
Sprmger Tracts m Civil tngineenng

Volume 1

ô Springer

Cristiana Bartolomei
Alfonso lo&lto
Simoneffl

Vi

aryConTèmp
Heritage
Lexicon

aTanoueVi



Snrinaer Tracts in Civil Engineering (STCB) pubhshes the latest develc ??nSmeering - quickly, informally and in top quahty. The series scopeli'"
Civil Eng Sfessional b00ks, graduate textbooks and edited volumes, as „
TutstZigPkD theses.Its goal is to>cover all the maio branchesof civil eng^

botb theoretical and applied, mcludmg.

. Construction and Structural Mechanics

• Geotechnical Engineering
• Earthquake Engineering
• Coastal Engineering; Ocean and Offshore Engineering
• Hydraulics, Hydrology and Water Resources Engineering
• Environmental Engineering and Sustainability
• Structural Health and Monitoring
• Surveying and Geographical Information Systems
• Heating, Ventilation and Air Conditioning (HVAC)
• Transportation and Traffic
• Risk Analysis
• Safety and Security

Indexed by Scopus
To submit a proposal or request further information, please contact:

Pierpaolo Riva at Pierpaolo.Riva@springer.com (Europe and Américas)
Wayne Hu at wayne.hu@springer.com (China)

Cristiana Bartolomei • Alfonso Ippolito •
Simone Helena Tanoue Vizioli
Editors

Contemporary Heritage
Lexicon
Volume 1

93000007581

Dedalus-Acervo-IAU

ô Springer

mailto:Pierpaolo.Riva@springer.com
mailto:wayne.hu@springer.com


Chapter 14
Contemporary Ruins: Form and Nature
in Eduardo Souto De Moura’s Houses

Gabriel Braulio BotassoO and Simone Helena Tanoue VizioliG

14.1 Introduction

267

When nature and artifact coexist in perfect equilibnum, the supreme

reached—the silence of things [1] times> jn which matter
A work of Architecture can be understood as a re rary being. Through

memory conjoins to create new places for the cont
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Abstract This chapter aims lo investigate the intricate relalionship between form
and nature in contemporary Architecture, focusing on the works of renowned
Portuguese archilect Eduardo Souto de Moura. By examining three of his notable
houses—Gerês House (1980), Baião House (1993), and Moledo House (1998)—
this study delves into the interplay between architectural form and the surrounding
natural environment. These houses, uniquely intertwined with histórica! layers and
geographic context, establish an enduring connection between the artificial and the
natural. The presence of pre-existing ruins in these works acts as a mediatoi, seam-
lessly integrating the architectural compositions with their surroundings. Through
a meticulous analysis, this chapter illustrates how these dwellings become not only
homes but also new ruins that merge harmoniously with nature. By exploring t e
singularities ofa place, informed by its historical layers and geography, the stu y1 u
minates the understanding that Architecture can be considered a secon nature. i-
mately, this investigation sheds light on the profound implications o t e te a lons
between form, nature, and history in contemporary architectura practice.

Keywords Ruin • Eduardo Souto de Moura • Gerês House • Baiao House

Moledo House
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aement of architectural elements such as walls, floors, and ceilings „
Ksarich and intricate connection w.th the natural environntent IT

esublishes e|ements become reposilones of m d *
Íomposing a certain landscape. Each work commencTw?

íc L its respective program, which bound and broaden themselves, establis * ’

a positive encounter: on the one hand, the architectural program ,s bounded by,
íeítures of a place; on the other hand, they open d.fferent means of materiali^

broadening it, vice-versa. . .
This place is never devoid of sigmficance or uniform in its qualities; instead it

embodies the tangible, physical manifestation of history, carrymg within it tracesof
its own past. Historical layers are accreted, and are convened, objectively and subjec-
tively, in the design process. Therefore, a work stems from one place, but also builds
anothèr. In this dynamic, an indelible relationship is formed between artificial and

natural elements, where the built form and nature intertwine—artificiality pervades
the surroundings, while nature pervades the Aichitecture.

Once its circumstantial relationship with history is overcome, architecture acquires, in a
lasting manner, other values linked to its form. In this sense, it can be said that architecture
itself becomes geography: it is where history is deposited and accommodated. [...] Archi-
tecture becomes inseparable from a way of life and becomes part of the human landscape
[2] (our translation)

Through discourses and aesthetic appropriations, Architecture intervenes in
places, considering aspects ranging from the political and social to aspects related
to nature and landscape. The place, used as a reference for Architecture in its formal
constitution, presents broad possibilities of configuration, ranging from (1) detach-
ment from reality—abstraction, counterposition, autonomous form, which, never-
theless, is only possible through the observation of reality—to (2) a project guided
by the material, geographical, anthropological, and social complexity of the places
themselves (a connection without which the construction loses its character).

