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1. Introduction
The present investigation focuses on the Portuguese architects 

Victor Palla (1922-2006) and Joaquim Bento d’Almeida (1918-1997). It 
proposes to recreate — or rather virtually create — Victor Palla and Bento 
d’Almeida’s approach to architecture; to construct — or rather reconstruct 
retrospectively and in addition to historiography — Victor Palla and Ben-
to d’Almeida’s implicit design theory. It draws from a set of architectural 
works, aiming to unveil the professional strategies and cultural priorities 
which guided the architectural production of this duo, most specifically in 
their relation to the “market forces” and the architectural milieu of their 
times.

Despite the wide acclamation of Victor Palla and Bento d’Almei-
da’s work by historiography, most critical input on their work has so far 
been directed to a rather narrow selection of projects. This investigation 
proposes to analyse a selection of projects which did not precisely embody 
any “pioneering act”, but which were rather condemned to the condition of 
“everyday architecture”: all selected buildings are housing and office build-
ings replacing pre-existing constructions standing in similar geographical 
conditions, located in the core areas of Lisbon’s expansion from the end of 
the nineteenth century to the 20s/30s of the twentieth century1 . 

The selected buildings are presented below by the project num-
ber(s) assigned to their projects in the office, their address and the time span 
of their design and construction:

1. 282/669 — Rua (Street) do Conde de Redondo 20 (1956-1960)
2. 291 — Avenida (Avenue) Visconde Valmor 20–20E (1956-1961)
3. 310 — Rua de S. Bernardo 27–27C (1956-1959)
4. 355/558 — Avenida 5 de Outubro 48–50 (1958-1961)
5. 450 — Rua Tenente Espanca 40 (1963-1970)
6. 470 — Avenida Miguel Bombarda 56 (1962-1964)

1 Jorge Gaspar, Aspectos da Dinâmica Funcional do Centro de Lisboa (Lisbon: 
Centro de Estudos Geográficos, Instituto de Alta Cultura, 1972) 
José Augusto França, Lisboa: Urbanismo e Arquitectura (Lisbon: Instituto 
de Cultura e Língua Portuguesa, Ministério da Educação, 1989)

Fig. 1 Bento d’Almeida, c. 1950  
© Victor Palla, Private collection
Fig. 2 Victor Palla, c. 1950 
© Bento d’Almeida, Private collection

Fig. 3 Lisbon City Plan
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Although these buildings do not correspond to the programs they 
became most famous for —  snack-bars, a typology they pioneered in Portu-
gal — or for which they were given greater recognition — schools, factories, 
houses,... — they form a considerable and important part of their produc-
tion and bear an important testimony to the continuous nature of their 
architectural research. The resulting analysis of these buildings will thus 
hopefully get alongside with the rich critical reading that historiography has 
given to their work. Furthermore, one hopes a certain degree of operation-
ality to arise from the research undertaken, as to attempt to relate Victor 
Palla and Bento d’Almeida’s professional and design strategies to those of 
contemporary architectural practice.

The attitude of inquiry of this investigation resembles not that of a 
historian, but that of an architect-to-be mostly interested in the professional 
work of other architects. The undeniably rich methodological armature of 
historicism is willingly ignored here, giving place to a methodology which 
focuses on the critical reading of architecture through the lenses of both the 
architectural profession and discipline realms. More than documenting the 
facts, readings are to be formed, intending to offer a new gaze on their work 
— not seeking so much certainties, but validities.

The selected buildings were studied and visited, iterating sev-
eral means of appropriation. As a form of reading, they were redrawn and 
photographed, relying on interpretative approaches which are admittedly 
graphical. The aim was to objectively cast glances on a series of buildings, 
singularly analysing them, theoretically exploring what’s at stake in them, 
leaving room for the imaginary, the conjectural, the speculative.

Letting their architecture “speak for itself ”2, hopefully discover-
ing latent traits in the works, one expects to unveil “an approach, a way of 
seeing the city, a way of understanding a context, a way of relating to time, 
both past and future”3; to connect with their intelligentsia, with their way of 
working, with their approach to architectural problems; to become familiar 
with the compromises always demanded of architects. The aim is that at the 
end of this research one might end up with a feeling that Victor Palla and 
Bento d’Almeida’s architecture “has a simultaneous existence and composes 
a simultaneous order” to that of contemporaneity.

