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A Chimney, Two Chimneys, Twin Chimney. 
Uses and Architectonic Expressions of a 
Cooking Space
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Studies in Architecture and Urbanism (CEAU-FAUP), Portugal
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Abstract

In the surroundings of Lisbon, between 1385 and 1433, King 
Dom João I of Portugal commissioned the construction of an 
unusual kitchen in his palace at Sintra, crowned by a colossal 
twin conical chimney. 
Of uncertain origin, possibly Moorish – although, as the architect 
Raul Lino points out, there is no construction throughout North 
Africa that served as inspiration – this is a kitchen of simple 
geometry, consisting of two interconnected quadrangular 
chambers, each transformed into a gigantic smoke-cone, which, 
when duplicated, deeply marks the landscape, as depicted by the 
kingdom’s herald Duarte de Armas in the early 16th century.
In fact, contrary to its external expression, this kitchen does not 
split into two, nor does it have two chimneys; rather, this twin 
chimney expresses unity, and within it lies a single kitchen. This 
was particularly true at the time of its construction, when noble 
culinary practices relied on open flames, and both chambers 
served as the setting for bonfires where the art of cooking meat 
was perfected.
Centuries later, the evolution of culinary practices led to the 
abandonment of spits in favour of the safer stove. The once 
unified cooking space disappeared, and within the cores of the 
two cones, distinct tasks began to be performed. Curiously, at 
a time when this unity had already been broken, in a gesture 
of simultaneous contrary observation, a mid-20th-century 
photographic record by António Passaporte captures an illusory 
southern view of the palace, erasing with a single click the 
duplicity of the twin chimney in the landscape.
Studies carried out over time have yet to identify any precedent 
for such a curious twin chimney, which appears to have been 
only rarely imitated in later constructions.