In the first case, inspirations are triggered by externai elements to the site, in an
abstract sense, and this reference is something not previously defined—by denying

e surroundings at the moment of its composition, it can be an element that chal-
enges such a State, proposing a rethinking of conventional relationships between

c tecture and place. In the second case, design propositions make use of the

ílamk K P°lent’al toe place, that is, its matter—whether natural and/or artificia
decisivp^e,-t°PJ)traph^~~Sllêgesting forms> conditions of occupancy, uses, bein^
grate wiih"’! nÍtÍ°n‘ both cases’the work wil1 recompose the place or in

to anchor th? r °ldentity between architecture and place is so strong that it ten
trX^ ’t0 f°ld UP°n to subject it to geography” RJ

ronment becnms^ Constructed ^orm seamlessly integrates with the natural en
Architecture acts / * tbat embodies both history and nature. In l.1S

p°rtuguese architectEd^0^ an interview êiven t0 the
tecture becomes indi^ d° S°Ut° de Moura <1952") sugêests that Wh ntjal, &

tnguishable from nature, it reaches its highest pote

14.2 “Porto School”: The Place as Resistance

from the l^an êXrep^XePefSPevUVe °f.geniUS ,oci~findinê the spirit ofthe place—or
Porto School an artificial it°f ?eekj.ng what the bu,,din§ wants to be, the site is in the
architecture [6] (our translation)^ 130611 3 * previously forrnu,ated

of the mod ^ntend^ng t0 Pro vide a historical or criticai overview of the construction
the discus ?an°n’ *S a Pact lbat tíds historiographic object was built around
Modem Ar^ § *tS C°re’ wb*cb t00^ P^ace *n tbe International Congresses of
a “cleaner ° !tecture (CIAMs), incubators of a coordinated movement in search of
cating for arc™tecture»n devoid of omamentation and detached from history (advo-
society °F ta ula rasa)- However, despite the promises made in the 1920s of a new
incomo índustry at tbe Service of avant-gardes, absorbing and proposing their
the deva^11011 Architecture, the reality in the 1940s was the repetition of war,
its nrpv-StatlOn °f cities, and the shortcomings of modem Architecture in upholding

P^tous tenets.G^dion1?/1110 cons*deration the works of Nikolaus Pevsner (1902-1983), Sigfried
1988) a 888-1968), Leonardo Benevolo (1923-2017), Reyner Banham (1922—
Mode’m nd BrUn° Zevi 0918-2000) in their attempts to legitimize and anchor the
the mod n}Ovement> establish certain commonplaces, and develop a historiography of

is a neu,6171 Period ^each in their own way), what dislinguishes modem Architecture
Sense of space and the aesthetics of the machine, embodying the Zeitgeist

14 contemporary Ruins: Form and Nature in Eduardo Souto De Mo

it becomes anonymous and enters the realm of h; , 269

narratives- m °f h'st^ thereby di
According to Machado [2], Souto de Moura’s o Ê *

beWeen the Modem and the Historical, reflecting a a clear Aleguethe City in both space and t.me. Each work is situafed wZenS‘Ve “^tandinfof
aprofound awareness of the physical layers and the temón C°n‘eXt’demo^traL

accumulated over time. This relation of times is also eX Ti!dimensi°"s
argues that the architect s work reinforces the sense of hT by Dal Co U]. «ho

expanding the scope of contemporary expression 017 Whiie simul'aneously

As per Santos and Silva [4], Souto de Moura nrPinto what Architecture is. “In their apparent formal s r °ntolo8ical inquiry
buildings weave intricate references to the characterist r'/’ S°Ut° de Moura’s
place, and architectural history” [4] (our translaiinni T °f region’ landscape,
which each work is inserted is akin to an acTl r2 L n"6™0" ‘° site in

called “Porto School”, to which he is historically connectTlT''^'10 °f So'
a mental (methodological) construct that draws suonort from h t ° baSed on
goes beyond Geography and topography “Solid and deP i WOrld but
of the Portuguese master draws inspirZn TP'Í r°°‘ed’ ‘be architecture
in a globalized world” [5], P trad’tl°nS ‘°reaSSert its^enrity
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14.2.1 "Português Suave”

Various architectural concernes emerged during the transition from the 19th lo lhe
20th century in Portugal, between 1880 and 1940, encompassing bolh lhe heightof
Modemism and the awareness of a housing crisis in European cities. According lo
Teixeira [7], within this timeframe, three distinct periods in Portuguese history can
be identified: “[...] the last decades of the constitutional monarchy until 1910; lhe
republican regime from 1910 to 1926, and the Estado Novo, bom after lhe 1926
revolution” [7] (our translation).

With the establishment of the authoritarian regime known as Estado Novo (lhe
military coup took place in 1926, and the Estado Novo was implemented in 1933),

it assumed control of construction, establishing in the country what is known as
ephemeral Modemism.” It was an architectural approach based on German and

nf , ^r° uc^ons» countries aligned with the Portuguese govemment: the renewal
its reformuladonFbed W°rld War would occur through Architecture and

tion of th^™ WÍdl Sovernment’s failure to control the architectural produc
to othLcoumri1 faCt further exacerbated by the adoption of styles belong.

decided to X r^ties-Portuguese architects against the Re

about the Modern 194°S with the aim of organizing debales and mínSin
the architectural fieid p COUntry’ êiving rise to the first specialized publicatio

™. »>>« pe»d .s .be

somewhat “Modem ” ,surgence eclecticism amidst conceptions
the Modem, Architèrt” * MSt attemPts that aimed in that direction. By etTlb .|y