2. Means and Manner
Victor Palla and Bento d’Almeida were based in Lisbon for all their 

lives, and most of their architectural production took place in that city. They 
thrived on a somewhat blurry environment — not completely professional, 
not incompletely cultural — in between different social classes and cultural 
settings: they belonged both to a supposedly uncultured milieu (that of real 
estate speculators, restaurant, snack-bar and shop owners, hairdressers, 
etc.) and to a presumably cultured one (that of painters, sculptors, writers 
and other intellectuals). If, on the one side, the later would readily welcome 
all ideas on modernity — which they would likely want to see virtuously ap-
plied to their commissions for villas, hotels, factories, etc. — the former and 
“allegedly ignorant” clients would be surprisingly open-minded to let them 
experiment an architecture of unrivalled, disruptive modernity.

2 Giovanna Borasi, Besides, History: Go Hasegawa, Kersten Geers, David Van 
Severen (Montreal: Canadian Centre for Architecture, 2018), p. 5.

3 Ibid.

Fig. 4 Snack-bar Pique-Nique, 1954    
© Estúdio Mário Novais, Ana Tostões 
Collection
Fig. 5 Beauty Salon Harriet Hubbard 
Ayer, 1954 
© Estúdio Mário Novais, Ana Tostões 
Collection
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This rather heterogeneous circumstance defined their field of 
operation: a collection of circumstances and projects followed one another 
as for them to be able to inevitably define themselves as architects. Leaving 
prejudices aside, and by having nothing to claim, there was no ideology to 
which to hold reverence, freeing up the path of an architectural self-defini-
tion amidst whatever circumstance.

Given the tremendous amount of commissions arriving at the 
office (an average of two per month)4, they could not afford to stop, thus no 
room for “big questions” existed. This fast moving implied that a certain 
bravery or carelessness was at stake in their design process; efficiency and 
management would clearly overcome any impulse to articulate the intent 
behind their work, leaving most of their work unexplained, without detract-
ing from its extensive formal development.

As a matter of fact, they felt no need to fully articulate what they 
were after (one is led to wonder if they were even fully conscious of it). Still, 
this was not a hindering situation for them. They had no ambition of taking 
part in any kind of cultural phenomena whatsoever; despite their manifest-
ed will to being informed and aware of the prevailing currents of architec-
ture in the world, they were not busy nor interested in making any voluntary 
contribution to the discipline of architecture, nor in inserting their works 
in any kind of historical or disciplinary discussion. A certain “purity” of the 
profession, as if it were “mere” labour, was at the core of their production. 
They were willingly concerned with the everyday questions of architectural 
design, and not with any of the supposedly “greater” ideological matters. 

Furthermore, from what we can suppose, they must have had an 
enormous pleasure out of the making of architecture, which would eventu-
ally douse their architecture with “a holy purity, an innocent naiveté, a child-
like grace and simplicity, a freshness, a fearlessness, an utter freedom from 
affectation, a yearning after all things truthful, lovely and of good report (...), 
which invest them with a charm peculiar in its kind (...)”5.

This “fearlessness” allowed them to use the modern vocabulary 
in an almost frivolous way — in the sense that no overzealous thinking was 
behind their employ — which was made evident in the mastery of their 
use: a disposition which suggests that they did not feel themselves bound 
to the several dictates of the movement which gave rise to that very same 
architectural language. They represent the extent to which a certain type of 
architecture, made of modern elements, may be expressed in a natural way, a 
language “spoke out” with no pretension of becoming other than itself, nor 
of serving any “greater purpose”.  After all, there’s no mystique in their use of 
the modern vocabulary, no room for over-interpretation, no need to claim 
its use — it is “simply there, utterly secularised.”6

They took a place for architecture between artistic production 
and a service to be provided — mixing the boldness of the former together 

4 João Palla Martins, “Do Acervo e dos desenhos do Atelier Bento d’Almei-
da/Victor Palla”, in Victor Palla, Bento d’Almeida: Arquitectura de Outro 
Tempo, ed. by Patrícia Bento d’Almeida and João Palla Martins (Lisbon: 
Caleidoscópio, 2017), p. 29.

