro).
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an occasion on which the architect Fernando Tavora was a teaching assistant
at the school. In the academic debate, the Oporto School followed the evolution
of modern architecture and urbanism, but the discipline of urban planning in the
country was still stuck with pre-functionalist guidelines at that time.

Since 1945, Robert Auzelle had been professor at the Institut d’'Urban-
isme in Paris and, perhaps this is how in 1955 he came to give a lecture
at the Oporto School of Fine Arts. In Oporto, he found a School attentive
to the international debate on architecture (and urbanism); not only be-
cause Carlos Ramos, the director of ESBAP at the time, was a profoundly
modern man, but also because there he found Oporto architects who had
participated in the previous CIAMs.?°

The contribution of this French architect and urban planner reflects the ongoing
debate around urban culture of the 1950s, inside and outside Portugal. The Plan
he drew up for Oporto between 1957-1962, better known as the “Auzelle Plar’,

is testimony to the move from a “formalist” urbanism, of a “bucolic” na-
ture [more properly of a landscape character] or “monumentalist’, to an-
other, of a “modernist” or “functionalist” type, marked by the articulation
of the disciplinary doctrine issued by CIAM in the 2nd post-war period,
with its “organic” adaptation to the morphology of the city [and is thus,
therefore,] an example of an “Organic-Functionalism” 2"

The plan shows that the notion of the city as a “piece of art”, as it had been
practised by the French academics of the National Superior School of Fine Arts
and the French Society of Town Planners in the first half of the 20th century, was
being challenged.

For Nuno Grande (2011), this historical moment reinforced the importance of
the concept of urban art as one that valued social and environmental issues in
addition to the architectural qualities of buildings in the allocation and ordering
of free spaces. This concept assigns “the urban ‘void’ a central role in the ‘art’ of
renovating cities"? and emphasizes open space, to the detriment of the layout
and alignment of facades and heights in large architectural complexes.

In Aveiro, prior to the arrival of Auzelle, the Urbanization Plan by David Moreira
da Silva and Maria José Margues da Silva was the plan in force. It was conceived

20 "Desde 1945 que Robert Auzelle tinha sido nomeado professor no Institut d'Urbanisme de Paris e, talvez
por essa via, vem em 1955 fazer uma conferéncia na Escola de Belas-Artes do Porto. No Porto encontra uma
Escola atenta ao debate internacional sobre arquitectura (e urbanismo). N&o sé porque Carlos Ramos, o director
da ESBAP da época, € um homem profundamente moderno, mas também porque ali encontra arquitectos por-
tuenses que participaram nos Ultimos CIAM". See: Manuela Juncal, “Robert Auzelle e o urbanismo francés dos
meados do século XX no ‘Plano Diretor da Cidade do Porto’ de 1962", Cadernos — Curso de Doutoramento em
Geografia. FLUP - Faculdade de Letras da Universidade do Porto, (2012), 71.

21 “Testemunha a passagem de um urbanismo formalista’, de cariz ‘bucdlico’ [mais propriamente paisagista]
ou ‘monumentalista’, para um outro, de tipo ‘modernista’ ou ‘funcionalista’, marcado pela articulagéo da doutrina
disciplinar saida dos CIAM do 2° pds guerra, com a sua adaptag&o ‘organica’ @ morfologia da cidade [e ¢ assim,
portanto,] um exemplo de um ‘Funcionalismo Organico”. See Nuno Grande, “Funcionalismo Orgéanico. Robert
Auzelle e o Plano Director da cidade do Porto”, in Jacques Gréber. Urbanista e Arquitecto de Jardins, Teresa Ander-
sen, Manuel Fernandes de S& and Jodo Almeida eds. (Porto: Fundag&o Serralves, 2011), 186-211.

22 "Ao'vazio' urbano um papel central na ‘arte’ de renovar as cidades". From: Nuno Grande, “Funcionalismo Organi-
co. Robert Auzelle e o Plano Director da cidade do Porto”. In Jacques Gréber. Urbanista e Arquitecto de Jardins, Tere-
sa Andersen, Manuel Fernandes de S48, Jodo Aimeida eds., (Porto: Fundag&o Serralves, 2011), 186-211.
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in 1948 [Fig. 7] and supplemented in 1960 [Fig. 8]. This was characterized by
being an addition of urban interventions for the city that were distinguished by
the rationality of the layouts in which the order and revision of the road system
prevailed over the old fabric.

Moreira da Silva envisaged in his preliminary urbanization plan a transfor-
mation for the central area that involved several demolitions, mainly with his
proposal to widen the street called “Rua de Coimbra” [Fig. 9, 10, 11]. There
were also plans to extend this route over the Central Canal by building a new
bridge and creating a square on the opposite bank, demolishing other build-
ings as well for this purpose. This design was a gesture aiming to provide
an urban landmark that marked the start of the Avenida Doutor Lourengo
Peixinho, a thoroughfare of increasing importance in the city. The sum of
measures would even have led to the demolition of the Harbour Master's
Building (the Capitania), a construction of historical importance for the city.
Such provisions were opposed by the city’s population and therefore did not
materialize. However, some actions were repeated as proposed in the subse-
quent Master Plan, as will be seen below.

Unlike Moreira da Silva’s Urbanization Plan, Auzelle’s work in Aveiro in 1962-
1964 was to design a whole system for the city.

Robert Auzelle, disciple of Jacques Gréber (1882-1962) at the Institute
of Urbanism in Paris, where he was a professor, brought another orien-
tation to urban culture in Portugal. Auzelle practised the idea of a flexible
and adaptable plan, in order to integrate future events and information,
supported by the analytical method and interdisciplinarity for an in-depth
knowledge of the urban unit to be worked on.?

23 Robert Auzelle, discipulo de Jacques Gréber (1882-1962) no Instituto de Urbanismo de Paris, onde foi pro-
fessor, trazia outra orientagdo para a cultura urbanistica em Portugal. Auzelle praticava a ideia de plano flexivel
e adaptavel, de modo a integrar acontecimentos e informagdes de futuro, apoiado no método analitico e na
interdisciplinaridade para o conhecimento profundo da unidade urbana a trabalhar. From: Tavares, Fernando
Tavora em Aveiro, 24.

Fig. 7

Cover of the Master Plan of the
City of Aveiro, 1964 (Historical
Archive of the Municipal Library
of Aveiro).

Fig. 8

Cover of the 1960 Urbanization
Plan for the city of Aveiro, with
2 volumes: Written pieces and
drawn pieces (Historical Ar-
chive of the Library of Aveiro).
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Fig. 9

Aerial photo of the city of Avei-
ro 1950s (FIMS/AFT).

Fig. 10

Interventions planned for the
Central Zone in the Preliminary
Plan for the Urbanization of the
City of Aveiro (1960). Caption:
in red — new road system; in
yellow - road network to be
remodelled; in black — road net-
work to be conserved. A - Cen-
tral Canal | B — Canal do Cojo |
C - Plaza-Bridge | D — Republic
Square | E - Rua de Coimbra | F
— New road square | G — Av. Dr.
Lourengo Peixinho (Historical
Archive of the Municipal Library
of Aveiro). Author's notes on
the drawing.

Fig. 11

Intervention proposal in the
Central Zone and beginning of
Avenida Dr. Lourengo Peixinho
in the Urbanization Plan for the
City of Aveiro, 1960 (Historical
Archive of the Municipal Library
of Aveiro).



The Master Plan of Aveiro had as its guidelines the economic and social devel-
opment of the region. Prior to its implementation, survey work and analyses
were carried out, which served as a basis for establishing general guidelines and
proposals for urban arrangements. The document mentions that, at the time,
there was a prediction of a 40% demographic increase in the area by the year
1985% and that, therefore, special attention should be paid to the problem of the
increase in motor traffic in the urban agglomeration. Thus, the Plan proposed to
devise a new road system that allowed connections to the industrial and port
areas independently, i.e. without crossing the city centre, so that the routes to
and from the port to the north and south of the country would be simple to follow
and would not cause any disturbance to urban traffic.

The enhancement of the

L% "] te Smin iy Covemiin g ]
e Faas Drwcinr wiie

natural landscape of the Ria
(the surrounding lagoon) was
also mentioned as being of
great importance. According to
Auzelle's justification, exposing
this landscape was the main
factor taken into account in
the Plan’'s proposals. As such,
the road layout of the urban
arrangement, in addition to
responding to the needs of
the port and industry, also had
the character of tourist routes.
A semi-circular road [Fig. 12], N
passing through certain ele-

vated sections of the area,

would offer visitors panoramic

views of the Ria to the north, and of the salt pans to the south, providing drivers
with the best view of the beauty of this area, in addition to responding to the need
to prevent them from encroachment by the urban agglomeration.

In similar fashion we have the rationale for the construction of a tower in the
centre of the city:

In order to make the most of this exceptional region, which, until now,
has only be able to be appreciated from the air, a building of convenient
height was located in the centre of the city, to allow everyone, in the best
conditions, a view of the Ria, of its salt pans, its flotilla and its ports.?®

For the interior of the urban agglomeration, the author of the Plan proposed
a hierarchical system of roads, seeking to avoid intersections and create a

24 Robert Auzelle, Plano director da cidade de Aveiro (Aveiro: Camara Municipal de Aveiro, 1964), 11.

25 Auzelle, Plano director da cidade de Aveiro, 12.

Fig. 12

Master Plan circulation
network. Legend: in red, main
roads; in blue, secondary roads;
yellow spot: limits of the mas-
ter plan; Letter "A” — Location

of the Detailed Plan for the
Arrangement of the Central
Zone; Letter “B” — Location of
the Detailed Plan for the Urban
Arrangement of Avenida Doutor
Lourengo Peixinho; Letter “C" —
Location of the Detailed Plan
for the Urban Arrangement of
the sector at the east of Bairro
Dr. Sampaio (Master Plan of the
City of Aveiro, 1964, Historical
Archive of the Municipal Library
of Aveiro). Author's notes on
the drawing.
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“roundabout system on a large
scale” in the city. It also proposed
that the “plaza-bridge”, built in 1952,
be demolished, giving way to a new
road scheme, with two new bridges
over the Central Canal, with one-way
traffic around it. The justification for
its dismantling was that this bridge,
configured as a roundabout over the
canal, with its centre in the shape of a
well, was considered by him a physi-
cal and visual "barrier”, which divided
the canal and did not solve the road

traffic problem in ideal fashion.

This proposal to build new bridges
would also result, as in the Moreira
da Silva Urbanization Plan in the
demolition of the Harbour Master's
Building (the “Capitania”) [Fig. 13,

14], an action that created indig-
nation as to why it had been down-

graded as a historic building. We
can only assume that, although this
was erected on a structural base of
arches on piles from the ruin of an
old 15th century watermill, because
the building was rebuilt in 1830 with only one floor and in 1903 expanded to two
floors in an eclectic style, it was considered by the municipality to be “a more

recent construction’?” in comparison to other historical buildings.

The Plan also highlighted the need to create new surface parking lots in the
centre, at the edges of the rebuilt area, east and west of the Central Canal [Fig.
15]. One of these parks would occupy the large area of the “Largo do Rossio’,
west of the Central Canal. With this change in use, the square’s traditional local
activity of fairs and city festivals would be relocated to a new, wider and greener
area, close to the “Canal do Cojo".

The Master Plan even provided for industrial activity, housing, public services
or services of common interest, and the corresponding regulations for each of
the activities. The housing guidelines mentioned the construction of new neigh-
bourhoods to the east and south, and the rehabilitation of existing housing, espe-
cially in the central area of the city. A new regulation also set out construction

26 "Sistema de plataforma giratéria em grande escala”. Auzelle, Plano director da cidade de Aveiro, 14.

27  David Moreira Silva, Maria José Moreira da Silva Martins, Anteplano de Urbanizacdo da Cidade de Aveiro.
(Aveiro: Camara Municipal de Aveiro, 1948).
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Fig. 13

Photo of the Harbour Master’s
Building (the “Capitania”) after
the first renovation (Urbaniza-
tion Plan for the City of Aveiro,
1960, Historical Archive of the
Municipal Library of Aveiro).