In the late 194Qs th & Wou^ become the element of unity and nationa >
c°untry-in ternis o’f thinJ'™ & reorientation of the architectural PracUC

n8> teaching, and practicing Architectuie

G.B.BotaSSOands
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■ ■, nf the time). Form and space in accordance with the era of the m ,
(SPfi he Xe of modern Architecture. ^ach,ne>

Sever one must question: how can Architecture be stabilized in .
•Ximê in sterile and undifferentiated spaces? Forgoing individual ch>

'"‘ e nameof thecollective (as advocated in the Manifesto of La Sarraz l9,o?lcr
universal Man and the Architecture that would reconstruct what lhe First

d ravaged were not successful proposittons. One of the most significant cril
of the Modem Movement was the loss of identity in cittes and the deplelion *
meaning of Architecture itself. Its ideologtcal core was subjected to rigorous scni^

and faced piercing inlerrogations. >
In this context, fissuras and contradictions are found beneath the cloak of cohesio

within the Modem Movement, bringing investigative vigor to the field of Architeciu?

and Urbanism. In the post-World War II period, proposals for revising the Modem

Movement were characterized. In the Portuguese context, the aim was not to restore
the Modem substrate post-war, but to examine what emerged from the gaps h ]efl

, contemporary Ruins: Form and Nature in Eduardo Souto De Moura’,
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nre humanistic approach to Modem Architecture in the countrv
criticai review of the Modem Movement). The impacts of thisThift iZitfrT

pnrred within the CIAMs, in which the Portuguese eronn nn r • attltude als<>
as CIAM Português or CIAM Porto). “In a period of restlessnXldÍsSty
Portuguese architecture stnves to combine the first signs of modemity w X

cultural context strongly mfiuenced by tradition” [9] (our translation).

14.2.2 Way of Doing, Way of Thinking

It was a matter of recovering the history of the city, the history of architecture, accepting the
responsibility of placing our cultural past as an irreplaceable and indispensable element for
the construction of the future, establishing the present object as the mediator between the two
times. It was a matter of reconciling erudite architecture with popular tradition, in a specific
context and as a response to it, countering intemational architecture [10] (our translation)

Amidst this context, Portuguese architects choose to reassess the architecture
previously practiced in the country while establishing guidelines for the future.
Rethinking architecture meant reestablishing the connections between buildings and
individuais, reconnecting social issues with architecture—a slance that had been
largely unexplored by the modem movement, not only within the country but in its
universal sense. The revision of approaches aligned intemationally with the discus-
sions held within the CIAMs. As mentioned earlier, the CIAMs began to debate new
approaches after the end of World War II, emphasizing more humanistic aspects,

which were also evident in Portugal.
In Portugal, there was a gathering of architects who advocated for the rein-

lerpretation and adaptation of the Modem Movement within two groups: ODAM
(“Organização dos Arquitetos Modernos”, or Organization of Modem Architects,
created in 1947) and the School of Fine Arts of Porto (which would later become
the Fâculty of Architecture of the University of Porto - FAUP). Among the
key figures, notable names include Mário Bonito U921-1976), Armemo osa
(1908-1988), Viana de Lima (1913-1991), Keil do Amaral (1910-1975), Cari

Ramos (1897-1969), Octávio Lixa Filgueiras (1922-1996), and Fema

Upon being appointed as director of ESBAP in 1952, Carlos ^'™oPhimse]f

Proposals for the overall reform of the institution’s education su “sistants>
with young graduates rather than older professora. He a so inP Távora). The

ensunng broad freedom of action (including figures sue as tional|y within
debate was encouraged not only at the national leve u a experi-
lhe CIAMs, where they participated with revision proposa educatjonai reform
ences in Porto. In 1957, Ramos successfully implemen bringing
(Proposed in 1950), which gradually became integra e „ towards a “modem
a Out a change in direction within the so-called Sc oo o COncerned
tomanist” approach [11] (our translation), an architect who was

F^
W

^’
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— b“,IS’ S0CÍal' “ C™ÍM^S|l!]
(our iransbiion). cu|Wral issues in Ihe counlry wjlh a cri[j

The attenti ex[ensive “inquiry into Regional Portuguese Architect
finds validauonRegional Portuguesa’"), conducted throughout the (°r
?Íents^faculty members of ESBAP under the coordination of Távor

SÍeÍa" They gained recognition for representing the spirit of the architect thaj

£ of Porto sought in its revision. The teams were composed of three arcÍ^
Ld divided into six zones across Portugal, conductmg research for three mon,

Zone 1: Minho; Zone2: Trás-os-Montes; Zone 3: Beiras; Zone 4: Estremadura; Zonc

5: Alentejo; Zone 6: Algarve.
According to Alves Costa [10], the Inquiry was carned out with the intention of

formalizing the concept of a national Architecture that the regime sought to instill
in the population. It aimed to find what would be the traditional Architecture of the
country, blurring the boundaries between the popular and the erudite. In the face of
this initiative, two perspectives emerged. the fiist one used regional Architecture to

reject the rationalist Architecture that was being introduced in the country as the
mandatory language by the fascist government; the second one studied the resultsof
the surveys to explore their methodological issues, with the aim of applying these
insights in future housing responses for the country, based on an understanding of
its reality.

