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THE CRUMB

ANTONIO NEVES
JOAQUIM TEIXEIRA

The title of this essay took inspiration from the dif-
ficulties felt during the reconstruction process of the house
and lithography workshop where Jodo Baptista Ribeiro is
believed to have lived and worked in.

The challenge of reconstructing (or recreating) what
this dwelling was like, based purely on visual analysis, proved
to be a difficult (if not altogether impossible) undertaking.
Over time, buildings naturally undergo changes that often
transform them beyond recovery. Like us, buildings age and
require maintenance; this analogy was conceived by one of
the great thinkers and visionaries of the nineteenth century,
John Ruskin. And, as with any human creation, buildings
may change their purpose, their owner and their occupant
— circumstances that almost invariably entail profound
transformation.

Unfortunately, Porto’s residential buildings have been
very poorly preserved — a direct consequence of the pres-
sures exerted by mass tourism — resulting in the systematic
destruction of their interiors and their insertion within the
urban grid, which, in itself, creates a widespread tendency to
build falsely historical fagades, provoking the steady erosion
of what defines Porto’s architecture. In this context, the title
is born: the crumb and the crust.

The earliest images of the house we had access to de-
pict its exterior: the elevation drawing made during its li-
censing process in 1822 (Figure 1), and its specific location,
depicted in a Teles Ferreira drawing from 1892 (Figure 2).
At the time, the house stood on Rua Bella da Princesa —
today’s Rua de Santa Catarina — sat on a very large plot
which extended itself until Rua de 24 de Agosto, now the
Rua da Alegria.

Veio este titulo a propésito da dificuldade em reconstituir,
a partir de uma andlise puramente visual, o interior da casa
e oficina de litografia onde terd vivido e trabalhado Jodo
Baptista Ribeiro.

O desafio de reconstituir/recriar o que ter sido a ofi-
cina e a habitagdo onde trabalhou e morou Jodo Baptista
Ribeiro revela-se uma tarefa dificil, sendo impossivel, pois os
edificios sofrem, naturalmente, alteragdes ao longo do tempo
que, em muitos casos, os transformam de forma irremedidvel.
Tal como nés, os edificios envelhecem e necessitam de ma-
nutengdo, esta analogia foi, alids, idealizada por um grande
pensador e visiondrio do século XIX, John Ruskin, ademais,
tal como qualquer criagdo humana, os edificios podem mu-
dar de uso, de proprietirio ou de utilizador, o que geralmente
lhes acarreta transformagdes significativas.

Infelizmente, na cidade do Porto, as suas casas de ha-
bitagdo tém sido muito mal tratadas, reflexo da pressio da
industria massiva do turismo, o que tem levado a uma des-
trui¢do sistemdtica dos interiores e da matriz urbana do lote,
de que tem resultado um fachadismo e a criagio de falsos
histéricos, comprometendo assim a identidade da arquitec-
tura portuense. E deste contexto que se baseia o titulo que
atribuimos a este texto — o miolo e a codea.

As imagens mais antigas da casa a que tivemos acesso
dizem respeito a duas representagdes do seu exterior: o de-
senho do algado, respeitante ao processo de licenciamento
de 1822 (Figura 1), e a sua localizagio na planta de Teles
Ferreira, de 1892 (Figura 2). A data, a casa localizava-se na
Rua Bella da Princesa, actual Rua de Santa Catarina e o lote,
de grande profundidade, estendia-se em socalcos até 2 Rua
de 24 de Agosto, actual Rua da Alegria.
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1. Cépia da planta para a casa que vai edificar,
na Rua Bela da Princesa”, Jodo Batista,
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1. Copy of the plan for the house to be built
on “Rua Bela da Princesa”, Jodo Batista,

[1822]-1822/08/02. Arquivo Municipal

do Porto, PT-CMP-AM/PUB/JOP/203/D.
CMP.7.1.276; PT-CMP-AM/PUB/
CMPRT/OM/203/D.CMP.7.1.276,
Subordinados. Disponivel em GISA -
Gestio Integrada de Sistemas de Arquivo

{1822}-1822/08/02. Porto Municipal
Aurchive, PT-CMP-AM/PUB/JOP/203/D.
CMP.7.1.276; PT-CMP-AM/PUB/
CMPRT/OM/203/D.CMP.7.1.276,
Subordinates. Available in GISA -
Integrated Archive Management System.