Fig. 14

Photo of the Harbour Master's
Building (the “Capitania”) reha-
bilitated in 2004, (Francisco da
S. Dias, Tiago S. Dias and Maria
Jodo Soares, ‘P01 Arquitectura
- Edificio da Antiga Capitania
de Aveiro. Arquitetos Francisco
da Silva Dias e Tiago Silva
Dias’, Arquitectura e Vida, no.
57 (July-August 2004): 48.



criteria to avoid “a false style of contemporary architecture”,”® demonstrating the

importance of conserving the city's traditional architectural complex.

Of note is the proposal to regulate and limit the maximum height of the buildings
on the Avenida Doutor Lourengo Peixinho to seven floors, evidence of the plan's aim
to create order and control over urban densification in a growing region in the ser-
vice sector. The city’s tallest buildings were located on this avenue and the Auzelle
plan contributed both to its densification and to the consolidation of its character
as a commercial and service hub in the city. This avenue, with the new residential
areas, was then defined as an area of greater elevation in Aveiro. Furthermore,
establishing a maximum height in these zones demonstrated the care and con-
cern taken to set off the new Tower-Building against the urban landscape as the
only building that should have visual prominence in terms of height in the city.

Detailed plans for some areas complemented the general guidelines. These
defined the construction constraints, which were distinct from one area to
another and clearly aimed at creating a new image of the city. There were
3 proposals. The first one was the Arrangement of the Central Zone, whose
architect in charge Project was Fernando Tavora. The second was the Urban
Arrangement of the Avenida Doutor Lourengo Peixinho, and the third the Urban
Arrangement of the sector to the east of the Bairro Doutor Sampaio, given to
architects J. Carlos Loureiro and L. PAdua Ramos for development.

Given the above as guidelines, Domingos Tavares writes:

[...] the Master Plan for the City of Aveiro had a greater ambition than a
simple technical guideline based on zoning and density criteria. Auzelle

28 Auzelle, Plano director da cidade de Aveiro, 8.

Fig. 15

Presentation drawing of the
Preliminary Study of the Ar-
rangement of the Central Zone
of Aveiro, June 1963 (FIMS/

AFT). Author’s notes on the
drawing.
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proposed the principle of density in the configuration of the central his-
torical nucleus, with the clear notion that the form of the city is more
dependent on the culture of the place than on the programmatic ge-
ometry of the management plan. He understood the place beyond to-
pography or physical geography, taking stimuli from social complexity
such as the significance of its history and the natural human ambition
for progress.?

4. The New Civic Centre

The Arrangement of the Central Area of Aveiro by Fernando Tavora (1962-
1967) was characterized by being an urban renewal plan in its entirety, where
there was an intention to create a new civic centre for the city. The project
combined the creation of new spaces with the preservation of the historic
environment, distinct aims in balanced proportion. From what was newly
proposed, two areas are notable: the Tower-Building block and the regenera-
tion of the “Praga da Republica”. As concerns what was recommended to be
preserved, the intention to maintain the configuration of the urban morphol-
ogy stands out. For Mendes:

Tavora has a clear intention with regard to the treatment of the histori-
cal environment of the city. For most of the existing buildings in the cen-
tral area, Tavora simply adjusts its heights, preserving its historic charac-
ter. That s, it maintains the urban forms sedimented throughout history 3

It can be said that the modification of the central area of the city was entirely
defined in Auzelle’s Scheme and that Tavora was the creator of the architectural
approach adopted for the materialization of the pre-defined concepts by the
Urbanization Office of the Municipality of Aveiro. In this way, Auzelle’s guidelines
and Tavora's proposals can be characterized by being complementary products.

According to Fernando Tavora,

The Scheme [prepared by the Director Plan Office] (...) contained, in its
simplicity, a whole happy and powerful conception of arrangement of the
central area of Aveiro, full of possibilities that its development through
the Preliminary Study prepared by us confirmed. This will be a point that
should not be forgotten, thus paying homage to those who conceived
this Scheme and putting our work in its proper place, which had the joy
of starting from such a clear and significant idea, thus proving itself, and

29 [.] o Plano Director da Cidade de Aveiro tinha uma ambigdo maior do que a simples orientagdo técnica
assente no zoneamento e em critérios de densidade. Auzelle defendia o principio de densidade na configuragéo
do nucleo historico central, com a clara nogdo de que a forma da urbe é mais dependente da cultura do lugar do
que da geometria programatica do plano de gestdo. Entendia o lugar para além do topografico ou da geografia
fisica, tomando da complexidade social estimulos como a significagéo da sua histdria e a natural ambigdo huma-
na de progresso. See: Tavares, Fernando Tavora em Aveiro, 33.

30 “Tavora tem uma intencéo clara no que diz respeito ao tratamento do ambiente histérico de cidade. Para a
maior parte dos edificios existentes na drea central, Tavora ajusta simplesmente as suas cérceas, preservando o seu
cardcter historico. Ou seja, mantém as formas urbanas sedimentadas ao longo da histéria“. From: Mendes, “Arranjo
da zona central de Aveiro, de Fernando Tavora (1962-1967): das influéncias tedricas as referéncias praticas’, 67.
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once again, the need and the advantage of basic studies in terms of ur-

banism for defining and framing architectural solutions.®

Tavora played the role of organizer of the necessary synthesis to carry out a
broad programme, which covered “aspects as diverse as the enhancement of
the historic core with the value of a civic centre and its fitting into a complex
web of car traffic”.* Its conception encompassed both the urban design, which
defined the road infrastructure, the regeneration of public spaces, the buildings
to be demolished and to be built, and the architectural design of the proposed
new buildings [Fig. 16, 17].

Among the architectural measures adopted were the spatial reorganization
of an entire block, the demolishing of some existing buildings, proposing new
ones and introducing a new pedestrian connection on different levels between

31 "0 Esquema [elaborado pelo Gabinete do Plano Director] (...) continha, na sua simplicidade, toda uma feliz
e poderosa concepgao de arranjo da zona central de Aveiro, cheia de possibilidades que o seu desenvolvimento
através do Estudo Prévio por nos elaborado veio confirmar. Este serd um ponto que ndo convird esquecer, pres-
tando assim homenagem a quem concebeu tal Esquema e colocando no seu devido lugar o nosso trabalho que
teve a dita de partir de uma ideia tdo clara e tdo significativa, provando-se assim, e mais uma vez, a necessidade e
a vantagem de estudos basicos em termos de urbanismo para a definigéo e enquadramento das solugdes arqui-
teténicas”. See: Fernando Tdvora, Arranjo arquiteténico e urbanistico da Zona Central. Estudo Prévio. Memdria
descritiva e justificativa (Aveiro: Cdmara Municipal de Aveiro, 1963), 3.

32 “Aspectos tdo distintos como a valorizagéo do nucleo histérico com valor de centro civico e o seu encaixe
numa trama complexa de transito automovel”. (See: Tavares, Fernando Tavora em Aveiro, 41).

Fig. 16

Plan of the Central Zone of
Aveiro prior to the project, em-
phasizing the striking buildings,
June 1963. Caption: A: Hotel
Arcada | B: Banco de Portugal

| C: Misericérdia Church | D:
City Hall | E: Aveiro Theatre |

F: Lyceum | G: Caixa Geral de
Depdsitos | H: Fishing Compa-
ny | I: Banco Regional de Aveiro
(FIMS/AFT). Author’s notes on
the drawing.

Fig. 17

Plan of Fernando Tavora’s
Proposal for the Central Zone
of Aveiro, June 1963. Caption:
A: Caixa Geral de Depdsitos |

B: Offices and Commerce | C:
Trade | D: Municipal Building;
E: Banco Regional de Aveiro; F:
Offices and Hotel | G: Trade | H:
East Car park | I: West car park
(FIMS/AFT). Author’s notes on
the drawing.
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the Praga da Republica, with the City Hall, and the Central Canal. In the arrange-
ment suggested for all this new block, Tavora kept only the pre-existing building
of the Banco Regional de Aveiro® and redesigned all the rest of the block. At
first, he suggested remodelling the existing Caixa Geral de Depdsitos®* building
(building A'in fig. 17), which was subsequently demolished and a new one built.
He designed three new buildings, an annex to the Bank for extension (building
E infig. 17), another annex to the Caixa for the installation of offices (building B
in fig. 17), and a third intended for commerce (building C of fig. 17). All of them
were thought together, in order to form a new mixed-use urban nucleus that
eased the transition between the higher elevation of the Praga da Republica and
the lower elevation of the Central Canal.

The second area with new buildings was the Tower-Building complex (build-
ing F in fig. 17), a building with 25 floors (about 90 meters high), expected to
be conceived as a modern landmark for the city in the Auzelle Plan, in con-
trast to the prominence of the surrounding historic core. This building, with
a commercial complex (building G in fig. 17) and a car park (building H in
fig. 17), was intended to be located to the east, next to the Cais do Cojo, in a
place dominated by buildings in poor condition that would be demolished.
The complex would expand the provision of spaces for trade and services in
the city, leaving the representativeness of administration and culture to the
core of the old town.

Necessary adjustments were made to Auzelle’s pre-established guidelines for
materializing the ideas of these two building complexes. The first one was a
small was a small change to the configuration of the new set of buildings on
the Praca da Republica, which was planned to be completely opened up on its
north side in the Auzelle scheme, visually linking the square to the Central Canal,
also featuring a pedestrian bridge over the canal, which would start at the higher
level of this square and finish on the opposite bank, in Pragca Doutor Joaquim de
Freitas [Fig. 18]. In addition, the importance of this opening up was to encour-
age the shift in focus from the Praca da Republica to the new, revitalized public
space of the canal. “Underlying the intention of the Auzelle team would be the
creation of an open square, following the prototype of the symbolic places of
the main Portuguese cities, masterfully represented in the transformation of the
Terreiro do Paco, in Lisbon [..] open to the Tejo [river]”.* Tavora, however, contra-
dicted this idea and resolved this permeability in another way [Fig. 19], propos-
ing the construction of a building there, sitting in classical fashion opposite the
City Hall on the other side of the square, but with a free space underneath it, thus
allowing for a continual visual horizon from square to canal (building D in fig.
19). This opening also allowed the square to be extended to the position of the
roof of the commercial building (building C in fig. 19), which was designed at a

33 The name of a bank from Aveiro.
34  The name of a national bank.

35 "Subjacente a intengdo da equipe de Auzelle estaria a criagdo de uma praga aberta, seguindo o protétipo
dos lugares-simbolos das principais cidades portuguesas, magistralmente representados na transformagédo do
Terreiro do Pago, em Lisboa [...] aberta ao Tejo". (See: Tavares, Fernando Tavora em Aveiro, 50).
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Fig. 18

Initial sketch of the architec-
tural design, showing the north
side of the Praca da Republica
open to the Central Canal and a
pedestrian bridge (highlighted
in red) from the high level of
this square to the other side of
the canal, over the canal and
the arteries of traffic (FIMS/
AFT). Author’s notes on the
drawing.

Fig. 19

Implementation of the set of
buildings on the south bank

of the canal, adjacent to the
Praga da Republica, showing
the piers of the Municipal
Building, June 1963. Caption:
A: Caixa Geral de Depdsitos

| B: Offices and Commerce |

C: Terrace of the Commercial
Building | D: Municipal Building
(Entrance Floor) | E: Extension
of the Banco Regional de Aveiro
(FIMS/AFT).
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lower level, with direct access to the street bordering the canal. The connection
to the canal was created with steps, linking the level of the square to the level of
the street on the edge of the canal.

It is interesting to note that Tavora accentuated the relationship between the
square and the canal with his design. By designing the commercial front of this
complex facing the canal, it confirms where he wanted “the eyes” of the city
to be directed after this intervention. In addition, the roof of this commercial
building (letter “C" in fig. 19) is also a lounge area, with a belvedere to the canal,
promoting a recreational pedestrian route and the quality improvement of public
space in the centre of Aveiro.

Tavora's second adjustment to the Auzelle Plan was in relation to the exact
position of the Tower-Building. “After considering several hypotheses for its
location, it was confirmed that the best position would be the one indicated in
the diagram provided (forming a triangle with the ‘Church of the Misericordia’
and the Hotel [Arcada])”.*® The proximity of the tower to the Central Canal accen-
tuated its relationship with the same, giving even greater prominence to this
important waterway in the city [Fig. 20]. The building, which also had a shopping
centre surrounding it on the ground floor, had its projection area significantly
reduced because of this block, for reasons of profile and proportion in relation
to the new solution for the road for cars.