This process revealed both the rationality of vernacular constructions and rendered
thecontradiction between modemity and tradition obsolete—something that Portugal
and its architects proved could be amalgamated. “Portuguese architecture is a cross-
roads of cultures. It is in the way it interprets externai models and adapts them to its
reality that we find its specificity” [10] (our translation). The 1960s are perceivedas
a period of national desire for self-discovery and valorization of local culture, estab-
lishing strong connections between modemity and tradition. The country is elevated
to intemational leveis, with its architectural production recognized for its quality.

Subsequently, in 1976, the historie edition of the magazine L’Architecture
d’Aujourd’hui is published, dedicated entirely to Portuguese architecture and its

ment Between 1960 and 2000, a way of doing, a way of thinking known as the
rto chool was Consolidated: far from being a mere sum of formal codes, it was>

turpín? 6trans^ormadon°fasharedunderstandingofthephenomenonofarchitec
monSn Pedkag(?gical Pr°ject [6). It is a School that starts from the site, the existmg

tP gy, the local tradition, rather than pre-established academic models [ ]■

Ponuwes^arS^"6 ^hiteclure d’Aujourd,hui published two issues de*caIed

LocaiHousing‘V976’ f°CUSed °n P°rtUgal 3110 ^red»!^
Siza. These two seconc1’ln 1980, was the first monograph dedicate
that highlighted oroiert hÍgWy significant. Interestingly, through a foreign ma
to discover Portueue <? $ v Under construction and recently completed ones, we we
$. itecture [13] (our translation)

specialized critics^the p°rtuguese architecture captured the attention of *nt^^natio>1

Revolution or “Rm„i .lution of April 25th, 1974 (also known as the c
Solução dos Cravos'") took place. The military regime ( *

14.3 Eduardo Souto De Moura and the Poetic of Ruins

,4 Contemporary Ruins: Form and Nature in Eduardo Souto D M
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|ishing a democratic regime thereafter. Consequeove«hrown estahgogical practice and política] issues was emnL u herelationshipbetwJ b‘
awakening new hopes for the professional and p^aln SCh°01 entered a S’>

collecuve basis for dtscuss.on was established toX PraCtlce of Architectur A

the country was once again experiencing. In resn” Up°n the h°using crisis that

Ambulatory Support Service, or Ad„,P°the SaAL program (Lorin 1974 by architect Nuno Portas, who was then the ? U‘a,ório J
Urbanism in the First Provisional Government . A^0^^H-Cd

de Moura emerged as a prominent figure in the field ofP C°n‘eXt’Eduardo Souto
Urbanism. °f Portuguese Architecture and

The ultimate goal is for the work to becomr auto™™.,.. j □ .that is, to be poetry. There is no architect who does not aspire tocreMepóêtw^0" X’
sense [14] (our translation) P ate poelry‘"in a mineral

in the^ovnS°Ut°deM°UrastudiedArchitectureattheSchoolofFineArtsofPorto
the 1970s (graduating in 1980). In addition to the academic context, the period
his education was characterized by intense questioning of the principies of the

Modem Movement and the Athens Charta: where were the concems for local reali-
ies. According to Angelillo [14], this generation was marked by being raised under

e innuence of the great masters while dismantling the dogmatic certainties of the
o em Movement, particularly regarding technological and social progress. “From
e early houses to the large public buildings raised later, the oeuvre of Souto de

oura is a criticai revision of modemity’s legacy” [5].
is is reflected in Souto de Moura’s trajectory: there was an academic reality

1 at predominantly advocated for the “illegitimacy of design”—that is, a design that
jniposed itself on the environment—and the entire theoretical support was based on

o premise that reality should be observed for Architecture to be realized, or that an
n erstanding of history was necessary to intervene in a historical context. However,

h ^re Was a lack of theoretical tools for accomplishing this, in his opinion: “I therefore
a excellent professors who introduced me to structuralism and linguisties, teaching

?e to analyze and understand the structure of things in order to act. But this is not

Ve^hinginarchitecture’,n5].te t Á le StÍU a student> Eduardo Souto de Moura collaborated in the studio of archi-
c Álvaro Siza Vieira from 1974 to 1979, from whom he inherited, for instance, the

D^cal rigor and the understanding that cities are like museums, where different
*ds juxtaposed. This matter “[...] requires close attention to mimmal topo-

settX1 acc>dents, to the reality of things (as Cézanne said). It seeks ou ta g
nS’ not in imitation of what already exists, whether natural or budt, but
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n the natural and the artificial” [1], Regarding the period ho
balance between between the natural and the artificial: w°rked
withSizaandthe caiais

1 • n with Siza in Sicily, we went one week to Rome tn j
When I started worg had an impact on me. because until then I wlW’,'n the
V.ollet-le-Ductra
SeveíXí shifts and you never know where it ends or begin^j *

Zringhissecondyearof undergraduate studies (1972-1973), Souto de Moura

. , ha 8te opportunity to engage with another one of his major influences h
Í an architect Aldo Rossi. A professor asked the students to read and com,^

Rossi’s texl “Architettura per i Musei,' which, to Moura, seemed like a reaclio ’

texl because Rossi exposed subjective factors in his projects. unlike what Mourç
had been leaming in his course. From that point on. he committed himself t0 the
idea that Architecture should remain rooted in history. Additionally, after readin»

“The Architecture of the City,” Souto de Moura started looking at the city through
a different lens and began designing his works with Instruments he had never had
before, such as literary and primary sources. “I remember that my first reaction, with
Rossi’s book in front of me, was to realize that I had at my disposal real planning

instruments” [15].