artmargins.com/history-of-albanian-photography/
27. “Biography” was a term used to describe the traits of model citizens. Not having permis-
sion to photograph certain categories of people could have resulted in detention. 
“Interview with Niko Xhufka,” propagandaphotos (2013). https://propagandaphotos.word-
press.com/2013/02/11/interview-with-niko-xhufka/
28. Xhufka was eventually appointed as the photographer to take Hoxha’s official portrait. 
“Interview with Niko Xhufka.”
29. See the following link to “Cofu” by West Side Family and Edi Rama: https://youtu.be/FVCX-
WMZ_q8A?si=MaS-vuEC6E2k8l8L
30. It is important to note here that Blerta Kambo was employed as the official photographer 
for the Albanian Prime Minister’s office from 2013 to 2017. She was in this role at the time she 
photographed Skanderbeg Square. She has also been a photographer for the Delegation of the 
European Union to Albania (2018–2019).
31. It is not the first time Delvaux has used this digital image-making technique. For further 
reading see: Grau, Deluchi and Fernandez-Abascal, “Skanderbeg, Tirana,” 300.
To view the complete set of Delvaux’s still and moving images, see his website: https://maxi-
medelvaux.com/51n4e-skanderbeg-square-tirana
32.  The shift in gradient matches the digital render of the organisation of stone tiles in the 
Ruby Press publication. 51N4E, SKANDERBEG, 59.
33. 51N4E’s project in Albania is detailed in their visual essay for TID Tower in their book 
HOW THINGS MEET, 51N4E. The book includes a photo novel by Italian photographer Stefano 
Graziani and Albanian curator and social scientist Falma Fshazi. Since 2015, Fshazi has been 
the general director of the Centre for Openness and Dialogue (COD). Their other projects in 
Albania include but are not limited to Euro Petrol (2005), Lana Bridge (2008), Bronze Monu-
ment (2013), Austria Bar (2015), Sauk Parkway (2015), Rroghozine (2015) and the COD (2015). 
51N4E, HOW THINGS MEET (Art Paper Editions, 2016). 
34. IABR, “Atelier Albanië 2014-2016,” IABR. https://iabr.nl/en/research/atelier-albanie
35. Kodra, “Square Dance.”
36. For an in-depth reading of the relationship between culture and the European common 
see: Gielen, Pascal, and Thijs Lijster, “Culture: The Substructure for a European Common’ in 
No Culture, No Europe. On the Foundation of Politics (Amsterdam: Valiz, 2015), 19–64.
37. 51N4E, HOW, 134.
38. Zhenghelis, Elia, and Pier Vittorio Aureli, “Tirana Metropolis: The City as Archipelago,” 
Tirana Metropolis (2004), 18.
39. Zhenghelis and Aureli, “Tirana Metropolis,” 21.
40. Makgetla, Tumi, “A New Face for a Tired City: Edi Rama and Tirana, Albania, 2000–2010,” 
Innovations for Successful Societies (2010), 3.
41. Grau, Deluchi and Fernandez-Abascal, “Skanderbeg, Tirana,” 300.
42. Built as a museum dedicated to the legacy of Hoxha, it has since operated as a radio sta-
tion, exhibition space, nightclub, cultural centre and a NATO base. 
Pllumbi, Dorina, “Outrage: The unwilding of the Pyramid of Tirana,” Play: The Architectural 
Review 1481 (2021). https://www.architectural-review.com/essays/outrage/outrage-the-unwild-
ing-of-the-pyramid-of-tirana
43. For a critical reading of the Superdutch movement, see: Bouman, Ole, “The Rise and Fall 
of Superdutch,” Volume #5: The Architecture of Power, Part 1 (Stichting Archis, 2010). https://
archis.org/volume/the-rise-and-fall-of-superdutch/
44. The complete collection of Duivenbode’s images of the pyramid can be seen on MVRDV’s 
website: https://www.mvrdv.com/projects/312/the-pyramid-of-tirana
45. MVRDV, “Pyramid of Tirana,” MVRDV (2023). https://www.mvrdv.com/projects/312/
the-pyramid-of-tirana
46. MVRDV, “Pyramid of Tirana.”
47. See: https://www.mvrdv.com/projects/71/scanderberg-square?photo=1278
48. Pllumbi, “Outrage.”
49. Ibid.
50. Agiencia Kombëtare e Planifikimit të Territorit (AKPT), Shqipëria 2030, General National 
Spatial Plan: First National Document on Spatial Planning 2015–2030 (2016), 5.
51. This can be seen in the ambitions of the Agjencia Kombëtare e Planifikimit të Territorit 
(AKPT) that documents the explosion of new urban and architectural works occurring across 
Albania. See: https://www.planifikimi.gov.al/
It is also evident in the recent Albanian Pavilion at the 2025 Venice Architecture Biennale 
titled Building Architecture Culture. The pavilion champions architecture’s role at the centre 
of national discourse to discuss present and future projections of the country. See: https://
albanianpavilion.al/about
52. For a political reading of the theatre’s demolition, see: “An open letter to the International 
Art Community: Stop artwashing Edi Rama’s Politics,” DebatikCenter of Contemporary Art 
(D.C.C.A). https://debatikcenter.net/texts/open_letter
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A Chimney, Two Chimneys, and the Concept of 
Chimney-Kitchen 

In the narratives that precede the lives of the double 
chimney of the Palace of Vila de Sintra – a small 
settlement near Lisbon – duplicity begins at the 
territorial scale, as described by the Arab geographer 
Al-Bakr (-), who, around the 11th century, recorded a 
Sintra with two castles of great solidity. The reference 
to the palace and the Moorish Castle – the latter set atop 
the Sintra mountain range, overlooking the village – not 
only identifies the two defensive bastions of the time, 
but also clearly attests to a Moorish foundation.1

But it was with the Portuguese King Dom Afonso 
III (1210-1279), following the Christian Reconquest 
culminating in the 12th century, that the built complex 
in the village – one of those two castles – entered a new 
phase of development. And it was under Dom Dinis 
(1261-1325), in turn, that the palace underwent an initial 
series of modifications, which included the expansion of 
its spaces and, possibly, the construction of the chapel. 
This intervention would be followed, many years later, 
by another of considerable significance, this time 
undertaken by Dom João I (1357-1433), which gave rise 
to what would come to be known as the Joanine palace.