With regard to the road scheme, in addition to satisfying the new road arrange-
ment provided for in the Auzelle scheme, Tavora proposed the design of the two
new car bridges, and the pedestrian bridge. He planned to widen the roads run-
ning along the canal banks and to link this road scheme to the city’s main streets
and avenues, as well as to the two new car parking lots. The appreciation of

36  “Depois de encaradas varias hipoteses para a sua localizagdo, confirmou-se que a melhor posigdo seria a
indicada no Esquema fornecido (formando um tridngulo com a Igreja da Misericordia e o Hotel [Arcadal)”. See:
Tavora, "Arranjo arquiteténico e urbanistico da Zona Central. Estudo Prévio. Memodria descritiva e justificativa’, 4.
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Fig. 20

Cross section through the
central channel showing the
elevation of the Tower-Building
in the background, June 1963
(FIMS/AFT).



the Central Canal would thus
be down to the intensified
use of its banks, especially
by pedestrians. The model
[Fig. 21] shows the wide
expansion proposed for the
narrow pavements that bor-

dered it, which sometimes
reached dimensions that . _ . f
transformed them into living B \ e P -%

zones at a single level (1.5m). Roads, on the other hand, have variations in levels
in the layouts. “It can be said that the pedestrian route works as a level platform,
around the water, enhancing the canal”®’ In addition, the extension of these
pavements under the new bridges promoted the removal of same-level intersec-
tions with vehicles, allowing the underpass of pedestrians without interruptions
to the pedestrian route [Fig. 22]. The crossing of the channel by pedestrians in
this scheme was achieved through dedicated pathways, with access via stairs
and ramps, in both directions, east and west of the canal, adjacent to the road
bridges created by the new scheme.

The pedestrian access system proposed for the central zone is a demonstra-
tion of Tavora’s intention to prioritise pedestrian life and also to confer pleasure,
beauty and variety on the routes. There was also, in addition to the proposal
for the renovation of the Praga da Republica, with all its extension of the space
there, as already mentioned, the renovation of the Praga Doutor Joaguim de
Freitas north of the Canal, where the existing car park was to undergo a change
of use exclusively in favour of pedestrians, for living and socializing. In Tavora's

37  "Pode-se dizer que o percurso pedonal funciona como uma plataforma de nivel, em redor da dgua, valori-
zando o canal”. From: Mendes, "Arranjo da zona central de Aveiro, de Fernando Tavora (1962-67): das influéncias
tedricas as referéncias praticas”, 79.
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Fig. 21

Model of the Preliminary Study
of the Arrangement of the Cen-
tral Area of Aveiro, presented
with the Master Plan of the city,
in 1963 (FIMS/AFT).

Fig. 22

Cross section through the
central channel showing the
elevation of the Tower-Building
in the background, June 1963
(FIMS/AFT).
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layout there is a correspondence between the two squares, which at first was
a direct connection from the higher level of the Praca da Republica to the lower
level of the Praga Doutor Joaquim de Freitas, which meant not only crossing
over the channel, but also over its side roads, but which in the final proposal was
simplified, limiting itself to crossing only over the channel.

The passage of pedestrians over the central canal, between the two
squares, was simplified, either to obtain a more economical solution or
due to the almost impossibility of naturally raising pedestrians on the side
of Praga Doutor Joaquim de Freitas, at the necessary elevation, with the
further inconvenience that, to service zones at low elevation, one would
have to go up on one side (Praga Doutor Joaquim de Freitas) to descend
on the other to an elevation similar to that of the starting point.®

With regard to the elimination of crossings at the same level between pedes-
trian and vehicle lanes, one notes the architect’s coherence with the exam-
ples of his time, with the lessons learned from modern thought, such as the
Smithsons’ project for Hauptstadt, Berlin, and the Stockholm civic centre pro-
posed by Markelius.

Finally, it is worth mentioning the new vocation of the banks of the Central
Canal: it would become a new civic centre, or the new “heart of the city”, and with
this, we can see the concern and care taken to create greater social dynamiza-
tion for the area.

5. Urban Guidelines and Regulatory Standards

As a form of urban standardization, the Scheme of Auzelle's Master Plan pro-
posed the regulation of the heights of the city’s buildings. For some high-density
areas, such as the long Avenida Doutor Lourengo Peixinho, these were limited to
a maximum height of 7 floors.

For other zones, the threshold was lower. These restrictions implied some kind
of relationship between the buildings in the city as a whole, in order to allow
a better balance of volumes and to emphasize the prominence of the Tower-
Building in the urban landscape. For the buildings located on the banks of the
Central Canal, the Preliminary Study suggested that in the long term changes
could be made, implying an increase in the number of floors up to a standard-
ised maximum height [Fig. 23]. This regulatory measure aimed to guarantee the
maintenance of the horizontality of the urban landscape in this area of the city.

However, the regulatory measures were not limited to establishing new con-
structive indices for the area. Tavora also proposed, in his Preliminary Study, a

38 A passagem de pedes sobre o canal central, entre as duas Pracas, foi simplificada, quer para obter uma
solugdo mais econdmica quer pela quase impossibilidade de elevar, naturalmente, os pedes, do lado da Praga Dr.
Joaquim de Freitas, a cota necessaria, com o inconveniente, ainda, de que, para servigo de zonas a cota baixa
haveria que subir de um lado (Praga Dr. Joaquim de Freitas) para descer do outro para cota semelhante a do ponto
de partida“. From: Tévora, "Arranjo arquiteténico e urbanistico da Zona Central. Estudo Prévio. Memdria descritiva
e justificativa’, 4.
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constructive recommendation for these buildings on the banks of the Central

Canal, which not only provided the guarantee of horizontal harmony in the
landscape, but also created a typological alteration of the whole set [Fig. 24].
According to the descriptive memory of the project, for these buildings:

It is suggested that the top floor, generally set back, be covered in two
pitches and not in four pitches as is currently the case, a fact that will
certainly alter a little the general appearance of the buildings, for the
simple reason that this type of roof makes it possible to solve in better
conditions the problem of water infiltration that the existing buildings are
victims of *°

In analysing the buildings on the north bank of the Central Canal today, we
note that two buildings adopted this alteration in the typology of their roofs [Fig.
25]. We observe that for this modification to take place, a new floor had to be

39 "Sugere-se que o Ultimo piso, de um modo geral recuado, seja coberto em duas &guas e ndo em quatro como
atualmente acontece, fato que certamente alterard um pouco a facies local, pela razdo simples de que tal tipo de
cobertura permite resolver em melhores condi¢des o problema das infiltragdes de agua de que sdo vitimas as
construgdes af existentes”. Tavora, "Arranjo arquitetonico e urbanistico da Zona Central. Estudo Prévio. Memdria
descritiva e justificativa’, 19.

23]

Fig. 23

Proposal for the regularization
of the heights of the buildings
on the banks of the Central

Canal, June 1963 (FIMS/AFT).
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Fig. 24

Schematic section of the
buildings in front of the Central
Canal, showing in red the
volume added to the existing
structures to align the heights,
as justified by the Descriptive
Memory of the Preliminary
Study by Fernando Tavora
(FIMS/AFT). Author’s graphic
on the drawing.

24|

added to the buildings, as well as the rec-
ommendations of the Preliminary Study,
in making a slight frontal retreat of these
new volumes in relation to the respective
facades. Nowadays, it can be seen that
these are the only buildings that have
gabled roofs, one facing the street and the
other towards the back of the lot, visibly
changed recently, while the others remain
with the hipped roof typology.

This measure implies a long-term inten-
tion to change the general appearance of
the existing buildings, as it can be seen in
the photo of the model [Fig. 26]. Tavora
probably sought with this recommenda-
tion a conciliatory move between mod-
ernization and preservation of the existing
structures, but in fact, what can now be
perceived is a mis-characterisation of
the historic properties that such a policy
involves, and as such a measure of little

use for conservation purposes.

Fig. 25

6. Preserve Renovating Building complex on the north
side of the Central Canal

The sheer number of buildings that the Tavora Preliminary Study proposed to 2ﬂ2¥;?§nt:'t%?ﬁgifffzg§ger
the architect’s intention to alter
and standardize the rest of

the block. Photo by the author,
2022.

demolish demands our attention. In order to implement the guidelines estab-
lished in the Master Plan, namely, the widening of the roads by the canal and

some of the secondary transverse roads, some single-building demolitions
. o . Fig. 26
were proposed, and even some complete built-up sets of buildings were dis-
Photo of the model of the

mantled [Fig_ 27]. Preliminary Study of the Ar-
rangement of the Central Zone
of Aveiro, presented with the
The removal of two blocks to the north of the Central Canal was proposed. Master Plan of the city, in 1963,
showing the built complex in

One of them was bound by the streets Rua Viana do Castelo, Rua José Estevao, fromt of the Central Canal with

and Travessa da Caixa Econémica, and the other one was located to the north roofs changed to 2 pitches,
as justified by the Descriptive

of the first one; the recommendation for this area, according to a suggestion by Memory of the Preliminary
Study by Fernando Tavora
(FIMS/AFT).
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the City Council’'s Urbanization Office, was their replacement by a single building

(Letter A'in fig. 27), in order to satisfy the new street alignments, and to free up
the east fagade of the Hotel Arcada (today called “Aveiro Palace”) to mark the
start of the Avenida Doutor Lourengo Peixinho.

To the east, the designer of the Preliminary Study proposed the demolition
of the building that was occupied by the Harbour Master at that time, and the
removal of its functions to the port area (Letter B in fig. 27), a questionable atti-
tude, as it was a building with Neoclassical aspects. The idea of demolishing this
building, however, was not a new one, but originated from the Urbanization Plan
drawn up in 1945 by the architect Moreira da Silva, as discussed earlier. It can
be seen that Fernando Tavora was not opposed to this idea, since its demolition
would allow the construction of one of the bridges in his intended road system.

Next to the complex that would have included the new Tower-Building and
the shopping centre, he proposed the doubling in width of the Rua do Batalhdo
de Cacgadores in order to provide it with two-way traffic. The roadways were
designed on different levels, with the east-west direction at a lower level, giving
access to the new building complex through a secondary and service road. For
this entire complex, the demolition of buildings that were in poor condition at the
time was proposed. (Letter C in fig. 27).

In addition, in order to widen the roads running alongside the Central Canal
to 8 metres, the south side of this canal had removed from its setting an entire
block of the Rua do Clube dos Galitos, which included a recently restored build-
ing, where the Aveiro Fishing Company and the club Clube dos Galitos were
installed, and the old building of the Caixa Geral de Depdsitos [Fig. 28], giving
way to the new block formed by the buildings of the Praga da Republica (Letter D

Fig. 27

Proposed demolitions in Tévo-
ra’s Preliminary Study (FIMS/
AFT). Author’s notes on the

drawing.
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in fig. 27). Also, in order to widen the coastal road,
the demolition of the buildings located before the
bridge over the Canal do Paraiso was proposed
(Letter Ein fig. 27).

Adjacent to the Praca da Republica, the demoli-
tions led to the opening up of a new street called
Rua Belém do Para, which was made necessary
by the design of the new architectural arrange-
ment there and, as a result, there was a change in
the existing urban fabric. The new construction of
the Caixa Geral de Depdsitos [Fig. 29], in a similar
way, fulfilled the role of configuring, with its new

volume, the limits of the new street layout.

It is also important to mention the proposed
replacement of the plaza-bridge (letter F in fig.
27) with three new bridges. This large-scale con-
struction was the result of a recent investment
in the city, a modern work, but which constituted
a visual obstruction to the reading of the Canal
and a poor solution for the urban road layout,
as it would have worsened a vehicular traffic
problems instead of relieving them. According
to Tavares (2022), by building new bridges “the
authors of the plan were convinced that they
would recover one of the most solid memories
of the city, the old ‘Arcos’ bridge”.*® While the
pedestrian bridge would have a light aspect in
Tavora’s scheme, or a “transparency effect”', the
other two would have homogeneous masonry
treatment, configuring an extension of the pave-
ments by the edge of the canal.