5 E. H. Gombrich, The Reynolds Lecture: Styles of Art and Styles of Life (Lon-
don: Royal Academy of Arts, 1991), pp. 13-14, quoting Alexander William 
Crawford Lindsay, Sketches of the History of Christian Art (London: J. Mur-
ray, 1847), p. 17.

6 Kersten Geers, Jelena Pancevac and Andrea Zanderigo, A Difficult Whole 
- A Reference Book on the Work of Robert Venturi and Denise Scott Brown 
(Zürich: Park Books, 2016), p. 205.

Fig. 6 Studio at Rua Coelho da Rocha, 
1947 © Unknown, Office archive
Fig. 7 Social lunch at Studio at Rua do 
Conde de Redondo, n.d.  
© Victor Palla, Private Collection
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with the detachment of the latter. As such, a certain mercantile stance was 
predetermined in their professional movements: throughout their careers, 
many of their buildings would indeed function as real business cards: one 
commission would eventually lead to another, and clients would show up 
originating in very different circumstances, a direct consequence of the 
liberated attitude they embraced, differently from most architects.

Although profit oriented at first sight, and despite their architec-
ture’s origin being the market itself (on which it depended to exist), they 
would not totally “acritically” insert themselves in its model of society — 
their position was an inherently “cultured (...) professionalism”7; theirs was 
an inherently cultured practice and ultimately culturally driven office. They 
were thriving on capitalism, and thus mostly operated on a commercial 
setting, but they were not necessarily captive of the market, nor was this the 
only defining circumstance of their operation. Willingly or not, they were 
producing culture, thriving on their own reading of the modern movement, 
devoted to a modern idea of life, committedly and hard-working.

The client’s needs were given an answer, but the project would 
never subjugate to them. A certain idea of architecture was put forward, 
never to be disrupted by any capitalistic forces. For them, commissions were 
only a pretext, whatever their kind was, as their ambition stood higher than 
to be a direct answer to whatever they were asked. Any building was a chance 
for architecture; it had an inherent potential of architectural experimen-
tation; an opportunity for exploring architecture’s proper principles and 
language, to put something “out there in the world”. 

Victor Palla and Bento d’Almeida built a personal view on archi-
tecture in the “silence” of their office — in the comforting daily encounter 
with the task presented to them, in the daily craft of their discipline and 
profession. Architecture was improved simply by practicing it, making it 
tend more towards manual labour than an intellectual one. Everyday work 
did not point to any superior intellectual aspiration. Instead, it was simply 
seen as a craft. Poetics of any kind would only rise from the making of archi-
tecture itself, as rhetoric was set aside — theirs was an incarnation of a “slow 
construction of an idea of architecture (...) realised through works rather 
than through words”8. 

7 Cino Zucchi, “Asnago Vender: Everyday Abstraction”, in Asnago Vend-
er and the Construction of Modern Milan, ed. by Adam Caruso and Helen 
Thomas (Zürich: Gta Verlag, 2017), p. 57, revised version of the essay pub-
lished in Cino Zucchi, Francesca Cadeo and Monica Lattuada, Asnago 
Vender - l’astrazione quotidiana, architetture e progetti 1925-1970 (Milan: 
Skira, 1998), pp. 15-55.