[...] whatIliked about Aldo Rossi is that he gave the opportunity to do projects with specific
instruments. Because during the first years we went out on the Street to draw, but the truth
around us was like a wall, we didn’t understand anything, and we ended up drawing a car,
a bicycle, a plane passing by... And after Rossi’s book where he talks about types and
morphologies as work tools, I don’t want to say that we went from nothing to synthesis—
this is nonsense—, but we could already hierarchize and codify what we were seeing, and
from there go on to designing” [16] (our highlights)

Considering the aforementioned issues (among many others), it is possible to
observe that the beginning of Souto de Moura’s career occurred during the ‘ last
breath of the Modem Movement, which Milheiro (2006) considered as “[•••]a
response to a need rather than a linguistic reflection” [17]. The architect builds
upon the foundations of the Modem Movement, expanding its principies, chal-
engmg its norms, and pushing its boundaries. At the same time, he positions himsel
eyond regionalism. Both of these aspects resonate in his works, yet his architecture

p esents an architectural exploration that transcends these definitions.
Mndpm°tk ?.most emblematic aspects of his oeuvre is the ability to bridge

deeolv cnn P°rtuguese regional context. His work is mo ern
í ,X to í 1» sarne time, il >s also

the branches !"^C1OUS Journey from the roots that go deep into the local ti

°f these concelíEhdaCr°SS the global skies” [05]' Jt is thr0Ugh 016
ncePs that this text is conceptualized.
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)4 Contcmp°rary Ru,ns: Form and Nature in Eduardo Souto De Moura’s

14 3.1 The Past that is Present

Souto de Moura is seeking to understand how formal structures endure overti™ a-
their role in the transformation of territory and the reasons for their con S°Vering
(hroughout the history of cities” [1 ] ontmued persistence

The work of Souto de Moura, renowned both nationally and intematiomllv
evidenced by his receipt of the Pritzker Prize in 201 l-is pemteated with nutneroul
questions, allowtng for multiple layers of interpretation. Among them, the natural-
artificial relationship stands out as one of the rnost significam. Grande [18] highlights
five projectual syntheses of Souto de Moura, two of which are directly related to the
present text: (1) the insepatable relationship between nature and building, wherein
artífice captures and reinvents nature; and (2) the ruin-support relationship, where

the use of ruins becomes a deliberate design choice (whether habitable or not). As
per Femández-Galiano [16],

The work of Eduardo Souto de Moura is traversed by two axes at the intersection of which
crystallize the exact forrns of this demanding architecture: memory, nourished by the wide
culture brought by travei and reading, but also deposited on the traces of territories and
the already built; and matter, present in the geology of landscapes or the archaeology of
cities, but equally affecting the technical constraints and the tangible residues of biographical
experience [16] (our highlights)

It is noticeable how Souto de Moura’s works engages in two fundamental
dialogues: the first being between form and nature, and the second between the
different temporal layers of the city. In this regard, ruins play a significant role as
they represent a past that is present, a continuous overlapping of the city’s layers.
Through these ruins, one can understand and perceive the temporal and spatial unity
of Architecture. Over the years, the forrns that withstand the test of time reveal
their rnost essential aspects, where history and nature coexist despite the ravages of
time. While a ruin may not fully unveil itself, it can still provide hints and paths for

interpretation.
According to Simmel [19], the ruin highlights the fact that new forrns and forces.

derived from nature, have grown and established a unity between Arc itecture an
nature, wherein each nurtures the other; one is the substance for the surviva o
°ther. Despite representing abandonment—whether by lhe forces o nature
negligence of society—ruins still evoke a certain allure. But w y is a • .
t0 toe author, the ruin is a human creation that, in the end, is perceive
°f nature. • but

The initial balance between nature and Architectuie voíeai|ure,they

1 rough intervention, the balance is restored. Therefore, w i e rJ11 “Undoubt-
a so exPress a sense of peace as they become integrate into a haracter of the
e y> that tranquility is easily associated with another leaso . parted—this is
Pasl jnherent in the ruin. It is the site of life from which i Hfe has

”°t simply a negative aspect or an added thought [ ]• . individuais, the
S(Wated from it, a new life will become associated, connecting
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14.3.2 Contemporary Ruins

Monra’ç h presented bere are part of the initial phase of architect Eduardo Souto de
oftheMndp016^0 apProacb (1980-2000), when he sought to deepen the discussion

regionalist aro °Vement *nt ass°ciation with the use of local materiais, not solely or
à Arquitecturn^^ *S’ d*stancinê himself from the shadow of the “Inquérito
Architecture”) lPortu^uesa^ 1961, or “Inquiry into Regional Português6