The proposed demolitions demonstrate the intention to renovate the centre
of Aveiro, adding monumentality and a new identity to the area, by inserting
architectural landmarks at strategic points: revealing the existing building of
“Hotel Arcada” at the start of a prominent thoroughfare; constructing a new
Tower-Building on the banks of the Central and Cojo Canals; and erecting a new
municipal building to accentuate the character of an administrative centre in the
Praca da Republica. The other above-mentioned demolitions had the purpose of
guaranteeing the opening up of the necessary space for the enlargement of the
motor traffic lanes, a necessary action to supply the demand that the new traffic
generating sites would provide.

40 “Os autores do plano estavam convencidos de que recuperariam uma das memorias mais sélidas da cidade,
a velha Ponte dos Arcos". See Tavares, Fernando Tavora em Aveiro, 58.

41 Tavares, Fernando Tévora em Aveiro, 49.
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Fig. 28

Building where the Caixa Geral
de Depdsitos de Aveiro branch
was initially installed in the
1930s (Joana Brites, Filiais

e Agéncias da Caixa Geral de
Depdsitos, Crédito e Previdéncia
(1929-1970). Lisboa: Prosafeita
Lda, 2014: 67.

Fig. 29

Building of the new branch of
Caixa Geral de Dep0dsitos, after
the demolition of the old build-
ing and the construction of a
new one in the same location in
the 1960s (Joana Brites, Filiais
e Agéncias da Caixa Geral de
Depdsitos, Crédito e Previdéncia
(1929-1970). Lisboa: Prosafeita
Lda, 2014:77).



The post-war concept of “urban renewal” refers to the idea of pure and simple
replacement of existing physical structures as a condition for cities to adapt to
the needs of modern life. The planning for the new arrangement of the central
area of Aveiro, however, not only aimed at innovations and new perspectives.
The city, which was experiencing territorial expansion and the modernization of
its structures, also wanted an environment where the inhabitants felt good, by
conserving and rehabilitating many of the existing structures.

This was an urban renewal programme for the old central area, maintaining
the existing mixed use and increasing its vocation for the commercial and ser-
vices sector with new buildings and a new social dynamic. By proposing new
structures at certain points in the area, and reclassifying the urban space as
a whole, the value of the existing urban complex in this area would be conse-
guently enhanced.

As observed by Nuno Portas:

It should be noted that conservation does not mean “freezing”, but the
defence of structures, areas or even “monument cities” [...] that deserve
it. In a global sense, the rehabilitation of cities consists of the continuous
renovation of existing structures, the construction “step by step” and the
development of its own potential, finding the most adequate solution for
each case and not a preconceived generic solution.*

For part of the existing urban fabric, Tavora proposed to keep it intact. Nuno
Portas still reminds us that:

The value of an old area is not only that of the buildings: it is a value of
location or “centrality” for those who work there, live there or may come
to live there; it is the value of the already installed infrastructure even if, in
some cases, it needs reform; it is the accumulated value of investments
by thousands of citizens who own or do not own their homes, stores,
warehouses or workshops.*®

The term “preserve renovating” is, in our understanding, a concept close to the
intentions of this proposal made by Tavora and also by the municipal interests
of modernization, both of the physical environment, as well as the social and
cultural area.

By proposing the motto “preserve renovating” or “renovate preserving’,
we propose a policy of physical recovery and social reuse of the existing
number of buildings, which opposes both the idea that old areas are dead

42 "Convém assinalar que conservagdo ndo significa ‘congelamento’, mas sim a defesa de estruturas, dreas ou
até “cidades monumento’ [...] que o meregam. Num sentido global, a reabilitagdo de cidades consiste na renova-
Gdo continua das estruturas existentes, na construgdo “passo a passo’ e no desenvolvimento das suas proprias
potencialidades encontrando para cada caso a solugdo mais adequada e ndo uma solugao genérica preconce-
bida“. See: Nuno Portas, “Velhos centros vida nova’, in Os Tempos das Formas, volume I: A Cidade Feita e Refeita
(Guimaraes: Universidade do Minho, 2005), 158.

43 "0 valor de uma drea antiga ndo é apenas o dos edificios: é um valor de localizagdo ou de “centralidade” para
os que 1& trabalham, moram ou podem vir a morar; é o valor da infraestrutura j& instalada mesmo se, nalguns
casos, carente de reforma; € o valor acumulado de investimentos de milhares de cidaddos proprietarios ou ndo
nas suas casas, nas suas lojas, nos seus armazéns ou oficinas”. Portas, “Velhos centros vida nova’, 157).
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museums, for tourists to walk around and photograph, or the idea that
they are pasture for surplus value without any benefit to the community.*

7. The Enhancement of the Historic City

The Central Zone of Aveiro is an area whose urban landscape has peculiar
characteristics, with the extraordinary presence of the Central Canal, which is
navigable and integral to the daily life of the local population. We consider this
core of the city an urban complex of historical, cultural and environmental value
due to its unique quality. Its environmental value is emphasized in the descriptive
memory of this project: “[the preliminary study] is based on the premise of con-
servation and improvement of existing values — among which the Central Canal
stands out — and is intended to solve the most acute problems of various kinds

that the central zone presents”.*

The historical and cultural values of the centre of Aveiro can be seen from the
architect’s attitude towards the city. More than an urban plan that tried to solve
the area’s road problems and insert a new visual landmark to the city, Fernando
Tavora was also dealing with the regeneration of a historic centre with his new
proposal. It is notable that there was attention paid to the urban fabric as a
historical fact and guarantee of the permanence of man's experiential places.
“In the design of the joint arrangement of the zone, he instituted the principle of

continuity, accepting the formal diversity of the pre-existing buildings”.“°

Fernando Tavora also put some of his theoretical concepts into practice in
Aveiro. For Tavares,

In Aveiro, in the very heart of the old town, Tavora managed to put his
reflection on A Li¢do das Constantes into practice in a consolidated his-
toric centre. He worked with the historical memory overlapping with the
generational memory that accompanied it, to generate the timeless mod-
ern in his own reading of the thread of time.#

Fernando Tavora's study trip to the United States of America in 1960 is another
point to consider for this approach. The architect’s reports show us his concern
with preserving the historic urban landscape of cities. His contact with North
American cities allowed him to perceive the positive urban consequences of the
application of planning systems. From his visits to these cities, he elaborated

44 "Ao propor o lema “conservar renovando’ ou “renovar conservando” defendemos uma politica de recupera-
Gao fisica e de reutilizagdo social do parque de edificios existente, que se opde quer a ideia de que as dreas anti-
gas sdo museus mortos, para turista passear e fotografar, quer a ideia de que séo pasto para as maiores valias
sem qualquer proveito para a coletividade”. Portas, “Velhos centros vida nova”’, 156.

45 ‘[0 estudo prévio] assenta na premissa da conservagao e beneficiagdo dos valores existentes

— entre 0s quais se destacam o Canal Central — e pretende resolver os problemas mais agudos e de varia ordem
que a zona central apresenta”. From: Tavora, "Arranjo arquitetonico e urbanistico da Zona Central. Estudo Prévio.
Memdria descritiva e justificativa’, 2.

46 "No desenho do arranjo conjunto da zona, instituiu o principio da continuidade, aceitando a diversidade
formal do edificado preexistente”. Tavares, Fernando Tdvora em Aveiro, 43.

47 "Em Aveiro, no exacto lugar do coragéo do velho burgo, Tavora conseguiu levar a préatica a sua reflexao
sobre "A ligdo das constantes” em centro histérico consolidado. Trabalhou com a memdria histérica sobreposta a
memoria geracional que o acompanhava, para gerar o moderno intemporal na sua prépria leitura do fio do tempo”.
Tavares, Fernando Tdvora em Aveiro, 21.
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concepts and observed the importance of the areas surrounding the monu-
ments and landmark buildings, a modern concept. But he also noted some neg-
ative characteristics that harmed urban landscapes, especially in Boston and
Chicago, where meshes of skyscrapers were built next to vast flat areas, espe-
cially on the sea and river fronts, promoting a great contrast of masses in these
American cities, something that he was trying to avoid happening in Aveiro.

Domingos Tavares also cites some interesting aspects to be considered to
justify the erection of a Tower-Building in Aveiro, showing the importance of
symbolic values. The first one was to increase the influx of people in this area,
thus creating an attraction for the new civic centre that was to be formed in the
zone around the Central Canal. The second point was “to find, through the art
of invention, an image capable of overcoming the lack of a cathedral tower like
those that were made, in medieval times, by the towns of northern Europe”.*® In
this respect, there was a discreet landmark in the centre of the city, the bell and
clock tower of the old City Hall in the Pragca da Republica, a building from the
late 18th century but whose height did not have enough visual strength over the
surrounding environment to qualify as a landmark.

Also relevant for Tavares is the reference that Tavora makes to the Piazza San
Marco, in Venice, in his tract A Licdo das Constantes, treating the urban environ-
ment of the Square as an example of formal diversity and permanent quality, where
the buildings were built with a few centuries of difference, which meant stylistic
diversity, typological variety and constructive evolution, and where the constant of
modernity regulated the whole set. This square is characterised by the verticality
of the Bell Tower of St. Mark, a tower almost 100 metres high, the only vertical
element of this scale and magnitude in the city of Venice, a singular element in
the urban landscape. This verticality, which contrasts with the horizontality of the
complex, also seems to be the design of the architect Tavora for Aveiro, aiming
to highlight the value that the surroundings have as a pre-existing building mass.

There was also another way of valuing history in the Tavora Scheme: to pro-
mote the rescue of a remarkable historical element of the city through its recon-
struction in a new location. This is about the old Fonte dos Arcos (also known
as Fonte da Praga), dismantled in 1932. This fountain, which was once in the
Praca Joaquim Melo e Freitas, located north of the Central Canal, had value for
the memory and identity of the city, and acquired in Tavora's project a special
site, next to the new commercial building of the Municipal Library complex, in
front of the Central Canal.

Thus, one of the contributions of the project to the city was to show that the
presence of new architectural elements in the centre of Aveiro, in a well-studied
way, would not overshadow its existing values. Tavora did not appeal to pastiche
in the proposed new composition. The challenge faced by him was to insert the
new structures without obstructing the already consolidated local identity, or

48  "Encontrar, através da arte da inveng&o, uma imagem capaz de superar a falta de uma torre de catedral
como as que se fizeram, em tempos medievais, pelos burgos do norte da Europa“. Tavares, Fernando Tdvora em
Aveiro, 44.
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to find the best solution in adding “pieces” to this set, intending to enhance the

context even more.

8. The Architectural Language

The design for the new Praga da Republica building complex was, in our judg-
ment, influenced by the principles of post-war Italian modern architecture [Fig. 30].

When analysing Fig. 30, what attracts our attention in this new block is the
composition of the 5 buildings — the Caixa Geral de Depdsitos (A), Offices and
Commerce (B), Commercial Building (C), Municipal Building (D), and Extension
of the Banco Regional de Aveiro (E). The intention is clear: it is to formally high-
light the new modern language of the Municipal Building, but also, in a way,
to “dilute” it to the rest of the block. It is important to note that in this drawing
the architect showed volumetric blocks without facade definitions for two new
buildings. For these, there was only the definition of their heights and the mate-
rial of their roofs, in ceramic tiles, a traditional typology of city buildings. The rel-
evance of the design lies in the harmonious relationship between the volumes.
Even though the elevations of these two blocks were not defined, the stylistic
contrast, highlighting the arrangement’s central building, is a decisive guideline
for its conception. The new Municipal Building is designed in detail. It has a
fenestration that follows the repetition of supports and voids of the pre-existing
neighbouring buildings, with the clear intention of diluting it among the edifying
mass. However, some of the five points of Le Corbusier's modern architecture
were also applied to this building, namely, the building on piers, the free plan on
some floors and the roof as a garden terrace. And that is where its detachment
lies. According to Bernardo Ferréo,

Its design seeks an environmental integration that, far from morphologi-
cal mimesis, nevertheless accepts and extends the pre-existing architectur-
al discourse. The composition of the facades, the careful treatment of the
exterior areas, the autonomy of the detailed design and the chromatic finish
of both this building and the neighbouring Caixa Geral de Depdsitos, built in
1965, suggest here [..] the influence of ‘historicist’ architecture by F. Albini
and |. Gardella.37.%

Fig. 30
49 "0 seu desenho procura uma integragdo ambiental que, longe de um mimetismo morfoldgico, todavia acei-

) A J e ) Elevation “A1" of the prelimi-
ta e prolonga o discurso arquitetonico pré-existente. A composigdo das fachadas, o tratamento cuidadoso das

nary study, 1963, showing the

areas exteriores, a autonomizacéo do desenho de pormenor e 0 acabamento cromatico quer deste edificio quer new block with the Municipal
da vizinha Caixa Geral de Depositos, de 65, fazem pressentir aqui [...] a influéncia da arquitetura ‘historicista’ de F. Building and the supporting
Albini e |. Gardella”. See: Bernardo José Ferréo, “Tradigdo e Modernidade na obra de Fernando Tavora, 1947-1987", buildings (FIMS/AFT). Author's
in Fernando T&vora, Luiz Trigueiros, ed., (Lisboa: BLAU, 1993), 34. notes on the drawing.
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For Nuno Portas, the inter-
est of the study, which called
for architecture as an urban
project, lay “in Tavora's clear
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attitude towards the histori- ;
cal environment: interpreting 1o I B
an atmosphere by comment- '
ing on it through a work in
figurative contrast”.®® This
interpretation  shows the
architect’s ability to abstract
(orreduce) his designin order

to harmonize its language

with that of the surrounding
traditional environment.
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The influence of Ignacio

Gardella, to which Bernardo il

Ferrdo refers in “Tradition
and Modernity in the work M
y R | _,':.

i —————

of Fernando Tavora — 1947-
1987", is probably seeninthe  E=
Casa alle Zattere building [Fig. 31, 32], constructed between 1958-1962 in Venice.
This is an example of Italian Neo-Liberty style, a movement that, from the second
half of the 1950s, promoted a renewed dialectical relationship between architec-
ture and history. One can see Gardella’s care in harmonizing the new building with
the pre-existing environment, the result of a design process that seeks a balanced
solution between the old and the new. The result was to obtain an architectural
language where the temporal distance between them was progressively reduced,
becoming an exchange between two interpenetrating realities.