O paço joanino foi concebido de forma bastante 
distinta do dionisino, refletindo a importância que a 
casa de habitação nobre conhece desde meados do 
século XIV. A estrutura do novo edifício, conhecida 
pela descrição pormenorizada realizada pelo filho 
de D. João I, D. Duarte, desenvolve-se em torno de 
um pátio central – o Pátio do Esguicho –, sendo 
constituída por uma grande sala, e por um conjunto 
de câmaras privadas e oratórios (...). [The Joanine 
palace was conceived in a manner markedly 
distinct from the Dionysian, reflecting the 
significance that the noble residence had attained 
since the mid-14th century. The structure of the new 
building, known through the detailed description 
provided by Dom João I’s son, Dom Duarte, unfolds 
around a central courtyard – the Pátio do Esguicho 
– comprising a large hall alongside a series of 
private chambers and oratories (...).]2

Among the new spaces built under the commission 
of Dom João I, the construction of the palace’s main 

Figure 1: View of the 
Palace of Vila de Sintra, 
drawing from Livro das 
fortalezas situadas no 
extremo de Portugal e 
Castela por Duarte de 

Armas, escudeiro da 
Casa do rei D. Manuel 

I [Book of fortresses 
located on the border 
between Portugal and 

Castile by Duarte de 
Armas, squire in the 
household of king D. 

Manuel I of Portugal], 
Duarte de Armas, 

c. 1509-1510. Source: 
Códices e documentos 

de proveniência 
desconhecida, no. 159. 
PT/TT/CF/159. Source:  

Arquivo Nacional 
Torre do Tombo. 

Códices e documentos 
de proveniência 

desconhecida, no. 159.
PT/TT/CF/159.

kitchen stood out significantly, with its two colossal 
conical chimneys measuring approximately thirty-
three metres in height.3 Since then, these have indelibly 
marked the silhouette of the village of Sintra and have 
continuously sparked inquiries into the inspiration 
behind their unusual form. Such inquiries have, to 
this day, failed to conclusively resolve the mystery 
surrounding the possibility of finding any origin, any 
original – other earlier double conical chimneys – that 
might have served as a reference for the unusually 
shaped volumetry incorporated into the Joanine palace.

Enabled by a singular geometry – which some authors 
interpret as a consequence of pre-existing Moorish 
structures4 – the striking external expression of this 
kitchen, conveyed through its two monumental 
chimneys, was first depicted by Duarte de Armas (1465-
?) in his work Book of Fortresses. To the Palace of Vila de 
Sintra, this royal squire dedicated three illustrations, in 
all of which the majestic double chimney is prominently 
featured (Figure 1). Logical as a functional part of the 
kitchen’s smoke ventilation system; essential in the 
conical shape; grandiose in scale, surpassing in size all 
the other volumes, towers, and chimneys of the palace; 
and beautiful, displaying a ceramic cladding of scaled, 
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Figure 2: Plan and 
section of the kitchen of 
the Abbey of Vendôme. 
Source: Eugène Viollet-
le-Duc, Dictionnaire 
raisonné de 
l’architecture française 
du XIe au XVIe siècle. 
Tome quatrième (Paris: 
Librairie centrale 
d’art et d’architecture, 
ancienne Maison Morel, 
1870), 466.

and perhaps coloured, appearance, the double chimney 
of the Palace of Vila de Sintra’s kitchen reveals itself, 
already in these illustrations, to be as vernacular as it 
is archetypal, and in this dual condition will forever 
be regarded as one of the most iconic, sublime, and 
enigmatic chimney in the Portuguese landscape.

Regarding the logic of its function, the essentiality of its 
form, and its atypical proportion, certain considerations 
may be developed, for at the time of its construction, 
more than a kitchen crowned by two extraordinary 
chimneys – something rare in itself – this medieval 
kitchen commissioned by Dom João I was, in fact, a 
chimney-kitchen. The chimney-kitchen, as a model, 
has particularly widespread during the Middle Ages, 
designed to enable the simultaneous performance 
of cooking activities over heat, including through 
open flames,5 and characterised by cooking spaces in 
which there is a correspondence between the internal 
morphology of a central chimney and the external 
appearance of the kitchen’s roof (Figure 2). Such can be 
seen, for example, in religious complexes both in France 
– at the abbeys of Vendôme and Marmoutier6 – and 
in England – at the abbeys of Glastonbury and 	
even Durham.7