Moura tums to ltS-PlaStÍC eXpreSSÍOn‘ According to Milheiro [17], ‘ oU

allowing him to rer 1 ,pr°jects to test ‘deviations’ from that modernistv __
translation). °nneCt With an abstract image of ‘Portugueseness’” [17I

These
the present, between^blematic “ terms of the relationship between the Pa**

Plifying three distinct a and art'^c'al> between ruin and intervention.
restoration (where the fPr°aches of the architect towards ruins: Gerês K»

dwelling); Baião houw m 'S cornP’etely occupied, used as the envelope0
OUSe'oPerationalization (where the ruin is integrated mto 

G-B.Botassoands R
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Work, the landscape, and the world. Its isolation is deeply intertwined with

AsnerSchleifefsanalysis [20], Rossi and Moura both hold the view thata

although having lost its original meantng, can serve as material for a new 0>
“Souto de Moura firmly asserts about the ruins, I oppose the notion that m0n2 '

cannot be touched. Architecture is a hvmg enhty that changes on a daily basis-X
(our translation). The architecture crafted by the Portuguese architect is profou 1
rooted in the lines of the territory, displaying a meticulous consideration fOr J

broader context.
Therefore, by integrating ruins as part of the available elements for interve

tion, within the site, they are understood as another element of the design, alons
side others. One of the fundamental elements in this process is topography,’thesite

as a particular geography (including the ruins): “It is in geography (or in the
as geography, whose particular and unique topography, including any preexisting
conditions, constitutes the core of the problem to be solved) that Souto de Moura
finds the strongest motives for typological choice” [ 1 ]. According to Carlos Machado

[1], Souto de Moura considers the context as a whole in his projects, encompassing
natural elements and built elements alike: gardens, agriculture, natural relief, clumps
oftrees, watercourses, supporting walls—all of this is already part of the design.

In an interview with the architect, he States:

When I’m asked to design a house or a project in a specific site, I have to visit the site and
understand what is wrong with it. [...] The site, in principie, is natural, it is nature, even if it
is a city; therefore, it has a deficiency in something, and I wiII introduce a kind of “antidote”
to compensate for what is lacking. Architecture is always against nature; it can never copy
nature. It can be based on nature, but it cannot be analogical or copy and provide a response
to compensate for something or correct something that is absent in that site, in that place
[21] (our translation)

14 Contemporary Ruins: Form and Nature in Eduardo Souto De Moura’s
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neW structure, operationalized to serve a new additional purpose to the „ ■
garden); Moledo house-demarcation (where the ruin is utilized t as a
new project, near the entrance of the site). cemarcate the

r j it was a time at which Portugal was starting to grow with the economic aid nf thp. p
Community, and my clients were sons of well-off families, though with aíôther ^”1'“
and they wanted a young architect. Many ofthecommissions were for the family foTcôS’
aunts and uncles. These houses gave me a vocabulary, a “calligraphy" to undertake ote
works [16]

In addition to the issue of ruins, it is possible to notice that these works share other
similarities—characteristics of the houses in northem Portugal that the architect
designed—such as regular prismatic forms constructed in concrete, flat slabs as
roofing, single-stoiy stiuctures, continuous glass surfaces, the use of dry-joint stone
masonry (a traditional technique in the region that involves using smaller stones to
fill the gaps between larger stones). “[These works] bear witness to the pleasure of
seeing, and feeling, the atmospheric dimension of distance, as well as the way in
which nature/world is apprehended through architecture” [3] (our translation).

14.3.3 Gerês House (1980-1982)—Restoration

General Data

Geographic coordinates’. 41°39/07.9"N 8°11/51.2"W (see Fig. 14.1);

Address: CM1394 Road, 342, Caniçada e Soengas, Vieira do Minho, Portugal;

Client. J. Marques;

Building size: 30 m2. ç
The Gerês ruin restoration was the first built project by architect Eduardo Souto

de Moura, taking place between 1980-1982 (although during the same peno
from 1980-1984, the architect also worked on the project for the; Braga um -
ipal Market—“Carandá Market”—which also involved the issue of ruins

different approach). The nature provided for the project an a an on1
lure: 30 square meters distributed within a trapezoidal shape,consis smaller
stone walls and one open face (the largest face), facing the va (o
face, facing the Street, had only one door; the roof was co architect
tension created by the ruin, an abandoned structure in e ’
developed the project for a weekend house for his Client see constructed form

The new project restored the balance between ruin, na ur , new and
through continuity. The intention was not to create a c as ful in terms of
1 e old but to establish an intervention that was minim d maintaining the
°nn and visuais, something “natural.” A new door was facing the river

Same dimensions; the ceiling height was preserve , ® (full-height glazing)
remained transparent, with steel-framed sliding g ass s
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Fig. 14.1 Gerês House’s location. Source Francisco Peppe, 2023. The Gerês (our
the foundational moment of a complex and dense relationship with nature an
translation) 

designed to create minimal interference, allowing for an unintenu (which canbe
the landscape. Intemally, the project includes a living room 4- c

concealed by a panei), a bedroom, and a bathroom (see Figs.
As per Frampton [5], this work. ,t-ir