The harmony on the Venetian building’s facade is achieved through the align-
ment of the floors with the compositional elements of the neighbouring build-
ing's facade (seen in the scheme shown in fig. 32) and also by the skilful use of
supports and voids, seeking a harmony of masses. The windows have different
heights and are grouped in series, vertically aligned and horizontally misaligned.
The balconies, in turn, break the solidity of the building block and generate an
asymmetry that can also be found in some other buildings in the city. The work
still guarantees a certain visual spacing from the neighbouring buildings and
the final set, modern in every sense, does not stand out in the landscape, but
integrates into it despite all its distinctive character.

On the other hand, despite focusing on spatial continuity in the arrangement
of the block adjacent to the Praca da Republica, Fernando Tavora does not

50 “Na clara atitude de Tavora perante o ambiente histdrico: interpretar uma atmosfera comentando-a por
uma obra em contraste figurative”. Ferrdo, “Tradi¢gdo e Modernidade na obra de Fernando Tévora, 1947-1987", 34.
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Fig. 31

View of the Casa alle Zattere
from the Canale della Giudec-
ca, Venice (www.photographer-
michelle.com, last view June
2022).

Fig. 32

“Casa alle Zattere”, project by
Ignazio Gardella and Church of
the Holy Spirit (Allegra Maria
Albani and Francesca Filosa,
Dottorato di ricerca in Teoria e
Progetto — XXXV cycle, Univer-
sita di Roma La Sapienza).
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nullify its modern essence, and asserts its contemporaneity
by also promoting a rupture and the creation of a new land-
mark for the urban landscape with the Tower-Building. Thus,
with his proposed demolitions and with the new figure of
this tower, there was also a change in the relationship with
the existing space.

In his proposed design for the Tower-Building and
attached shopping centre, Tavora sought a balanced solu-
tion between the internal arrangement and the value and
meaning of its form. By proposing a design for this sky-
scraper, he was also, in a way, trying to repeat the exam-
ples that he admired on his study trip through America,
where the references that he makes in his diary to buildings
designed by Frank Lloyd Wright stand out, with all the poet-
ics of the design and the rich plasticity that it imprints on
American buildings. We believe that the artistic inspiration
that Tavora sought for the tower of Aveiro is from this archi-
tect’s design. We found it in the Johnson Wax Research
Tower, the component building of Johnson Wax Headquarters [Fig. 33], built
in Racine, Wisconsin, in 1944-1950, and in the Price Building [Fig. 34, 35, 36], a
skyscraper built in Bartlesville Plains, Oklahoma, in 1956, some references that
illustrate the plasticity of Wright's design.

In this way, we can say that the influence of the “neo-empirical” architecture
of the Italians, which inspired Tavora in the conception of the new Municipal
Building in the Praga da Republica, was not manifested in the formulation of
the Tower-Building. Due to the historical context and proximity to the year of
construction (between 1954 and 1958) of the Torre Velasca in Milan, a project
created by the Italian Studio BBP and, above all, due to the close relationship
that Tavora acquired with the participants of CIAM XI, in Otterlo, especially with
Giancarlo de Carlo and Ernesto Rogers, we can easily imagine that the Aveiro
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Fig. 33

Johnson Wax Headquarters,
Racine, Wisconsin (https://
www.scjohnson.com/Inter-
acting-with-SC-Johnson/
Tours-and-Architecture/Our- Ar-
chitecture, last view June 2022).

Fig. 34

Price Building, general view
(source: Cao, Lilly. “Ligbes do
Unico arranha-céu de Frank
Lloyd Wright, vélidas até hoje”.
[The Tree that Escaped the
Crowded Forest: Lessons

from Frank Lloyd Wright's

Price Tower] (Translated by E.
Souza). ArchDaily Brasil, 2022.
https://www.archdaily.com.br/
br/959013/licoes- do- unico-ar-
ranha-ceu-de-frank-lloyd-wright-
validas-ate-hoje, last view June
2022).



Tower would have followed the same compositional prin-
ciples as the Italian tower, with the intention of synthesiz-
ing tradition with modernity. However, we believe it is more
appropriate to approximate its architectural language to the
examples of Frank Lloyd Wright we showed here, due to the
contrast and strong character of its architectural language.
In fact, the reference to the Torre Velasca is given as a theme,
as it is the European example of the time, an attitude that
proved to be successful in Italy and of which repetition was
sought in Portugal: to introduce a large modern structure
into the centre of a historical city.

9. The Consequences of the Toning Down of the Initial Idea

The preliminary project for the central area of Aveiro aimed
to give the city a new monumental image and create a new
civic centre. The Central Canal was the focal point of the inter-
vention in Fernando Tavora's urban design. The treatment of
its banks, with improvements in access for pedestrians and
a new system for motor traffic, were intended to further pro-
mote appreciation in the urban landscape of Aveiro.

Unfortunately, this study only resulted in the regeneration
of the Praca da Republica. The justifications for not building
the Tower-Building, nor any of the proposals related to the
road and pedestrian infrastructure of the canal, were politi-
cal and financial. The plaza-bridge was not demolished, and
with that the Harbour Master’s building was also preserved.
According to Tavares “The resistance of public opinion
regarding the demolition of the Harbour Master’s building

51

(the Capitania) became insurmountable™' and today this

building is classified as a Protected Structure.

Because it was not undertaken in its entirety, the impression left for posterity
was that the 1962-1964 Master Plan was not properly concerned with promoting
spaces for sociability. However, in our understanding, when analysing the plan
and the project, we noticed that they showed real attention to valuing the “heart
of the city” of Aveiro, in promoting a new and broader civic centre for an equally
broader city. The never erected Tower-Building was fundamental to this idea.

At the time, the vast majority of the local population still lived in this old part of
the city. The expansion of the zone with urban equipment for social use, such as
revitalized squares, free of parked cars, and new buildings for collective use, would
also be a way of encouraging residents not to migrate from there to other areas.

51 “Aresisténcia da opinido publica quanto & demoligéo do edificio da Capitania do Porto de Aveiro tornou-se
inultrapassavel”. See: Tavares, Fernando Tdvora em Aveiro, 54.

Fig. 35,36

Price Building, plan and close-

up view (source: Cao, Lilly.

‘Ligdes do Unico arranha-céu de
Frank Lloyd Wright, vélidas até
hoje”. [The Tree that Escaped
the Crowded Forest: Lessons

from Frank Lloyd Wright's

Price Tower] (Translated by E.
Souza). ArchDaily Brasil, 2022.
https://www.archdaily.com.br/
br/959013/licoes- do- unico-ar-
ranha-ceu-de-frank-lloyd-wright-
validas-ate-hoje, last view June

2022).
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For Portas (2005) “if it is important for citizens to see their basic needs met, it is

no less important to enjoy living in this city for its aesthetic or emotional sense”.*

Another important point of Tavora's programme to be considered and which
was not implemented was the construction of all the blocks of the new complex
for “Praca da Republica”. Among the 5 planned buildings, one of them, the one
for offices and commerce, positioned between the Caixa Geral de Depdsitos
building and the Municipal Building, was not built. This block was important as
a volume; it was planned to have the function of agglutinating the complex and
making a transition in scale between the new bank building, at the canal level,
and the new municipal building, at the square level. Its volumetry was simple
and its implantation would favour the visual highlight that the central building,
with a new architectural language, should have. In addition, the building was
intended to be another attraction for increasing commercial and service use in
the area and for attracting more people to circulate. In the place where it should
have been there is nowadays only an empty space, consisting of a platform that
serves only as a viewpoint over the Central Canal [Fig. 37].

The measures, envisaged as a whole, aimed, in our view, to value the central
area as a hub of human activities, regardless of whether the city was or was
not expanding, at that time, to new neighbourhoods. The Master Plan of 1964
was designed within the principles of urban renewal of modernism. However, in
addition to adapting the city to the needs of modern life, it was also possible to
notice the intention to adopt measures for the regeneration of the existing pub-
lic space, ideas rooted in the Revision of the Modern Movement.

52 "Se é importante para o cidaddo ver satisfeitas as suas necessidades basicas, ndo o € menos o fato de gos-
tar de viver nessa cidade pelo seu sentido estético ou emocional”. From: Portas, “Velhos centros vida nova’, 163.
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Fig. 37

Final configuration of the set

of the new block adjacent to

the Central Canal and Praga

da Republica proposed by Fer-
nando Tdvora, after the second
refurbishment of the Caixa Geral
de Depdsitos. Approximate date:
1990s (Antonio Esposito, Gio-
vanni Leoni. Fernando Tavora.
Opera Completa. Milano: Electa,
2005: 187).



Conclusion

In Aveiro of 1964, it is noted with Auzelle's plan and with Tavora's project,
the existence of a pioneering urban planning attitude in Portugal and a careful
attention in creating greater social dynamism for the central area of the city.

When analysing the current architectural debate of this decade, we assume
that before any intervention proposal for Aveiro, Fernando Tavora probably
came across the following question: what are the attributes or values responsi-
ble for the cultural characterization of the historical site of Aveiro? After all, it is
necessary to understand the specificities that make up the architectural com-
plexes and urban spaces. Its attributes drive its recognition and appreciation as
a cultural asset.

The Arrangement project for the central area of Aveiro shows the architect’s
first attempt to promote the conciliatory position of the modern man towards
the old city, a characteristic method of the future projects by Fernando Tavora.
In this case study, the modernist does not intend to radically transform the
image of the city, but rather intends to regenerate it. He has a clear reading of
the city's symbols and historical architectural landmarks and, with a clear urban
idea, inserts his new landmarks as a lesson of continuity, accepting the formal
diversity of the pre-existing buildings.

The intention to modernize Aveiro, however, was unquestionable. There was
a vision for growth in the region until the 1980s and the urban project had to
respond to this demand. The intention was to create a new centre of social
life for a new city, the Aveiro of the 20th century. Tavora accomplished this by
transposing, physically and on an urban scale, the city of the 19th century, con-
centrated in the surroundings of the Praga da Republica, where the City Hall
was located with its clock tower, to the city of the future, a very much wider
area, enhanced around the landscape of the Central Canal and its new modern
90-metre-high tower. He brought about this connection through another archi-
tectural landmark, which acquired the function of a mediating building, a struc-
ture raised on piers that makes the transition from one space to another and
favours not only the pedestrian route, but also the visual route.