At the Palace of Vila de Sintra, the chimney-kitchen 
manifests itself through a clear yet understated 
fragmentation of its rectangular form: first, the base 
rectangle is split in two, giving rise to two broadly 

Figure 3: Interior of the 
kitchen of the Palace of 

Vila de Sintra, Source:  
Centro Português de 
Fotografia. Depósito 

Frio, Estante 02, 
Prateleira 20. PT/CPF/

ALV/011385. 

connected quadrangular spaces; then, through 
chamfering, each of these quadrangular spaces acquires 
an irregular octagonal volumetry which, finally, is 
transformed into a cone (Figure 3). Thus, in light of the 
volumetric characterisation of the chimney-kitchen, 
which draws on centrality and on essential architectural 
forms, this cooking space might be regarded as a double 
chimney-kitchen. And certainly, in view of its function, 
this would have been what Dom João I had in mind 
when he commissioned two chimneys instead of one: a 
duplication of his kitchen’s functional capacity through 
the repetition of an already colossal smoke-ventilation 
device which, simultaneously, when multiplied by two, 
would symbolically encode his power as monarch. 
In this way, by examining how the interior of these 
two chimneys, animated by culinary practices, was 
appropriated, one perceives a negation of their apparent 
formal duality, largely due to the possibility of carrying 
out virtually all tasks indiscriminately under either 
chimney. Among the range of preparations commonly 
associated with noble medieval cuisine – and which, in 
the non-compartmentalised8 kitchen of the Palace of Vila 
de Sintra, are carried out within a spatial continuum – 
the roasting of large cuts of meat stands out, often from 
game hunted in the surrounding countryside, as the 
Count of Sabugosa eloquently describes.
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Essas cozinhas, cujas chaminés dão ao exterior 
do Palacio uma tão característica feição, e que 
tanto impressionam todos os que de longe olham 
o monumento, são, vistas por dentro, uma das 
estancias que melhor sugere a ideia do viver 
medieval, das seroadas à lareira depois das 
montarias; das anedotas de caça referidas pelos 
escudeiros e moços do monte com acompanhamento 
dos alambazados picheis de vinho do termo; dos 
latidos dos podengos e chatins rosnando esfomeados 
em volta das viandas que se assam no espeto e 
espalham fumo de carne tostada pelos dois colossais 
funis que lhe servem de tecto, enquanto pelas 
antecâmaras cavaleiros e pagens recordam episódios 
das correrias contra os castelhanos, e proezas dos 
cercos e assédios. [These kitchens, whose chimneys 
give the Palace’s exterior such a distinctive 
character and which so deeply impress all those 
who gaze upon the monument from afar, are, when 
seen from within, among the rooms that best evoke 
the sense of medieval life: evenings spent by the 
hearth after the hunts; hunting tales recounted by 
squires and boys from the hillsides, accompanied 
by brimming pitchers of local wine; the barking of 
podengos and chatins growling hungrily around the 
meats roasting on the spit and sending up smoke of 
seared flesh through the two colossal funnels that 
serve as their ceiling, while in the antechambers 
knights and pages recall episodes of skirmishes 
against the Castilians, and feats from sieges 		
and assaults.]9

This is possibly the description that most notably 
conveys the idea of being in the presence of a single, 
unified space, since both cones served the same purpose: 
the extraction of smoke during the roasting of meat over 
an open flame. Thus, architecture and cookery, and their 
joint study, give rise to differentiated readings of these 
two chimneys, revealing them as synchronous volumes 
based on the persistence of similarity, rather than copies 
intended to signify any difference.  

Two Chimneys, Twin Chimney: Nothing Behind. 	
And Ahead?

On the landscape horizon, the two chimneys of 
the Palace of Vila de Sintra are perceived as an 
unmistakable pair, just as twins are seen as a single 
entity. The palace’s identity is inseparable from its twin 
chimney not because they are identical, but because 
together they produce a visual effect that neither 
could sustain alone. The naturalness and unity of the 
pair confer upon them an affective, almost mythical 
dimension, closer to popular traditions and imaginaries 
than to functional or typological repetition. Thus, the 
reading of these two chimneys can – and should – 
transcend their function and materiality, as well as the 
dialogue of each cone with itself and with 			 
its counterpart.