2. Quadriculas 296 e 297.

Escala 1:500, levantada sob
diregdo de Augusto Gerardo Teles
Ferreira. Tinta da china e aguarela
sobre papel. Manipulagio digital:
David Lopes. Fonte: gisaweb.
cm-porto.pt

Embora o desenho do algado da rua se apresente sucinto,
este ndo difere muito do que encontramos na casa actual:
uma fachada larga, com trés pisos, delimitada por pilastras, de
feigdo austera e ritmada, com quatro vdos por piso, portas no
rés-do-chio, janelas de peito no 1.° piso e janelas de sacada
no 2.° piso. A largura maior que o comum para a época, in-
dicia a presenga de uma parede de pedra a meio. A existéncia
de platibanda podera estar associada 4 execugio de um piso
recuado e 2 influéncia de um certo gosto neocldssico inglés,
proprio da época. A mesma explicagio serve para a alteragio
da forma da cobertura, inicialmente de quatro 4guas e na
actualidade com duas. O revestimento de dois pisos a azulejo
serd posterior ao licenciamento, visto que esta pritica se inicia
na cidade a partir de meados do século XIX.

As alteragbes mais recentes da fachada correspondem
aos caixilhos, nio sobejando qualquer exemplar antigo em ma-
deira, e a0s vios do rés-do-chio, trés dos quais foram alargados.

Tal como era préprio das casas burguesas da época, a
oficina da litografia ocupava o piso do rés-do-chio. Através
de um dos vios, provavelmente aquele que ainda serve esse
propdsito, acedia-se aos pisos superiores onde se situava a
habitagdo. O acesso ao 1.° piso era efectuado por uma escada
de lango tnico, permitindo libertar ao méximo o espago da
oficina, enquanto o acesso ao 2.° piso poderia ser feito por
uma escada de dois langos, iluminada por um lanternim.

Devido 4 casa se implantar num terreno acidentado,
o piso do rés-do-chio s6 possui uma frente através da qual
se fazia a iluminagdo e ventilagio por trés dos seus quatro
vaos, o que deixa adivinhar que o espaco da oficina seria um
pouco higubre. Como era préprio na época, os caixilhos do
rés-do-chio, que encerravam os portais da oficina, eram cons-
tituidos por portas de madeira encimadas por bandeiras com

2. Grid squares 296 and 297.
Scale 1:500, surveved under the
direction of Augusto Gerardo
Teles Ferreira. India ink and
watercolour on paper. Digital
manipulation: David Lopes.
Source: gisaweb.cm-porto.pt

Although the street elevation drawing is succinct, it does not
differ greatly from what one encounters in the existing build-
ing: a wide fagade (three storeys), supported by load-bearing
pilasters, austere and rhythmic in character, with four openings
per floor, doors at ground level, breast-height windows on the
first floor, and balcony windows on the second. Its breadth,
greater than was common at the time of its construction, sug-
gests the presence of a load-bearing stone wall at mid-depth.
'The existence of a parapet wall may be due to the addition of
a set-back upper storey, and the influence of an English neo-
classical sensibility, characteristic at the time of its construc-
tion. The same explanation accounts for the alteration of the
roof’s shape: originally hipped on four sides, now reduced to
two slopes. The ddition of azulejo tiles is likely to have taken
place after the licensing process, as this practice had only been
established from the mid-nineteenth century onwards.

'The more recent alterations to the facade concern the
window frames, (of which no original timber has survived) and
the ground-floor openings, three of which have been widened.

As was customary in bourgeois houses, the lithography
workshop occupied the ground floor. Access to the upper
floors, where the dwelling was located, was made through
one of the openings, possibly the only remaining section of
the house that still serves this purpose today. The first floor
was accessed through a single-flight staircase, likely arranged
this way so as to maximise the workshop’s area, while the
second floor may have been accessed by a two-flight staircase,
illuminated from above through lantern light.

Owing to the house’s placement on uneven terrain,
the ground floor possessed only a single opening through
which light and ventilation were admitted via three of its
four openings, which leads us to believe that the workshop

61
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had somewhat dim lighting. As was common practice at
the time, the ground-floor frames enclosing the workshop
portals consisted of timber doors surmounted by fanlights
with small glazed panes and iron grilles (Figure 3). When the
workshop was occupied, these doors would have been open,
admitting light and air into the workspace, this area being
its sole source of both. This arrangement allows us to infer a
few details of the workshop’s internal organisation: the tasks
demanding the best lighting would have been carried out in
closest proximity to the fagade. The door that gave access to
the upper floors is assumed to have been somehow important,
its characteristics indicative of its importance (Figure 4).