It is important to remember that this intervention changed the urban mor-
phology of this part of the city. The Praga da Republica also partially changed
its appearance. Its new configuration, however, allowed it to have a new signifi-
cance. The ordering of the free spaces created was able to renew the image of
the city, in addition to emphasizing its social and environmental qualities. There
was the application of the principles of “space organization’, a theme addressed
by the author of the project years before in a publication in Portugal and for this
reason we say that the work is consistent with his ideals: it arises from a pro-
cess, and not from the application of pre-designed formulas.

The CIAMs are of great intellectual influence to this work. In these congresses,
especially after the 8th meeting, the issue of the identity of the city and the
conception of public space was intensely debated. The challenge of reconciling
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the expansion of motorways and the creation of new civic centres was great.
Creating networks of routes at different levels, generating varied environments
in the city and maintaining pre-existing buildings was a premise adopted by the
Smithsons in the unrealized project for Berlin, by Sven Markelius in Stockholm,
and also by Tavora (naturally on a more measured scale) in Aveiro.

New interpretations of local traditions were also discussed at CIAM, empha-
sizing the view of the architect's social role, an exercise that Tavora adopted
when choosing the symbols to preserve, such as the recovery of the old foun-
tain, and also the symbols to value, such as the tower of the 18th century munic-
ipal building, and the tower of the new civic centre of the city. Ernesto Rogers'’
discourse on environmental pre-existence is also acknowledged by Tavora
when he synthesized and expressed, without mimicry, the formal character of
the city in its new architecture for the new Municipal Building.

That said, we understand that the project for the Arrangement of the Central
Zone of Aveiro was certainly a milestone in Portuguese urbanism for combining
these experiences that the modern historical context of the 1950s provided.
Furthermore, we see that this work by Tavora applied the concept of urban
design as defined by Sola-Morales (1999). For him, “designing the place” is
the fundamental method for what he called the “Urban Project” and there is an
empirical effort in this, where not only the geographical characteristics of the
place are assimilated, but also the cultural ones.

Despite proposals for the demolition of some pre-existing blocks and the
reconfiguration of the heights and roofing systems of the buildings located on
the banks of the central canal (including some examples of local Art Nouveau
architecture), proposals imbued with a clearly modern attitude, this work
demonstrated the beginning of an attentive attitude towards the existing city in
Tavora’s career, which attitude would be developed later in the urban interven-
tion projects for the Ribeira-Barredo area, in Oporto, and for the historic centre of
Guimarédes. What had already been manifested in Aveiro was the principle of the
architect's respectful relationship with the historic city and its identity.

Nowadays, the concept of the historic urban landscape stands out. Its princi-
ples are to preserve the quality of the human environment, improve the produc-
tive and sustainable use of urban spaces, recognize its dynamic character and
promote social and functional diversities. The exhibition of this work by Tavora
allows us to ascertain that in the 1960s in Portugal there were already the begin-
nings of a demonstration of the expression of these concepts.
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/Abstract

This paper explores the pivotal transformations in postwar Por-
tuguese architecture, tracing the oscillation between traditional
styles and modernist influences from 1923 to 1953. During a
period marked by ideological conflict and cultural reassessment,
Portuguese architecture experienced a profound metamorphosis,
mirroring the nation’s struggle between conservative nationalism
and the burgeoning force of modernity. This study delves into the
role of key figures such as Fernando Tavora and the influence
of international movements, notably from Italy and the CIAM, in
shaping a new architectural ethos that navigated between herit-
age and innovation.

Through a meticulous examination of architectural projects, peri-
odicals (Arquitectura, Arquitectura portuguesa, Domus, Casabella),
and ideological discourses, the paper illuminates how architects
negotiated with political and cultural currents to forge the archi-
tectural language. A form characterized by its duality, attempted
to reconcile the traditionalist values imposed by the Estado Novo
regime with a modernist vision inspired by global trends. The tran-
sition from the “Portugués Suave” aesthetic to a more resistant
form of modernism, underscored by a critique of superficial sty-
listic nationalism, encapsulates a broader narrative of resistance
and adaptation.

The findings underscore the importance of interdisciplinary
approaches in understanding architectural evolution, revealing
how shifts in political ideology, cultural identity, and international
influences converge in the realm of architecture. The paper con-
tributes to a deeper understanding on how the Portuguese archi-
tecture context surrounding Fernando Tavora's formative years
not only reflected but also contested and reshaped the socio-po-
litical landscape of mid-20th century Portugal.
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In 1139, Portugal saw the roots of its unity plunge
into an identity and linguistic crystallisation. This
moment foreshadowed the emergence of a bour-
geoisie that witnessed maritime expansion and
positioned itself among the first lights of globalisa-
tion, alongside the Italian republican cities. These
components shaped the uniform temperament of
Portuguese architecture: first civil, then colonial,
unique, replicable, like the Jesuit, neo-Palladian or
neoclassical architecture that would follow [Fig. 1].
With its white walls and simple construction, water-
proofed with azulejos, with details, corners, or stone
ornaments, it embodied the synthesis of a national
tradition, at least until the end of the 19th century.

This historical period witnessed an ambivalent
idea of the nation-state, characterized by a double
dynamic: its fragility combined with a contradictory
strengthening. Formations and reunions, as in ltaly;
civil wars, as in the United States; or refoundation’s,
as in countries with ancient territorial continuity,
such as China, France, or Portugal. In the latter case,
the beginning of the twentieth century was marked
by violent upheavals' [Fig. 2].

Despite its great unity, the nation was, and to some
extent still is, perceived by its elite as fragmented.

B

In the words of the architect Alexandre Alves Costa (1939), in an interview with
RTP2, it appears “not very consistent as a unit” and “in permanent dissolution’,
“difficult to bear”. As in Italy, this is characteristic of a section of historiography

that promotes the idea of a disunited and fading fatherland. Intellectuals of the
calibre of Almeida Garrett (1799-1854) and J. Mattoso (1933-2023) elaborated

on this theme. In 2010, Alves Costa declared:

Although Portugal thrives on the existence of a strong political power

that guarantees its unity, despite everything there are many regional dif-

ferences [...] there are many Pdvoas de Varzim [...] when | come to Lisbon
| am abroad, | mean, | love Lisbon, | don't say it in a negative sense, | say

itin a positive sense, but | am abroad: the light, the colour, | am here and |

am in Algeria, [...] and when people from Lisbon come to Oporto they feel
the same way, they too are abroad, they too are elsewhere, it is another

country... here we are in Gallaecia...?

1 Lufs Reis Torgal, Heloisa Paulo, Estados autoritarios e totalitérios e suas representagées (Coimbra: Imprensa

da Universidade de Coimbra, 2008).

2 Interview by Paula Moura Pinheiro with Alexandre Alves Costa on Portuguese architecture (2010-02-14) in
RTP 2 — Camara clara https:/arquivos.rtp.pt/conteudos/alexandre-alves-costa/ (last viewed March 2024).

3 Interview by Paula Moura Pinheiro (last viewed March 2024)

Fig. 1

Exemplary of this period but
also of the constant relations
with Italy is the Church of Avei-
ro's Mercy, whose initial design
in 1585 is attributed to the
architect and military engineer
Filippo Terzi (1520-1597) and
completion in 1653 by the Por-
tuguese master Manuel Azenha
(photo by the author, 2003).
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As in ltaly, these ideas infiltrated the national intelligentsia, which failed to

understand the nature of its national fabric and the modernising impulses of the
working classes, mistaking them for “difficulties” in maintaining national order.

The twentieth century, both in the Portuguese case and in other countries,
was marked by a relentless effort on the part of the ruling classes to limit the
progress of their subaltern castes. Between the nineteenth and twentieth cen-
turies, the reconciliation that the elites were forced to make found a synthesis
in republicanism, which produced traces of dissent between the different spirits
of the possessors.

The republic germinated among some of the higher classes, but it was the
expression of contradictions that were made manifest by an untenable situa-
tion among the hard-working people, crushed by misery and dissatisfied with
a throne immersed in unsustainable luxury and a backward clergy. In 1910,
several days of riots forced Manuel Il (1889-1932) to abdicate and flee. The
Republic was born, characterised by barely developed programmes of liberal
democracy and the hegemony of the interests of the upper classes.

Despite some secular and republican reforms, the new government struggled
to implement reformist policies. Democratic leadership became synonymous
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Fig. 2
This 1:9500 scale map of
Oporto by W.B. Clarke and J.
Henshall for the Society for the
Diffusion of Useful Knowledge
was published in 1833 (here

in a 1849 prin) while Portugal
navigated through the Liberal
Revolution in conflict with the
absolutists following Jodo

VI's death, moving towards
constitutional monarchy and
marked by a series of coups,
insurrections that would lead
to the establishment of a
republic in 1910. This era also
witnessed the last expansion
of Portuguese colonization

in Africa and the Septembrist
movement push for education-
al and cultural reforms.



with inefficiency rather than modernisation. The lumpenproletariat remained
underdeveloped, and Portugal continued to have one of the highest illiteracy
rates in Europe. This inability to address the inequalities of rural and proletarian
groups led to the failure of the reformist project”.

The ruling class relied on the military to contain the modernising impulses of the
people, especially after the trauma of the First World War, in which almost 3% of the
male population died. The 1922 elections were characterised by a low turnout. The
Democratic Party won 47%, followed by parties linked to the landed gentry, such as
the Liberal-Republicans (21%) and those close to the Church and the landed gen-
try (Catholic Centre, 14%), without any democratic rep-

/

i

resentation for the working world. Instead, the workers
found a voice in the Communist Party, which had been

¢ et {1

founded a year earlier in 1921, arousing the fears of

3

3 i e

churchmen, merchants, and landowners.

Vst et | =

=

It's in this scenario that Fernando Luis Cardoso de

Meneses de Tavares e Tavora was born in Oporto on
25 August 1923, from the noble house of Covilh3,
descendant of Rozendo Hermigues (c. 985-1041),
a member of the Lusitanian fundamentalist move-
ment, expression of the monarchical-Catholic line®.

In the field of architecture, this moment of uncer-
tain innovation was reflected in timid expressions
of modernity in projects such as the Economic
Complex for Fishermen in Olhdo (1923-1925). An
urban and architectural project with Mediterranean,
neo-dialectal tones, and cubist intonations by the young Carlos Jodao Chambers
Ramos (1897-1969). A simplicity and systematicity of form that is surprising
when compared to the eclectic and cloying froufrou of his Portuguese Pavilion
of Honour at the International Exposition in Rio de Janeiro (1922), and that illus-
trates the sense of an ideological transformation taking place [Fig. 3].

This transformation came to a halt from 1926 onwards in the face of the con-
tradictions and inadequacies of the weak reform project. With the rise to power
of the economist Antonio de Oliveira Salazar (1889-1970), the liberal leadership
began a process of disintegration and submission to the army, which took over
the role of maintaining social control over the subordinate classes, pushing the
country towards a military dictatorship disguised as a technical government.
During that decade and the following one, Portugal followed a path that was
shared by many other countries, most notably Italy: Hungary, Spain, Germany,
Austria, Greece, and many others. Nations in which the nobility, clergy, bourgeoi-
sie, and landowners, frightened by the rise of the subordinate classes, contributed
to the rise of anti-labour governments, and militarised their national capitalism.

4 Ernesto Castro Leale, Republicanismo, socialismo, democracia (Lisbon: Centro de histéria 2010).

5 Giovanni Leoni, “Fernando Tévora. Un anonimo del XX secolo’, Casabella, no. 678 (2000): 10-13.

Fig. 3

Also dating from 1923 is the
design of the Rivoli Theatre in
Porto, remodelled according
to Art-Deco and a simplified
eclecticism tastes by Julio J.
de Brito (1896-1964), in which

echoes of Auguste Perret's

Théatre des Champs-Elysées

(1911-1913) (photo by the
author, 2005).
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In this context, architecture would tend towards
a serene modernity, as in the radiology pavilion of
the Portuguese Institute of Oncology in Lisbon,
designed by Ramos himself in 1927, the same year
as the founding of the second Portuguese architec-
ture magazine, Arquitectura [Fig. 4], in January (the

other main periodical, A arquitectura portuguesa,

Salazar, for his part, became prime ministerin 1932, o ot
adopting an anti-communist Mussolini-inspired con-
stitution the following year, while Ramos was com- Eda T
pleting the rationalist radiology pavilion, with echoes fm.;'.._'.- .
of the facade elements of Oud’s minimalist houses ..:.i.u.;li'.'.... s b
in Weissenhof (1927). Fre Sl el

Tk, b i ||:"l|., e ﬂ;:l;:.