Although each of these should not be understood as a 
reproduction of the other, it is still pertinent to reflect 
on the origin of this twin-chimney-condition. Could 
the twin chimney of the Palace of Vila de Sintra be a 
reproduction of something earlier?

Tem-se escrito que a forma dada a esta parte da 
construção [chaminés] seria de tradição árabe. 
Diz-se e repete-se esta indicação. Parece-nos que 
há aqui também um dos tais estribilhos. É possível 
que tenha havido alguma vez um exemplo parecido 
em terras do Moghreb. Mas nem encontrámos nas 
cidades de Marrocos que percorremos sinal algum 
que lembrasse disposições desta ordem, nem nos 
foi dada notícia, pelas pessoas mais autorizadas, 
sobre semelhante modo de construção. O mouro 
não é dado a grandes comidas, sendo sóbrio e 
na grande maioria abstémio; e nem nas cidades 
caracteristicamente marroquinas, nem nas pequenas 
povoações jamais avultam as chaminés de qualquer 
feitio. [It has been written that the form given to 
this part of the construction [the chimneys] is of 
Arab tradition. This assertion is said and repeated. 
It seems to us that this is also one of those refrains. 
It is possible that there was once a similar example 
in the lands of the Maghreb. But we found no trace 
in the Moroccan cities we visited that would recall 
arrangements of this kind, nor were we informed 
by the most authoritative persons of any such mode 
of construction. The Moor is not given to large 
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Figure 4: Twin chimney, 
Palace of the Condes 
de Almada (Palace 
of Independence), 
Lisbon. Author and 
date unknown. Source: 
Serviço de Informação 
para o Património 
Arquitetónico, 
DOC.00009406 
FOTO.00005765.

meals, being sober and for the most part abstinent; 
and neither in characteristically Moroccan cities 
nor in small villages do chimneys of any kind ever 
stand out.]10

Raul Lino (1879-1974) appears to have dismissed the 
possibility that the colossal chimneys were inspired 
by Moorish architecture, despite his mentor Albrecht 
Haupt (1852-1932) – as mentioned by the Count of 
Sabugosa – having recognised some Arab pre-existences 
in the kitchen of the Palace of Vila de Sintra.

Several were the authors that speculated on the origin 
of these features and compared this kitchen with others, 
notably Raul Lino himself, who draws parallels with 
the kitchen of the Palace of the Dukes of Burgundy, in 
Dijon;11 Matilde Sousa Franco (1943-), who, together 
with Lino, invokes the example of the kitchen of the 
Monastery of Santa María de Iranzu, in northern Spain, 
as well as that of John of Gaunt’s house, in England;12 
and José Custódio da Silva (1948-), who in turn points 
out similarities with the kitchen of the Papal Palace in 
Avignon.13 Yet, despite the many suggested works that 
may, to a greater or lesser extent, be compared with 
the kitchen of Sintra, the truth is that there seems to be 
no architecture unequivocally relatable and capable of 
having inspired such a curious double construction.

Perhaps this line of inquiry has come to an end, and 
the research undertaken – broader than the sample 
presented above – imposes, for now, the admission of 
the inadmissible: the kitchen of the Palace of Vila de 
Sintra is an original. And if so, where are the copies? 
The reproductions? If it was not inspired, what then 		
did it inspire?

In Lisbon, there exists another rare example of a 
twin chimney that is particularly illustrative of a 
simultaneously functional and formal relationship, that 
of the kitchen at the Palace of the Counts of Almada 
(Figure 4), composed of two large octagonal pyramids, 
slightly different from one another, whose silhouette 
bears a curious resemblance to that of the Palace of 
Vila de Sintra – albeit on a smaller scale and set within 
an urban context far less conducive to any significant 
landscape impact. The initial construction of this noble 
residence dates back to the medieval period and is 
believed to have begun around 1467, shortly after the 
construction of the kitchen of the palace of Sintra. The 
description of its interior also establishes 		
compelling parallels:

O espaço das cozinhas (...) duas áreas de idênticas 
dimensões, quadradas, que comunicam entre si 
por uma porta central. (...) As espessas paredes de 
suporte apresentam nos seus cantos quatro trompas 
que permitem a adaptação do espaço quadrado para 
a cúpula oitavada das chaminés. Estas chaminés 
(...) foram adaptadas aquando das obras de 1509 e 
apresentam uma base octogonal e exteriormente 
uma forma piramidal. [The kitchen space (...) two 
areas of identical dimensions, square in shape, 
which communicate with each other through a 
central doorway. (...) The thick supporting walls 
feature, in their corners, four squinches that allow 
the adaptation of the square space to the octagonal 
dome of the chimneys. These chimneys (...) were 
adapted during the renovation works of 1509 
and feature an octagonal base and, externally, a 
pyramidal form.]14

Nevertheless, if other similar examples of twin chimneys 
once existed in Portuguese noble houses and palaces, 
time and the absence of records have since obscured 
their memory.
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Another possible answer to the questions above comes 
to us through a fanciful, yet not entirely implausible, 
narrative. Around 1580, Portugal was under Spanish 
rule, in an Iberian union that would see three kings and 
last about sixty years, beginning with the coronation 
of Dom Filipe I (Philip II of Spain) (1527-1598) in 1581. 
During his brief stay in Portugal, it is certain that Dom 
Filipe I visited Sintra and its palace, as evidenced by a 
letter that he wrote, addressed to his family:

De Sintra, á dos de otubre 1581 / A las Infantas mis 
hijas. / (...)  En el de arriva uymos vísperas, y después 
nos baxámos á este lugar (Cintra), que es muy fresco 
y dicen que muy bueno de verano, y báxase más de 
media légua. Llegámos ya tarde, que no pude ver 
sino un poco de la casa. Oy no he salido d’ella, por 
despachar este correo y por ver esta casa (o Paço), 
que, aunque es antigua, tiene muy buenas casas y 
algunas que no me parece que en ninguna parte las 
he vista tales; y holgára yo harto de veros en cila, 
porque creo que holgárades, que tiene jardines y 
fuentes. Y no quieto decir más delia porque seria 
cosa larga, y será mejor dexarlo para contaroslo 
quando, placiendo á Dios, os vea. [From Sintra, the 
2nd of October 1581 / To the Infantas, my daughters. 
/ (…) On the day before, we attended vespers, and 
afterwards we descended to this place (Cintra), 
which is very cool and is said to be very pleasant in 
summer, and it lies more than half a league below. 
We arrived late, so I could only see a little of the 
house. Today I have not left it, to dispatch this letter 
and to see this house (or Palace), which, although 
old, has very fine rooms and some which I do not 
think I have seen the like anywhere else; and I 
would be very pleased to see you there, because I 
believe you would be pleased, for it has gardens 
and fountains. And I will say no more about it, 
because it would be a long thing, and it will be 
better to leave it for when, God willing, I see you.]15

The Spanish monarch is expressive in insinuating 
that some of the chambers in the Palace of Vila de 
Sintra impressed him, as he had never seen their like 
elsewhere. Could he have been referring, as well, to the 
great kitchen and the enormous twin chimney?

By this time, Spanish dominion over the American 
continent was already well established. The navigator 

Hernán Cortés (1485-1547) had reached the region of 
Central America in 1519, initiating a military campaign 
that would come to be known as the Conquest of the 
Aztec Empire. In the Viceroyalty of New Spain – founded 
in 1535 – and more specifically in the territories 
that today constitute Mexico, the mining of precious 
metals, such as silver, led to the development of new 
settlements and the construction of ancillary structures. 
In 1571, under the royal patronage of King Dom Philip 
I, the Jesuits crossed the Atlantic to the Spanish colonies 
in the Americas, with the aim of evangelising the local 
populations and applying their knowledge of agriculture 
and mineral extraction.16 In the settlement of Mineral 
de Pozos, founded by these Spanish missionaries, 
attention turns to the Hacienda de Santa Brígida and to 
what remains of its Castilian furnaces, used for heating 
minerals in order to allow the extraction of impurities 
(Figure 5). Comprised of an unusual ensemble of three 
pyramidal structures designed for smoke ventilation, 
these furnaces exhibit a morphology that sets them 
apart from their European counterparts, which 
were typically much lower and devoid of pyramidal 
geometry.17 What, then, might have inspired such a 
singular construction? However improbable, could a 
connection be suggested between this trio of towering 
chimneys and the twin chimney of the Palace of Vila de 
Sintra? Could these latter structures have made such a 
lasting impression on King Dom Filipe I that he chose to 

Figure 5: Furnaces of 
the Hacienda Santa 

Brígida in Mineral de 
Pozos, Mexico. Source: 

Tomas Castelazo.
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publicise them at the Spanish court? Although it remains 
mere speculation, it is nonetheless intriguing to read the 
three chimneys of Santa Brígida as a quotation of those 
in Sintra, potentially elevating the original to a status of a 
distant memory.