3. Door of a commercial
or workshop space
4. Access door to the top floor.

‘The frames of the breast-height openings were likely of the
sash variety due to English influence (Figure 5), while the
balcony windows would have featured two casement leaves
topped by a flag (Figure 6), typical of the French style.

5. Guillotine window.
6. Bay window.

The flooring on the ground-level areas destined for workshop
use were usually made of rammed earth, with some added sta-
bility in the form of compacted sandy material. Given that the
daily operations of a printing workshop would have demand-
ed a degree of care with respect to dust, it is plausible that this
floor may have been covered up with granite (Figure 7).

'The stone walls of the workshop would have received no
further finish beyond simple limewash (Figure 8). Any addition-
al partitions, erected, for instance, to create storage areas, would
have been built with simple vertical timber boarding, possibly
limewashed as well in continuity with the stone walls (Figure
9). The walls flanking the staircase to the first floor would have
been an exception: constructed with a lightweight partition sys-
tem (in Portuguese, tabique), and reinforced with stucco on both
faces, or at the very least on the interior face of the stair.

pequenas vidragas e grades de ferro (Figura 3). Quando a
oficina estivesse em actividade, estas portas estariam abertas,
permitindo iluminar e ventilar o espago de trabalho, visto
que era a Unica fachada deste piso. Isto deixa adivinhar um
pouco a organizagio da oficina, visto que os trabalhos que
exigiam mais iluminagdo seriam realizados junto da fachada.
A porta do vio de acesso aos pisos superiores admite-se que
pudesse ter uma feigdo diferente destacando a sua importin-

cia (Figura 4).

3. Porta de espago comercial ou oficina.
4. Porta de acesso aos pisos superiores.

Quanto aos caixilhos dos vios de peito, seriam muito prova-
velmente de guilhotina, de influéncia inglesa (Figura 5), en-
quanto as janelas de sacada possuiriam duas folhas de batente
com bandeira (Figura 6), de influéncia francesa.

5.Janela de guilhotina.
6.Janela de Sacada.

Os pavimentos dos pisos térreos, quando destinados a ofici-
nas, eram simplesmente em terra batida, provavelmente es-
tabilizada com algum tipo de saibro. Contudo, visto que os
trabalhos da tipografia exigiriam algum cuidado com poeiras,
admite-se que esta pudesse possuir um piso revestido a lajea-
do de granito (Figura 7).

Pelo interior, as paredes de pedra da oficina nio teriam
outro acabamento que nio fosse a simples caiagdo (Figura
8). Se outras paredes interiores existissem, por exemplo, para
a criagdo de arrumos, essas seriam executadas em tabuado
simples de madeira, disposto ao alto, eventualmente caiado,
na continuidade das paredes de pedra (Figura 9). A excepg¢io
seria para as paredes que ladeavam a escada de acesso ao 1.°
piso, as quais seriam de tabique, rebocadas e estucadas em
ambas as faces ou s6 pelo lado interior da escada.




FRONTISPIECE 11

7. Piso lajeado de granito.

8. Aspecto de parede de perpianho caiada.

9. Parede de tabique a ladear escada
de lango tinico.
10. Parede em tabuado.

O tecto da oficina nio teria qualquer revestimento, deixando
assim 2 vista, o vigamento do 1.° piso, constituido por simples
troncos de madeira, e o tabuado do seu soalho. Na eventuali-
dade da aplicagdo da caiagio, admite-se que esta se estendesse
aos elementos do tecto da oficina (Figura 4).

Nos restantes dois pisos situava-se a habitagio, com a
cozinha e os compartimentos sociais no 1.° piso, com acesso
directo ao logradouro, € os quartos no 2.° piso.

Mas tudo isto sdo apenas especulagdes. Em nome de
uma pretensa reabilitagdo, a grande maioria do edificado tra-
dicional da cidade do Porto tem sido irremediavelmente des-
truido, conservando a fachada - normalmente apenas aquela
que estd virada para a rua - e, ainda assim, quase sempre,
ignorando o todo que constitui — do qual fazem parte in-
tegrante, as serralharias, as carpintarias, as ferragens assim
como os elementos de revestimento tradicionais, sejam eles
o azulejo, os rebocos pigmentados e, mais raramente os ele-
mentos pétreos...