Like the Duce's regime, Salazarism began with a CARN NUSTICA

L bsnrbprm dis lipls e 1%l
A Magalldes s prigecin desia cani
e caruckrilibcas b EEETEE
areas. This modernisation took place in a profoundly ot . sais wmrmt satatild ile

jdraila 1w s o e
_J.n.:;.u wube um e
by gl o

mild technical and formal modernisation in various

backward and largely rural Portugal, i.e. under dif-
ferent conditions from Italy, where robust industrial-
isation was underway. In the first five years of the
Salazarist era, the government gave support to archi-
tectural modernism®. But the growth of “modernised”
architecture was more stylistic than typological, although there were exceptions
such as the Fialho de Almeida High School (1931-1935) by Luis R. C. Cristino da
Silva (1896-1976) [Fig. 5].

Examples of this phaseinclude projects by Manuel Marques (1890-1956), José
Marques da Silva (1869-1947), Cassiano V. Branco (1897-1970), Antdnio Varela
(1903-1962), Arménio T. Losa (1908-1988), Januario Gsodinho de Almeida
(1910-1990). And by Rogério dos Santos de Azevedo (1898-1983), with the car
park of the newspaper O Comércio in Oporto (1932) [Fig. 6], soon after projects
of similar taste, such as the Marbeuf garage in Paris (1929), the Wielemans-
Ceuppens breweries in Brussels (1930) and the Press Palace in Baku (1932).
This architecture was part of the repertoire of the nascent Modernism, whose
expressions ranged from simplified Deco to Novecento, through languages puri-
fied by decoration’.

But for de Oliveira Salazar, the harmless instances promulgated by the nas-
cent Modern Movement would have been viewed unfavourably, as interpreted
as manifestations of internationalism. The publication A arquitectura portu-
guesa, which in 1935 merged with a periodical edited by the Lusitania ceramics
factory, changed its title to A Arquitectura Portuguesa e Cerdmica e Edificagdo

6  Alexandra Trevisan da Silveira Pacheco, “Influéncias internacionais na arquitectura moderna do Porto (1926-
1956)" (PhD Diss. Universidad de Valladolid, 2013).

7 Opus Incertum. Architectures a Porto (Brussels: Mardaga, 1990): 36-46.
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Fig. 4

Two years post-establishment,
in November 1929, Arquitec-
tura, revista mensal featured
“Casa moderna” on pages 20-
21, showcasing Casa Antonio
Moreira d’Almeida Pinto by
Carlos Ramos. This design,
conceived concurrently with
Terragni's Novocomun inau-
guration, exemplifies Ramos's
stylistic evolution of the era, in
which a distant compositional
reference to Le Corbusier’s Villa
La Roche-Jeanneret of 1923
are not entirely absent, as are
echoes of the late architecture
of Charles Rennie Mackintosh
(Gregorio Carboni Maestri
archives).



Fig. 5
Liceu Nacional de Jacinto de
Matos (Beja). Architect Luis
Cristino da Silva. Col. Estudio
Mario Novais / FCG - Bib-
lioteca de Arte e Arquivos.
CFT003.101911.

Fig. 6

Garagem o Comércio do Porto
designed by Baltazar de Castro
and Rogério de Azevedo (1928-
1932) in Oporto (photo by
Francesca Fagnano, 2004).
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(Reunidas).This was the beginning of the 3rd series,
which from here on we will abbreviate to Arquitectura
portuguesa. Closer to the regime, it manifested this
slowdown in the field of modern architecture through
titles such as ‘Ancient and Modern Lisbon’ (1935):

[.] it would be indispensable that Lisbon,
finding itself, no longer lose itself; that, — just
as Mussolini seeks a Fascist style, distinctly
Italian and necessarily rooted in Italy’s past, —
we seek a Portuguese narrative, unrelentingly
Portuguese, within which the refinements and
improvements of the modern were conquests,
in fact conquered, and not formal annexations
that are only important guests.®

The retro temperament of the regime, baptised New
State, would have embraced a nacional anti-modern-
ist style, already foreshadowed in some ornamen-
tal detail of the insidious slow death prison camp in
Tarrafal, Cape Verde (1936) by J. A. Cottinelli Telmo
(1897-1948). Similarly, one can detect this nascent
manner in the Portuguese pavilion for the 1937
Universal Exhibition in Paris, by viscount F. C. Keil C.
do Amaral (1910-1975). This pavilion stood in opposition to the purist currents still
present in Portugal, such as the Hondrio de Lima house, built from 1939 by A. E.
Viana de Lima (1913-1991), which had aesthetic connections with buildings such
as Le Corbusier's Citrohan house in Stuttgart (1927), Leendert van der Vlugt's
Sonneveld in Rotterdam (1932-1933), Figini in Milan (1934-1935), Terragni's Villa
Bianca in Seveso (1936-1937) or Casa Cattaneo in Cernobbio (1938-1939).

From the ‘40s onwards, with increasing determination, there was a strengthen-
ing of the architectural strategies implemented by the dictatorship. Initially oriented
towards modest projects, these stylistic approaches gained clarity in works dedi-
cated to exhibitions and fairs®. This trend would have had a less obvious beginning
in the context of public buildings, where various sensitivities could express with
different levels of competence [Fig. 7]. An example of this contradictory dynamic
was embodied by the policies of engineer Duarte Pacheco (1899-1943), mayor
of Lisbon and Minister for Planning and Infrastructure. This sphere of autonomy
would progressively thin out to minimal proportions. State institutions would then
gradually employ architecture, ranging from the most domestic to the most exten-
sive, to convey propaganda and shape a process of re-education [Fig. 8].

8 Tomaz Ribeiro Colago, “Lisboa antiga e moderna’, Arquitectura Portuguesa, no.3, ( May 1935): 1.

9  Susanna Bortolotto, Nelly Cattaneo, Renzo Riboldazzi, eds., Infrastrutture e colonizzazione: Il caso africano tra
heritage e sviluppo (Florence: Altralinea, 2020).

10 Dario Ramondetti, “Francisco Keil do Amaral (1910-1975). Architetto degli spazi verdi nella Lisbona salazar-
ista” (PhD Diss. IUAV Venezia, 2018).
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Fig. 7

The lingering trace of this still-
open breach can be observed
in the 1940 publication by
Jorge Segudado — who had
contributed to the realization
of the Portuguese Pavilion

for the New York World's Fair
since 1930 - titled "Sinfonia
do degrau, Impressdes de
New-York e de outras terras

do Estados Unidos da América
do Norte”. The publication was
produced by Oficinas da Socie-
dade Nacional de Tipografia,
spanning 185 pages with a
collection of photographs and
texts (Gregorio Carboni Maestri
archives).



Colonial exhibitions were held in Africa, such as in Luanda, where the pavilions,

including the Civilising Portugal building, embodied this new aesthetic. The most
representative of those exhibitions was the 1940's Portuguese Empire exposi-
tion. In an era marked by the beginning of the Second World War, Portuguese
isolationism, and limited resources available for a world-stage event, the regime
took the decision to create a Great Exhibition of the Portuguese World. Only one
country was invited, Brazil, overwhelmed by the pavilions of the regime in the
purest Salazarism classicism'". This new regime style had spread with triumph
in this exhibition, formalising the Estado Novo's approach in architectural terms,
thus initiating a turning point in the aesthetic-cultural policy of the elite. This was
the event for which Cottinelli Telmo's well-known Padrdo dos Descobrimentos
was realised'.

The stylistic evolution led towards an imposed official classical language, and
this entailed rapid changes in the work of almost all the architects previously
mentioned, including those that are now lauded in the historiographical mythol-
ogy associated with Portuguese Modernism, such as Ramos. The Modern
Movement was nipped in the bud.

The policies of the New State slowed down the country’s technical-indus-
trial, socio-economic, and political development, preventing any possible fertile

11 Marco Ferrari, Lincredibile storia di Anténio Salazar, il dittatore che mori due volte (Bari: Laterza, 2020).

12 José Manuel Fernandes, Portugués suave: arquitecturas do estado novo (Lisbon: IPPAR, 2003).

Fig. 8

Instituto Superior Técnico by

Duarte Pacheco (engineer)

and Porfirio Pardal Monteiro

(architect) in Lisbon. Col.
Estudio Hordcio Novais / F
- Biblioteca de Arte e Arqu
CFT164.1054

CG
ivos.
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environment for a modernity, if not ideological, at least technical-formal. It is
easy to imagine how much bitterness longing for progress overwhelmed the
generation — later called dos 7ransigentes — of compromise architects from
that period, not to mention the subordinate classes.

In the years following the Portuguese World Exposition, Portugal’s clerical-fas-
cistregime engaged in debates about the essence of the Portuguese house. This
period saw architecture increasingly fall under tight governmental control. The
issue of Portuguese identity remained a persistent question in a nation where
architects are first citizens of their homeland, deeply interested with matters
of national identity. This engagement reflects a longstanding luso-mysticism,
often in contradiction with the aforementioned inability to understand its real-
ity. Two opposing aspects of a singular idealization: a national idealistic utopia
versus the existing reality with its limits. A pattern that tends to emerge continu-
ously in the dominant classes and that is imposed to the lower strata and often
conflicting with the masses’ desire for change in their objective existence'®.

Out of this increasingly oppressive government-imposed straitjacket, a series
of works emerged with diverse results historiography summarised under the
ironic label of Portugués Suave (Mild or Suave Portuguese), a reference to the
monopoly brand of cigarettes created in 1929. Rather than a style, the concept
of Suave Portuguese emerged as a stylistic spectrum. A historical pastiche,
with clumsy results, steeped in unintentional humour. Fluctuating between the
grotesque, the tragicomic and the reactionary kitsch, it was a fusion of tradi-
tional elements and Portuguese clichés: tiles, arched windows, adorned balco-
nies, and wrought-iron railings. These elements were combined with late Art
deco aspects such as straight lines, essential geometries and symmetries. This
laboured eclecticism merged with certain presumed Portuguese features, infil-
trating the architecture of both prestigious and humble buildings.

It was at this time that a young Fernando Tavora passed the entrance exam-
ination to the School of Fine Arts in Oporto (ESBAP) in 1941, having completed
the second cycle of the Herculano Lyceum in 1940 with a mark of 16/20. He
chose the specialisation in architecture, where Ramos had taught for a year. This
conflicted with the decisions of the Tavoras’ family. His father wanted his son to
enrol in the engineering faculty, as his brother Dom Bernardo Ferréo, which was
considered more in keeping with their position™. Fernando, who rejected the use
of the hereditary title of Dom, said of his formative years:

| received a classical and conservative education. | often say that | en-
tered school enamoured with the Venus de Milo and emerged fascinat-
ed by Picasso. Thus, in my academic upbringing, there was a significant
transformation from my family’s education. At school, the instruction |
received from the architect Carlos Ramos was very liberal, in the sense

13 Gregorio Carboni Maestri, “From Sé-Cathedral to the Self-Nation. About the architecture of the city and the
Lusitan territory: historical and anthropological clues”, in Journey to Portugal: inside and outside the territories of
architecture, ed. Bruno Pelucca (Rome: Aracne 2010), 23-30

14 Luiz Trigueiros, ed., Fernando Tavora (Lisbon: Blau, 1993).
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that we could use any language. He, as a professional, was a man who at
the time was engaged in the official classical language, but nevertheless
allowed his students to use a different, more free form of language. My
early works were classical [..] the first one: a copy of a Roman temple
[Fig. 9]. One day, | decided to create a modern building, and Ramos ac-
cepted it without any issues. | believe that my academic education was
quite deficient, more focused on reading books and theory than on prac-
tical professional experience. This, in a sense, has instilled in me a com-
plex that translated into an inability to design.’®

In the school Tavora turned to art history, as Giovanni Leoni expounds:

[... Tavora] got to know the work of architect Raul Lino, the main repre-
sentative of the Casa Portuguesa movement. An education [...] enriched by
a knowledge of international contemporary art that was unusual in Portu-
gal at the time. [...] Tavora began to learn about international contempo-

HPA 11202215

rary architecture through Ramos, [..]. All this takes place at a time that
Tavora describes as one of intellectual confusion, dominated by tradition-
alist positions, but where there are perceptible ferments oriented towards
opposing the pursuit of the chilled and pseudo-authentic Portuguese ar-
chitectural ‘tradition’, supported by the Salazar regime [..]."® [Fig. 10]

Fig. 9

Ink drawing of the Temple of
Minerva made during an archi-
tectural drawing exam (1942-
12). Fernando Tavora. Opaque
paper; 56.7x41 cm. (FIMS/AFT,
ref. F5-pd0001.