But if analogy as a design gesture is a powerful tool 
of duplication through the evocation of an original, 
returning to Portugal and to the first decade of the 21st 
century, we find a work whose characteristics raise – this 
time with a greater degree of certainty – the possibility 
that we are facing a double of the twin chimney of the 
Palace of Vila de Sintra: the Casa das Histórias Paula Rego 
museum (Figure 6), in Cascais, designed by architect 
Eduardo Souto de Moura (1952-). According to the 
commission by the Portuguese visual artist Paula Rego 
(1935-2022):

(…) o arquitecto idealizou o edifício, seguindo a 
(...) recomendação de que este fosse um lugar de 
‘histórias e desenhos, divertido, despretensioso, vivo, 
cheio de alegrias e de muitas maldades’. Buscando 
as suas ‘maldades’ nas ‘histórias’ da arquitectura 
portuguesa – por evocação dos palacetes que 
Raul Lino projetou, no início do século XX, entre 
o Estoril, Cascais e Sintra –, Souto Moura propõe 
um edifício compósito, formado pela agregação de 
diferentes volumes térreos, dos quais se destacam 
dois prismas piramidais idênticos. Estes conferem 
uma ‘monumentalidade doméstica’ à Casa das 
Histórias, lembrando a preeminência dos telhados 
e das chaminés das obras evocadas e de outras 
arquitecturas palacianas ou conventuais portuguesas. 
[(…) the architect conceived the building following 
the (...) recommendation that it be a place of ‘stories 
and drawings, fun, unpretentious, lively, full of joys 
and many wickednesses.’ Seeking his ‘wickednesses’ 
in the ‘stories’ of Portuguese architecture – by 
evoking the small palaces that Raul Lino designed 
in the early 20th century between Estoril, Cascais, 
and Sintra – Souto de Moura proposes a composite 
building, formed by the aggregation of different 
single-storey volumes, of which two identical 
pyramidal prisms stand out. These confer a 
‘domestic monumentality’ on the Casa das Histórias, 
recalling the prominence of roofs and chimneys in 
the evoked works and other palatial or conventual 
Portuguese architectures.]18

Figure 6: Casa das 
Histórias Paula Rego 
in Cascais, Portugal,. 
Source: Marta Rocha 

Moreira and Ana Sofia 
Pinto, 2025.

Souto de Moura reinvents the twin chimney of Sintra, 
more faithfully than architect Raul Lino – a constant 
scholar and protector of the Palace of Vila19 – ever 
attempted. In a design act of receiving heritage 
and transforming legacy, he establishes a, not only 
formal but also cultural, line of descent, embracing 
the association of ideas and replacing the original 
function with a mnemonic function, while constructing 
a symbolic continuity through the evocative power of 
architectural forms.

The twin chimney of the Casa das Histórias assumes 
a greater presence as the visual and compositional 
centre of the building, amplifying the proportion of its 
presence within the respective architectural ensemble: 
attracting visitors’ attention and guiding them towards 
the museum entrance, the two grand square pyramids 
stand side by side above the indispensable shop and 
cafe spaces of the museum. Emptied of their smoke 
ventilation function and therefore called chimneys only 
from a formal point of view, these devices directly refer 
to the example of the Palace of Vila de Sintra, recovering 
and resonating the reputation and strength of its image 
and expression, through a refined and contemporary 
reinterpretation.
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Twin Chimney, a Chimney: Two, at Last. 		
One, in the End.