8 Ibid., p. 81.

Fig. 8 Façade of Rua do Conde de Re-
dondo 20, 2019 
Fig. 9 Entrance canopy and façade detail 
of Rua do Conde de Redondo 20, 2019
Fig. 10 Entrance lobby of Rua do Conde 
de Redondo 20, 2019
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3. Approximations
Victor Palla and Bento d’Almeida designed over 50 housing and 

office buildings in Lisbon9 between 1951 and 197210, of which many were 
built and still exist today. Alongside with the usual constraints of any project 
(plot, regulations,...), these buildings were asked to answer the (sometimes 
insane) demands of capitalist investment, on which their architecture direct-
ly depended to exist. One direct consequence of these demands was the need 
to exploit land to its last possibilities. The design would start from taking 
the constraints of the local regulations to their limits, mostly regarding: the 
maximum allowed height for the building, the maximum cantilevering of 
balconies over the street, and the maximum occupation of the interior of 
the block — all of which were requests of the client. Plans were developed 
for maximum efficiency in the usage of the available surface, arranged as ra-
tionally as possible. As a matter of fact, they were most probably not allowed 
much freedom when it came to the typological definition of these buildings, 
which plans had to fulfil several of the dictates of the real estate speculators.

The six projects under analysis were realised in similar geograph-
ical conditions: a plot in the city core, surrounded by a rather consolidated 
urban situation. These buildings would be usually designed as a large unified 
mass on which cantilevered balconies would many times “hang” and they 
would be often topped with a common use rooftop terrace. All would be 
landed on a pedestal taking the whole dimension of the plot (or as much as 
regulations would allow for) which would house either a parking area or 
commercial spaces. Generally, they would cleverly redirect their design ef-
fort towards dimensions of the project other than those which were fatefully 
subordinate to “superior” forces, mostly towards façade, entrance lobby and 
roof-top terraces, with their canopies and pergolas — an effort which was 
made clear in the overall prominence of those elements —, embracing “(...) a 
project that accepts the fact that not everything (in a project) can be resolved. 
Priorities and compromises, if well directed, make the project rather than 
destroy it.”11

The planar and pictorial definition of the façades consisted of 
formal experiments deployed in a collage-like way, more than as an answer 
to the specific conditions of the project. They employed a painterly manner 
of designing façades, requiring much visual sensitivity to achieve the right 
balance between the expression of the tectonic structure and the surface 
ornament. Abrupt changes in façade, shifts in window position, geometrical 
plays, planar changes in depth, “winks” to neighbouring buildings, juxtapo-
sition of contrasting materials, the use of custom-designed tiles to clad their 
façades, the subtle semantic plays with certain architectural elements, etc. 
were all formal decisions guided by a particular sensibility for the physical 
contexts of their projects and the general cultural circumstances of their 
operation. Their urban-oriented and painterly sensitivity was the key faculty 

9 Patrícia Bento d’Almeida, “Bento d’Almeida e Victor Palla ou Victor Palla 
e Bento d’Almeida”, in Victor Palla, Bento d’Almeida: Arquitectura de Outro 
Tempo, ed. by Patrícia Bento d’Almeida and João Palla Martins (Lisbon: 
Caleidoscópio, 2017), p. 82.

10 Patrícia Bento d’Almeida, Bento d’Almeida e Victor Palla: obras e projectos de 
um atelier de Arquitectura, 1946-1973, 2 vols (Master’s Thesis, Faculdade de 
Ciências Sociais e Humanas da Universidade Nova de Lisboa, 2006), I, 
pp. 278-283.

11 Geers, Pancevac and Zanderigo, A Difficult Whole - A Reference Book on the 
Work of Robert Venturi and Denise Scott Brown, p. 17.

Fig. 11 Façade of Avenida Visconde 
Valmor 20–20E, 2019
Fig. 12 Entrance canopy of Avenida 
Visconde Valmor 20–20E, 2019
Fig. 13 Entrance lobby of Avenida Vis-
conde Valmor 20–20E, 2019
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on binding together formal and pictorial researches, making volume and 
surface a resolute whole.

Whenever possible, buildings would be topped with a roof-top 
terrace, of which usage was usually communal. In addition to being an 
evident embodiment of Le Corbusier’s praise for toit-terrasse in his 1927 
“Cinq points de l’architecture moderne”, the terrace was here taken as a formal 
opportunity for capping the building, to perceptually give it an idea of end 
by adding a “crown” to the façade, simultaneously countering the infinite 
repetition of floors and “framing” the terrace space. 