Fig. 10
Cover of an original edition of

15 Author’s translation of: Javier Frechilla, “Fernando Tévora: Conversaciones en Oporto’, Arquitectura, no. 261 C_asas Portugqesas by Radl
Lino, first published in 1933

(July-August 1986): 22-28. (Gregorio Carboni Maestri
16 Leoni, Fernando Tavora. Un anonimo del XX secolo, 11. archives).
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Tavora began his training within a framework in
which the Suave was pervasive in the urban land-
scape, with projects such as Cassiano V. Branco's
Jodo de Seabra building of the National Wine
Council (1940-1943), but also in the two main
architecture magazines. In the latter, the few inno-
vations not related to these styles consisted of
foreign and mainly Italian projects. Projects such
as the ‘House on the Karst by Rogers-Belgioioso-

Peressutti'’,

‘Two mountain houses by architect
Gio' Ponti™® 'Mountain house by engineer Elio
Frisia® or ‘A house on the Mediterranean by archi-

tect Luigi Carlo Danieri™.

The quality, in terms of
composition, of these architectures differed from
those found in other capitalist nations projects pub-
lished. What seemed to emerge was an attempt on
the part of the Portuguese magazines, especially
Arquitectura, to use the ltalian example to outline
possible paths for the regime, that is, a “pluralist”

fascist architecture.
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In December 1943, three months after the start of the Partisan Revolution

in Italy, a secret pro-Allied resistance coordination, the MUNAF (Movimento de

unidade nacional antifascista) took shape in Portugal, set up by communists,

anarchists, republicans, socialists, freemasons, catholic-democrats, military

and members of the magazine Seara Nova [Fig. 11].

Until the end of the agitated 1944, the two Lusitanian magazines would reflect

this confused political situation, publishing Italian and foreign structures with

fluctuating frequency. While some issues were entirely dedicated to archi-

tecture from lItaly or abroad, such as the October 1944 issue of Arquitectura

Portuguesa, half of which was dedicated to the ‘Olivetti nursery school in Ivrea,

by Figini, Pollini and Barnasconi'?', this presence gradually diminished, manifest-

ing increasing isolation with the progressive defeat of the Axis powers during

the Second World War. Foreign architectural productions seemed to increas-

ingly adapt to languages that were compromising with Modernity. Projects that

we could sarcastically call ‘Swiss Soave’ or ‘Belgium Soave®

17 "Vivenda s6bre o Carso, pelos arquilecfos Belgiojoso-Rogers e Peressutti’, Arquitectura Portuguesa, no. 108

(March 1944): 10.

18  "Duas casas de montanha, pelo arquitecto Gio Ponti”, Arquitectura Portuguesa, no. 108 (March 1944): 6-9.

19 “Casa de montanha do engenheiro Elio Frisia”, Arquitectura Portuguesa, no. 108 (March 1944): 11-13.

20 "Uma casa s6bre o Mediterraneo pelo arquitecto Luigi Carlo Daneri”, Arquitectura Portuguesa, no. 144 (Sep-

tember 1944): 6-20.

21 "Asilo-ninho Olivetti, em Ivrea, pelos arguileclos Figini, Pollini e Barnasconi’, Arquitectura Portuguesa, no. 115

(October 1944): 2-9.

Fig. 11

“Libertagdo Portuguesa” MU-
NAF information bulletin, for-

22 Gregorio Carboni Maestri, Tendenze Italiane, Vie Lusitane: Architettura Analoga: Inchiesta storico-critico-an- eign edition in French. Archive
alitica sulle influenze e dialettiche fra architettura moderna e contemporanea portoghese ed italiana, dai primi del Fundagdo Mdrio Soares / AMS

Novecento, ai giorni nostri (Master Diss., Politecnico di Milano, 2007), 69.
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It should be emphasised that styles linked to a conservative and regulated
modernism, like the Portugués Suave, gradually spread into the current architec-
ture of other contexts such as Belgium, which was also characterised by a con-
servative and colonial elite, albeit in a less generalised manner?. The revival of
old [talia Soave projects also emerged, with concepts related to the Novecento
style or a domestic, anonymous, passively fascist Italy.

Several issues of Arquitectura Portuguesa consisted of translations of articles
from old magazines on furniture and interior design. Design topics gradually
gave way to articles on techno-ethical, legal, or domestic subjects: interior dec-
oration, giftware, etc. Arquitectura portuguesa devoted entire issues to articles
with titles such as ‘Gardens’, ‘Legal Section” and ‘The Tenancy Agreement’, as
well as ‘National Electrification and the Development of Electricity in Switzerland,

Prof. Dr. René Neesser' 2

In the June ‘45 edition, the article concerning ‘The War' was followed by arti-
cles concerning ‘Weekend Homes' from the magazine A casa; [...] the durability
of bricks’ from the magazine Claycrafl and ‘Work Rooms'. In the July edition,
articles were presented dealing with ‘Why cork-based insulation?, ‘Children’s
rooms’ and ‘Four interiors’. In November ‘45, ‘Application of a special type of
simple gantry crane’ was joined by ‘Interior studies’ by Pierre Duverlie et Van
Luppe. The interior settings seemed to reflect the gloom of the time with dark
colours and rich ornamentation in the antique style. Entire issues were devoted
to these themes. Towards the end of ‘45, it was rare to find publications about
architecture belonging to Modernism or architecture tout court®.

The Portuguese magazines that were leafed through by Tavora and the archi-
tects at that stage saw the disappearance of any break from the monopoly of
Soave boredom. This happened until the end of ‘45 when the editorial domi-
nance of Suave became totalising. The hardening of Salazarist stylistic diktats
was part of the context of the era, with rare exceptions, more related to infra-
structure, such as the Hidroeléctrica do Cdvado (1944-1964), which was under
construction at that time to a design by J. Godinho.

With the conclusion of the Second War and the defeat of the anti-communist
regimes, the Iberian Peninsula found itself isolated. Europe would be marked by
social-democratic regimes in the north and in the east, in Italy and Yugoslavia,
the working class now dominated the political scene. In Italy, the old model and
friendly country, the cradle of fascism, hundreds of thousands of armed partisans
stood on the brink of an uprising, close to continuing the revolutionary process.

And while Europe discovered new democratic ways during the Reconstruction
phase and witnessed the workers' victory over Nazi-Fascism, while Italy took new

23 In this regard, the analysis of a Belgian magazine such as Batir is interesting, and especially issue 86 of
January 1940, which presented rare architecture with full and ideological modernity, particularly residences of the
upper middle class, as well as conservative architecture, especially related to state buildings.

24 See Arquitectura Portuguesa, no. 150 (August 1944).

25 Maria Luisa Neri, L'altra modernita nella cultura architettonica del XX secolo: dibattito internazionale e realta
locali (Roma: Gargemi, 2011).
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political directions following
the Liberazione of April 25th,
1945, Portugal continued its
dictatorial path, having as its
only interlocutor the equally
closed Spain, in a relation-
ship of incommunicability?
[Fig. 12]. Consequently, the
Portuguese endured an even
more severe repressive and
isolationist process, involv-
ing cultural, economic, polit-
ical, and social aspects: the
country closed in on itself,
isolating from any con-
tact with the outside world.
Alone, with threats to the east, God in the sky, Fatima in the heart. And a new
imperfect paradise to the west: the US empire?’.

In the two Lisbon magazines this period saw the definitive disappearance of
any reference to Italy, by then antifascist and soon to be a Republic “founded on
labour”. Some extremely rare and sporadic articles in ‘News' on foreign affairs
were devoted to reconstruction, with a particular focus on France®.

A previously absent country that had an influence in this phase was Francoist
Spain® with architectures in the language of the Arquitectura de la Autarquia
with conservatism and compositional flatness even more pronounced than
those of the Suave Portuguese.

Projects with 19th century overtones by architects such as Manuel de Sola-
Morales (1932-2012), as well as lesser-known architects such as Santiago
Casullero, Juan Montero, Luis M. Escola, Joaquim de Alcarfiiz, Ramon Arago,
Roberto Terrada and Marcel Schemitz. The sporadic foreign links, especially asso-
ciated with advertisements — the same as in previous decades — mainly con-
cerned Belgium®, the United Kingdom, France, the United States and Germany.

From an editorial point of view, it was evident that the period 1944-1947 repre-
sented a lost three-year period for Portuguese architecture, in which a theoreti-
cal and design asphyxia could be observed. The articles, although not always
openly pro-regime, rarely dared to contradict the status quo and consensus. A

26 Serge Berstein and Pierre Milza, Storia del fascismo (Milano: Rizzoli, 2021).
27 Antonio Trogu, Conseguenze della Seconda guerra mondiale (Bruxelles: EIRC, 2009).

28  With articles such as, for example: M. A. Weber, “A habitag&o popular em Franga’, Arquitectura Portuguesa,
no. 136 (July 1946).

29 With articles such as, for example: “Concurso de anteprojetos para a reforma e ampliagdo do editicio da
Camara Oficial da Propriedade Urbana da Provincia de Barcelona’, Arquitectura Portuguesa, no. 131, (February
1946).

30 With articles such as, for example: Auguste Vanden Nieuwenborg, “Igreja de Saint-Adrien, em Bruxelas”,
Arquitectura Portuguesa, no. 137, (August 1946).
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Fig. 12

Commemorative marble stele
placed by the National Libera-
tion Committee “In Genoa on
25 April 1945 at 19.30" under
the monumental bridge in Via
XX Settembre in honour of the
victory of the partisans over the
Nazi occupiers. This stele was
an ecstatic celebration not only
of the triumph, but also of the
centrality of the working class
in the antifascist process. The
choice of symbols such as the
Phrygian cap, the hammer and
anvil on the CLN symbol, with
the words “obstinate rigour”,
deliberately symbolised the
revolutionary character of the
historic event (photo by the
author, 2020.



veil of fear and self-censor-
ship seemed to descend on
every sentence, every word,
every design, not only within "is‘-
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the editorial boards, but also Wowz i

in the professional sphere®’. 1

An equally unfavorable
judgement concerns the lack
of building production, char-
acterized by a deficiency of
content, and limited stylistic
development. Consensus
reverberated in the cities,
countryside, and colonies.
This apathy also affected

schools and cultural circles®.

There were a few exceptions in the editorial field. An article on school com-
plex projects by Diotallevi (1909-1954) and Marescotti (1908-1991) appeared in
Arquitectura Portuguesa in the December 1945 edition. The same year Tavora,
after completing the special architecture course, enrolled in the advanced
course and did his apprenticeship with F. Oldemiro Carneiro.

Towards 1946, gradually, in the two architectural periodicals, the more autar-
kic phase again gave way to articles on ‘artistic’ decoration, with naive histor-
ical references, or uncritically dealing with mannerist building materials. The
single-family house, especially in the suburbs, reconfirmed itself as an uncon-
ditional fetish and the mask of the periodicals’ absolute lack of cultural con-
tent. Examples of this period include articles in Arquitectura, such as ‘Baroque
Architecture’ and ‘Art Interiors’ by A. Jodo Simdes (1946/02); columns such
as 'Architecture and Beauty’, ‘Decorative Arts’ and ‘Masonry Arches’ (March
1946); and pieces such as ‘Weekend Housing Project on the Beach of Costa da
Caparica (Almada)’ in the column ‘The Picturesque in Villages', etc.*®

In May ‘46, the magazine Arquitectura portuguesa published a usual issue,
but with a singular insertion. An issue that presented similarities to many of
the previous and subsequent ones: ‘Two dwellings’ by Edmundo Tavares (1892-
1983) [Fig. 13], a 'Photographic documentary’ on ‘Four dwellings’ in the seaside
resort of Estoril; two articles on ‘Decoration’ and ‘Problems of training and activ-
ity of engineers’. And, in between, an extraordinary project for that flat period:
a Villa sul Lario" by P. Lingeri (1894-1968). The project had already been pub-
lished in Domus years earlier** and was linked to the Fascist era, but to the White

31 Carboni Maest