• initial domeStlC
[...] will synthetize ovemight, as it were, the syntax of Souto de M°unl steel-fra^’
manner, that is to say the combination of flat-roofed concrete pnsms nal dry-stone
full-height glazing, invariably combined, in one way or another, wit r a|e_storeyh°^
walling. This is a poetic of ruins to which he will retum repeatedly in one si ^ão of 1
after another and never more forcefully, and delicately, than in the Casa
[5L intrig*

Through the restoration of the Gerês House, Souto de Moura creaol  ̂fu
work. it both has a sense of allure as it is a project of a house wi

Fig-14.2 Gerês House’s axonometrics. Source digital model made by Francis
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Fig. 14.3 Geres House’s plant. Source digital model made by Francisco Peppe, 2023

Geres House s section. Source digital model made by Francisco Peppe, 2023

14,3.4 Baião House (1990-1993)—Operationalization

General Data

Geographic coordinates: 41°05,51.6,,N 8°04/28.2,/W (seeFig. 14.5);

14 contemporary Ruins: Form and Nature in Eduardo Souto De Moura’s

, iiv utilizei and at the same time, it brings a sense of tranouilitv m
ndividual to the world-the gaze rests and gets lost in the landscapè ItV'
'biect that, having fulfilled its purpose, has “hidden” itself once again n tíf
/nature: currently, ata several decades of use, the construction has returnTd oí

original State, a ruin. The purpose of buildtngs is to become good ruins, as Pe/et

wrote” [14].

Fig. 14.5 Baião House’s location. Source Francisco Peppe, -

10m 5 2 0
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Address-. São Domingos Street, 925, Vale de Cerdeira, Baião, Portugal;

Clienr. Jorge QueirósNeto;

Colhborator- Francisco Vieira de Campos;

Structurnl consultanf. José Manuel Cardoso Teixeira;

Building size: 120m ;

Lotsize: 21.000 m2.
The Baião House was also designed as a weekend house with minimal dimensio

similar to the Gerês ruin restoration. On the site, there was a ruin of an old two-ston’

house-already deteriorated over time-that was considered by the architect as a

design element, something to be preserved and operationalized as a garden attached
to the smaller side of the house (see Fig. 14.6).

As for the house itself, once again, the intention was to make the interventionas

“natural” as possible, allowing the house to blend into the terrain: the rectangular
volume is submerged in the ground on three of its sides, leaving one façade facine

the Douro River, composed of glass paneis with reflective film, precisely with the
purpose of reflecting its surroundings and further concealing the structure, making

it part of that natural scenery (see Fig. 14.7).
Thechosen roof was a waterproofed slab covered with soil and grass, effectively

concealing the house: upon arriving at the site, it is not possible to notice the house
amidst the vegetation. From the top of the hill, only the chimney and the lantems
of the house are visible (used for lighting the bathrooms and the hallway of the
bedrooms) (see Fig. 14.8).

The site, which had a signi ficant slope towards the river, already had some retaining
walls, and the house was nestled into one of the terraced sections of the land, rein-
forcing its sense of being a natural element in that location. This required excavations
and earthworks to be carried out, utilizing a local technique for stone masonry: smaller

stones (pebbles) were used to fill the gaps between the larger ones. Regarding lhe
^°êram, the house features a living room with two areas + kitchen (which can be

ncea e y paneis), 3 bedrooms, 2 bathrooms, and a corridor with cabinets that
e as wardrobes outside the bedrooms (see Figs. 14.9, 14.10 and 14.11).

Moledo House (1991-1998)—Demarcation

General Data

\dd PhKC00'dmateSAr5V^-^'^^^'^-&'^ (see Fig. 14.12);

Clien, 'TraVeSSad°S°Ut0> l54'A, Cristelo, Caminha, Portugal;

António ReiS;

Manue!a Lara; Pedro Reis; Nuno Rodrigues Pereira;

, . kY Francisco Peppe,2023
F»g. 14.6 Baião House’s axonometrics. Source digital mo e
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Structural consultant: José Adriano Cardoso;

Building size: 180 m2;

9-990 m2. ed into the

In Moledo, the integration was effortless. The house is well *nte^r.at^on^
because I designed the landscape, not just the house [21 ] (our trans a strude(^

The Moledo House is situated on a plot of land that whi^J

and redesigned due to the presence of large rocks and existing roC house.
one and a half meters tall and posed challenges for the constructio ^oura decl
land was previously used as arable land). In response to this, Souto

^.^BaiãoHou^roof.^Botasso.W

G. B. Botasso and S. H.T ylz

Fig. 14.7 Baião House’s frontal facade. Source Botasso, 2023

♦ 00 m

deby Francisco Pepí»,2023

Fig. 14.9 Baião House’s pM Source digital model ma



Fig. 14.11 Baião House’s inside view. Source Botasso, 2023

whic'1
threc metera .