The hollow space of the entrance lobby would be generally given 
high prominence, too. A generous glazed porch-like device would stand 
out from the rather homogeneous façades, embodying a kind of welcoming 
gesture. Its geometry and spatial effects were accentuated to the geometrical 
detriment of the adjacent spaces, either shops or ground floor apartments. 
For the formal and material enrichment of these spaces, Victor Palla and 
Bento d’Almeida would specifically design mailboxes, flower beds, tele-
phone booths and furniture, and sometimes ask artists to produce site-spe-
cific art pieces. Material contrast and a certain “formal overload”12 order 
these spaces, which were richly and experimentally clad. Just as the façade, 
they reify a phenomenal experimentation of materials, void of any ideologi-
cal concerns. Contrary to the façade and entrance lobby, the interiors of the 
apartments were given an accurate spatial arrangement, but generally not 
much detailing neither material definition.

An overall amplification of perceptual phenomena such as the 
above mentioned continuities and illusions — sometimes to the level of ki-
netically extending the visual limits of spaces13 — was achieved through the 
use of materials, the slight bending, up and down-bringing of planar surfac-
es, and the play with the reflectiveness, polychromy, texture and roughness 
of materials, the careful placing of lighting, for which dexterity their wide 
experience in interior design — carried out in all their projects for snack-
bars, Hairdressers, Shops, etc. — would certainly facilitate, rendering these 
buildings a certain pop aura.  All these design strategies would contribute to 
the architectural definition of the spaces embodying the everyday “rituals” 
of urban living — the perceptual path of approaching, entering and ascend-
ing a building — which would otherwise be left to chance.

The architectural elements used by Victor Palla and Bento 
d’Almeida were primarily abstract. Even in the way in which they combined 
them, signification was somehow suspended. However, this did not mean 
that all architecture would take similar uses of its medium for several differ-
ent contents: although being primarily concerned with the physical, percep-
tual and phenomenal properties of architectural language, the enigma of 
meaning was not totally despised.

The treatment of façades, for example, oscillated between a rather 
performative demonstration of pictorial plays and some other more subtle 
and almost imperceptible work made of small contradictions, superimpos-
ing affirmations and negations, forms and counter-forms. This embedded 

12 João Paulo Martins, “Pique-Nique, Tique-Taque, Pam-Pam: bossa nova 
na cidade”, in Victor Palla, Bento d’Almeida: Arquitectura de Outro Tempo, 
ed. by Patrícia Bento d’Almeida and João Palla Martins (Lisbon: Caleido-
scópio, 2017), p. 109.

13 Ana Tostões, Os Verdes Anos na Arquitectura Portuguesa dos Anos 50 (Porto: 
FAUP Publicações, 1997), pp. 122-123.

Fig. 14 Looking north along Rua de S. 
Bernardo, 2019
Fig. 15 Façade detail of Rua de S. Bernar-
do 27–27C, 2019
Fig. 16 Entrance lobby of Rua de S. 
Bernardo 27–27C, 2019
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a sometimes rather monotonous design with some elusive sophistication, 
eventually reaching levels of a fairly poetic dimension. Their buildings find 
themselves in a state settled between rule and anomaly, between order and 
disorder, between obstinate firmness and a case-by-case ductility. Many 
features would be employed to avoid the mechanical and repetitive charac-
ter of a rational composition, introducing a glimpse of disorder in a rather 
ordered design; allowing a rule to be loosely contradicted where necessary. 

Form was never directly transformed into figure, although some 
subtle tecto-analogical plays suggest a certain appeal to rather non-abstract 
pictorial universes. Simple shifts and deviations uncloak the seemingly un-
breakable rationality and claimed abstractness of modern language, embed-
ding it in a quiet playfulness, causing some silent poetry to emerge. 

For Victor Palla and Bento d’Almeida, building for the city meant 
very clear propositions on the “urbanity” of architecture, on all its phys-
ical and temporal contingencies. They were claiming what it meant for a 
building to take part in the city, how differently performing a housing or 
office building — the minimal cell of the construction of the city — could 
be.  A kind of latent urban character was leavened anew for each building: 
the surrounding urban space and its character were defining factors for the 
design of the building, mainly of its façade. In a kind of reciprocal relation-
ship, the building should then participate and alter that very same context 
from which it was originally conceived, underlining the connection between 
the façade’s plane and the spatial domain that it affects. 