Resta assim a codea.

Fica-se com uma cidade de esgares turisticos, histriéni-
cos, todos iguais na sua hibridez, sem subtileza nem meméria.

O miolo, esse desaparece para sempre, substituido
por interiores de qualidade pifia e fancaria ilustrativa de
um gosto kitsch e superficial, em imagens semelhantes as

7. Granite paved wall.

8. Whitewashed through-stone wall.

9. Partition wall next
to single-flight staircase.
10. Clapboard wall.

The workshop’s ceiling would have been left entirely bare,
exposing the joisting of the floor above, composed of rough-
hewn timber trunks — together with the boarding of that
floor’s surface. Should limewash have been applied through-
out, it may reasonably be assumed to have extended to these
ceiling elements as well (Figure 4).

The dwelling is assumed to have been located on two
upper floors: the kitchen and the reception rooms on the first
floor, with direct access to the rear yard, and the bedrooms
on the second.

Yet, all of this remains conjecture. In a supposed push
for urban rehabilitation, the great majority of Porto’s tradi-
tional buildings have been irredeemably destroyed. The fagade
is preserved, usually the section that faces the street, and, al-
most invariably, the structure is completely severed from the
whole: the ironwork, the carpentry, the hardware fittings, the
traditional surface materials, whether azulejo tile, pigmented
render, or the more rarely surviving stone elements.

What remains, then, is the crust.

We are left with a city of touristic grimaces — histri-
onic, all alike in their hybrid vacancy, stripped of subtlety and
drained of memory.

The crumb vanishes forever, washed away by lamenta-
bly built interiors, dressed in the illustrative bric-a-brac of a
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kitsch and weightless taste, images not unlike those encoun-
tered in the mirrors and screens, two-dimensional in every
way, of the selfies that saturate the social networks. Crumb,
indeed, as precious little remains of it.

Crusts are what remain to those whom tourism dis-
places and uproots toward the periphery, compelled to move
by public transport that, underneath the marketing veneer of
a dubious sustainability, deteriorates visibly before their eyes.

Or, for those who still can bear it, the waiting hours in
the long queues that suburban exodus breeds, in the pendular
rhythm of a commute that has become a life.

Where is the right to the city that the April Revolution
reclaimed?

The upper floors, remade as tourist accommodation
(local?). The lower floors, given over to restaurants’(local?)
food, or to the selling of (Jocal?) trinkets and (authentic?)
experiences, which are, underneath the pretense, identical the
world over.

Crusts are what remain to those who long for the tra-
ditional city, the traditional dwelling, traditional commerce.
Now, only this survives, or the hyper-luxury, economy, suste-
nance, perhaps, for the voracious appetites of real estate spec-
ulation, which has consumed every last crumb of the interior,
but cannot yet, at the time of this writing, devour these the
amputated facades.

Crusts are what remain, and yet, crusts they are.

que encontramos nos espelhos/écrans, bidimensionais em
todos os sentidos, das selfies que inundam as redes sociais.
Miolo, pouco...

As codeas que restam aos que o turismo desaloja e de-
senraiza para a periferia, fazendo-os circular em transportes
publicos que por detris do marketing de uma sustentabilida-
de duvidosa, pioram de qualidade a olhos vistos.

Em alternativa, para quem ainda pode, as horas de es-
pera nas longas filas que a suburbanizagio gera, num ritmo
pendular...

Onde esti o direito a cidade que marcou Revolugio
de Abril? =

Os pisos de cima transformados em alojamento tu-
ristico (local?); os pisos de baixo em restaurantes de comida
(local?) ou venda de pechisbeques (locais?) e experiéncias (au-
ténticas?), no fundo, iguais em todo o lado...

Cébdeas que restam aqueles que recordam com saudade
a cidade tradicional, a habitagio tradicional, o comércio tra-
dicional...agora s6 isto, ou o comércio de hiper-luxo, talvez
para as bocas alarves da especulagio imobilidria, que todo o
miolo comeram, que as fachadas amputadas ndo conseguem
(ainda) comer.

Codeas que nos restam, mas que nio mais do que co-
deas sdo.

64
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