to change the platfonns every two units, approximately j0 a iot,
created the appropriate height for the ceiling. “It is somet ing pre-existing»
prepare the land, I prepare the existing conditions which aie lrans
are post-existing—so that the solution fits the site and the lan . ng factors i
(see Fig. 14.13). The rock outcrops and steep slopes weie ete raliOn of oe°®r
design of the house, emphasizing the architecfs strong consi e

(or the site) in the typological choices. vej;
The ruin, which marks the entrance to the slope, was pres |anded

designed, therefore, inserted in one of those terraces, like a100

■ n Francisco Peppe, 2023
Fig. 14.12 Moledo House’s location. Sourc

6 lo the noor

the rocky outcrops, leaving *e

excavated rock. This roof is ^^^«storingthebalancebe*? t

connects the house to the ongin^. visjble element of t e the gaze beyon ,
and nature. Moreover, it is the o y on the stones

thehighest part of the land te 14.14)- le slab roof (const ®
to the vastness Of what lies aheadt (see■ lh conete s & . ve

The glass facades create a radica) con ^al nsulaUO ’ backgrol d.
of a concrete slab with a waterp^H reS1dua ^^stone;

layer), as well as with the s“"he plaslic Potent1’.' ° the stone and the v^ermS of
There is a clear exploration , resided he jesign-
landscape, and air. The essence of the P made evldent

elevation, which the architect inte

Ruins- Form and Nature in Eduardo Souto De Moura’s ...
Conte^Porary

.nurce digital model made by Francisco Peppe, 2023
Fig. 14.10 BaiãoHousessecuon.

•• 3.5 m

G.B. Botasso andS.R T v
•Vizioli
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ketches of Moledo House by Eduardo Souto de Moura. Source Botasso, 2023

tab™8r°™ Wilh tw0 " kilchen "
»«„ la"±70 <s“ F» 14.15 and !4.16). along w«h .

landscape. Pnvate area and a courtyard at the back, featunng

or air-ZotghwS* C°"temPIation °f the horizon-whether it be wa® J

« a territorial work that ’ Vldual coníronts the world and its vastness d

ln the city. The work C°nnects the Place to the world, not just an isolate
nnects materialities, scales, and times.

14
Contemporary Ruins: Form and Nature in Eduardo Souto De Moura’s
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„ . . > ,ui made bv Francisco Peppe, 2023
Fig.14.14 Moledo House’s axonometrics. Sw« digital modelmad

4'4 FlnaI c°nsiderations

^bove all th
major 1' wor^s *n wbich the landscape plays a crucial role, starting wilh

neousjy n ^rritory. In other words, their fundamental material is simulta-
a ural and artificial. In these works, the reorganizaúon ofpiace is primarily



Fig. 14.15 Moledo House’s plant. Source digital model made by Francisco Peppe, 2023
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guided by lhe distinct characteristics of the location ít.terms of space and time, encompassing its histórica! elJ’ *h'ch understood in

These three houses are works where the gaze , nd geo?raphy
tains, connecting the individual with the world. EdíardoSoí a°rtUgUese mou-
are like fields of forces m which a situation is reormíd rb M°Ura’s W(*

responses to a context-they generate a new order a e , ey not merely
provide complacent answers to a specific location-’ thev build,ngs do not
architecture. The roughness of finishes confronts the n 3 V'SUal and taclile
It is a process of recomposition or integration potenI1al energy of the place.

The contrast between the old and the new architecture •form that allows for an understanding of the hieinrte.i g‘VeS nse t0 a un>fied
tension created by the built form restores the existi™,h '?1ater,al “ enc°unters. The
becomes a work of architecture—a fragment that J 'n natUre’ which also
„r,d. ™tadi,8 lhe «hiqee eh.r.o.eS ”f e“ í
observe this “character of anonymity” in the mentioned temíory' One can
deliberate allempt to conceal the buflt oTdZ ’aS ÍS a,most

material for the design. ò serve as raw
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Chapter 15
The Dialectic Between Ancient
and Contemporary in the Restoration
„f the Tower of the SS. Quattro Coronati
Monastery m Rome natl

Michele Asciutti

Abstract The restoration of the thirteenth-century tower of the monastery of SS.
Quattro Coronati in Rome was created from a multidisciplinary perspective, with
particular attention to the use of a language that is both traditional and contemporary
for the reintegration of the walls that constitute the reading text of the architecture,
responding to the most current principies in field of restoration. The project redefines
the spaces and volumes while respecting the ancient State of fact, but proposing a
new version that meets the contemporary needs of using the premises according
to the concept of integrated conservation. The most modem sustainability needs
were taken into great consideration, with the use of recycled and natural materiais,
coming from the archaeological excavation of the tower, the latter being a main
characteristic of traditional architecture, as well as particular attention to increasingly
perfectly integrated, which, as demonstrated in several recent studies, can also be
obtained with passive Systems and traditional techniques used appropriately. These
interventions were pursued in compliance with the concepts of distinguishability,
minimum intervention and reversibility, declined with respect to the evaluation of
the historical and aesthetic aspects of the building, with particular attention to the
authenticity of the material and aimed at restoring a unitary but stratified image of
the monument.

Keywords Restoration • Medieval tower • Reading of the masonry •
istinguishability • Recovery of materiais • Sustainability
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