Despite the aforementioned redirection of design effort to the 
volumetric and pictorial definition of their buildings, that is not to say that 
Victor Palla and Bento d’Almeida’s architecture was simply one of façades. 
As a matter of fact, one could argue that façade design might be the place 
left in urban buildings for any idea of the collective to be expressed — the 
building’s dimension which is to be shared, to belong “to all”, to be given to 
the city —, in a kind of democratic vision.

Thus one is led to believe that it was a rather deliberate (or at least 
conscious) choice that gave rise to this contempt towards spatial research. 
Directing their effort towards other dimensions of the project would reveal 
their fascination for a pictorial and graphical research in architecture, much 
related to their experience in painting and graphic design and driven to 
an idea of urbanity:  façades were an occasion for architecture. Their work 
displays an idiosyncratic mastery of the combined ideas of modernity and 
urbanity in architecture — the contemporary city as the image of their times; 
a commitment to the injection of a frantic modernity in an outmoded coun-
try; architecture as an evolutionary tool.

As there was sometimes little complexity and interest to be found 
in the recurring commissions arriving at Victor Palla and Bento d’Almeida’s 
office, projects had to create complexity and interest by themselves, con-
structs of their own. As a matter of fact, although many of the architectural 
themes invoked would have formed an answer to a specific context in the 
first place, they were afterwards shamelessly “migrated” (loosing their rai-
son d’être) to integrate other realities, other contexts, other projects. There, 
the actual problem which gave rise to the architectural solution did not occur 
anymore (which made these themes earn their status as decoration), as if 
their latent urban character and architectural qualities had been unveiled, 

Fig. 17 Façade of Avenida 5 de Outubro 
48–50, 2019
Fig. 18 Entrance canopy and façade 
detail of Avenida 5 de Outubro 48–50, 
2019
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claiming their formal autonomy from the problem giving origin to it, a sign 
that, for them, architecture could indeed “have its own version of the facts”, 
to borrow from Vassilis Alexakis in his novel “La Clarinette”:

Writing has its own version of the facts. It focuses on seemingly unimport-
ant details.14

For their deliberate focus on the design of façades and the few 
communal spaces of these buildings, Victor Palla and Bento d’Almeida’s pro-
jects constitute a collection of single takes on the public, collective and civic 
nature of architecture — a glimmer of formal autonomy and cultural pro-
duction amongst the prevailing dominance of the market and economy-re-
lated demands. Their shameless artistry in embedding their projects with 
formal experiments is a sign of tirelessly seeking for a certain independence 
of design as to find the ultimate room for the collective to be expressed.

4. Conclusions and Evaluations
Departing from a defined theoretical framework and drawing 

from a set of architectural works, the proposition of this investigation was 
to articulate a reflection on the work of Victor Palla and Bento d’Almeida 
aiming to unveil their implicit design theory and approach to architecture. 
Returning to the main goals of this investigation, a set of conclusions and 
evaluations of the undertaken research are presented here, outlining an 
additional contribution to the aforementioned investigation into their work.

1. Victor Palla and Bento d’Almeida’s architecture played a 
significant cultural role both in the evident social implications of some of 
their projects and in the not so evident amendments brought about by their 
“everyday architecture”: in their various iterations, they defined a set of 
anchor points connecting to the architectural tradition that preceded them; 
making a critique through form; culturally taking part in the world.

2. By continuously “fine-tuning” their position throughout 
their careers, and never to settle professionally, artistically nor intellectually, 
Victor Palla and Bento d’Almeida were capable of reiterating their unwilled 
cultural relevance amidst very different circumstances and projects. Despite 
sometimes rounded on a rather wholesome disengagement, their various 
takes on architecture bear testimony to a one of a kind relation to architec-
ture both as a profession and a discipline.Their silent work and assumed 
prejudice-less professionalism might well be a good suit for a contemporary 
position-taking of an architect and shed an unexpected light on the contem-
porary condition of architecture making. 

3. Victor Palla and Bento d’Almeida’s seemingly egotistical chase 
for architectural correctness was the key element to allow them “to deal with 

14 Vassilis Alexakis, La Clarinette (Paris: Éditions Du Seuil, 2015). [“L’écrit-
ure possède sa propre version des faits. Elle s’arrête sur des détails appar-
emment sans importance”] Translations from French are by the author of 
this investigation unless otherwise indicated.

Fig. 19 Façade of Rua Tenente Espanca 
40, 2019
Fig. 20 Façade detail of Rua Tenente 
Espanca 40, 2019
Fig. 21 Entrance lobby of Rua Tenente 
Espanca 40, 2019
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the world and to perform consciously”15. Their focus was on architecture, 
and their research directed to the very architectural qualities of buildings. 
Not much worrying was at stake, but instead a certain architectural volun-
tarism, as if their architecture had always been ready to be expressed, only 
waiting for the commission that would let it become real.

4. Victor Palla and Bento d’Almeida’s oeuvre shows a formal 
maturity resulting from continuous hard-working experimentation, “in 
accordance with a firm conviction that lies in their own nature and is as 
spontaneous as an intrinsic vocation.”16 Theirs is an architecture seemingly 
made with ease, as natural as it can possibly be,  especially manifested in the 
disarming artlessness of their “art”: “(...) the additional gift that is necessary 
and essential to enable one to represent art — having the ability to do so”17. 

5. The text you write must prove to me that it desires me. This proof 
exists: it is writing. Writing is: the science of the various blisses of 
language.18

Borrowing from Roland Barthes’ set out of principles on the act 
of writing in “Le Plaisir du Texte”, we can say that for Victor Palla and Bento 
d’Almeida, architecture too was “the science of the various blisses of [archi-
tectural] language”. The generic tension at the heart of their architecture 
as well as the playful aspect of their projects — which relates to the “blisses 
of language”  (“jouissances du langage”) described by Barthes — clearly prove 
that these buildings “desire” us, that they depend on us to exist, that they are 
empowered by our involvement. They do not simply stand there: one can tell 
from their design principles that the architects count on our active participa-
tion to identify the winks that dot it — their festive tone, their audacity and 
daring, their slippages and bits of poetry, their contradictions,... — and to 
realize that every whole building is an anthem to architecture. 

5. Corollary
Architecture only exists (culturally) in the interpretations we 

make of it. Architectural projects are continuously built, in a kind of “a per-
petual present”19, as long as they keep being reinterpreted and their archi-
tecture constantly brought back to discourse. Hence one hopes to return — 
to keep returning — to the work under analysis here; to keep forming new 
readings, accumulating them, overlapping and blending them in a complex 
layered understanding of an architectural practice; to let them remain sus-
pended and open; to widen the way one looks at a certain work — rather to 
“re-categorize” it, only to shift from one understanding to another, “provid-
ing a ‘creative’ interpretation” anew to permanently renew its topicality, to 
culturally “rebuild” its architecture.

15 Kersten Geers and David Van Severen, “Exposing Architecture”, in OF-
FICE Kersten Geers David Van Severen, 3 vols, ed. by Kersten Geers and Da-
vid Van Severen (Köln: Verlag der Buchhandlung Walther Konig, 2017), 1, 
p. 7.

16 Gio Ponti, “The Style of Tomorrow: Selected Works of Architecture by 
Asnago Vender”, in Asnago Vender and the Construction of Modern Milan, ed. 
by Adam Caruso and Helen Thomas (Zürich: Gta Verlag, 2017), pp.56-87.

17 Ibid.
18 Roland Barthes, The Pleasure of the Text (New York: Hill and Wang, 1975), 

p. 6.
19 Roland Barthes, S/Z (Malden, Oxford, Victoria: Blackwell, 1974), p. 5.

Fig. 22 Façade of Avenida Miguel Bom-
barda 56, 2019
Fig. 23 Entrance canopy of Avenida 
Miguel Bombarda 56, 2019
Fig. 24 Entrance lobby of Avenida 
Miguel Bombarda 56, 2019
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Fig. 25 Drawings of Selected Buildings — 1:800
5 10 200