The evolution of food practices brought changes not 
only in the way kitchen space was designed but also in 
the manner of its appropriation. The implementation 
of service à la française20 [service in the French style] 
at the Portuguese court, following what had been 
happening in 17th and 18th-century Europe, was just 
one reflection of the culinary refinement established 
by the Renaissance and widely disseminated through 
works such as Bartolomeo Scappi’s Opera dell’Arte 
del Cucinare21 [The Art of Cooking] (1500-1577) and 
Bartolomeo Sacchi’s, known as Platina, De Honesta 
Voluptate et Valetudine22 [On honest indulgence and 
good health] (1421-1481). 

Throughout the 17th century, especially in noble houses, 
open fire gradually fell into disuse, with roasting of 
meats being increasingly carried out in devices attached 
to walls, sometimes aided by mechanisation. This 
was perhaps one of the most significant evolutions in 
culinary practices in terms of the appropriation of the 
kitchen space, particularly evident in kitchens such as 
that of the Palace of Vila de Sintra, designed around the 
use of open fire, at the centre of its space and beneath 
each of the two chimneys. The design commissioned by 
King Dom João I, while on one hand providing spacious 
and unobstructed areas, on the other hand – given the 
abandonment of the large open flame – it facilitated the 
conversion of uses.

During the second half of the 19th century, when the 
world of culinary practices was still under the influence 
of seminal works such as Cuisine Artistique. Études de 
l’École Moderne [Artistic Cooking. Studies of the Modern 
School] by the French chef Urbain Dubois (1818-1901), 
the twin chimney in the kitchen of the palace of Sintra 
had already lost its sense of unity, justified by the 
common purpose of smoke ventilation in medieval 
times. More refined, the dishes began to be cooked over 
the controlled flame of an iron stove by Serralharia 
Lisbonense [Lisbon Ironworks], which, at the time 
positioned under the central arch23 (Figure 7), could be 
read as a metal curtain that literally divided the space 
in two. On either side, the execution of distinct tasks 
multiplied, already disconnected from the large cones. 
And as if the installation of this stove were not enough 

to indicate a decisive change in the way this space was 
used, in 1895, the kitchen walls were also partially lined 
with tiles.24

In one of its last moments of activity, recorded for 
posterity on the dinner menu of 28 September 1908, the 
two chimneys oversaw the preparation, among a few 
other dishes, of chicken broth, fried stuffed pastries, 
green beans, and caramel pudding.25 Gone were the 
days of walls blackened by the smoke of roasting meat 
on spits and by soot, the smell of melted fat, and the 
noise and dirt brought by those coming in from the 
hunts. What remained was an impeccably clean kitchen 
– as had already been noted by Prince Felix Lichnowsky 
(1814-1848) during his visit to the palace in 184226 – 
where, strictly speaking, the two large cones came to 
serve as an almost incidental backdrop. The unity that 
had prevailed during the Middle Ages was, by this 
time, broken. Despite being twins, the chimneys came 
to oversee distinct and individual operations, neither 
of which was smoke-related. Thus, in place of the 
medieval, unified kitchen, in which the two chimneys 
operated under a common purpose as a unit, a divided 
19th-century kitchen took over, as the chimneys saw 
their function annulled by the evolution of gastronomy 
and cuisine, contributing to their functional disunity.

Figure 7: Plan of the 
Palace of Vila de 

Sintra – main floor, J. A. 
d’Abreu Victal, 1902.

Source:  Arquivo 
Nacional Torre do 
Tombo, Casa Real, 

Plantas, Almoxarifado 
de Sintra, 

pasta 13, no. 323.
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Figure 8: Aerial view 
of the Palace of Vila 
de Sintra, unknown 
date. Source: António 
Passaporte, Arquivo 
Municipal de Lisboa, 
PT/AMLSB/PAS/001243.

The changes in the manner of appropriating this 
space were, however, far from over. A new phase was 
inaugurated in 1910, the year the Portuguese monarchy 
fell. The Palace of Vila de Sintra, until then a house 
animated by culinary practices that produced space 
and domestic meanings, definitively lost its vocation 
as a home. And from the kitchen, now completely 
inoperative, the iron stove was removed, allowing the 
great chamber to regain its original unified expression. 
The steady return of movement and people to the 
Palace of Vila de Sintra would only be achieved at the 
end of the 1930s, when it opened to the public with 
the status of a timid museum-like monument. It is 
unknown whether it was on this occasion that António 
Passaporte (1901-1983) captured an illusory southern 
view of the palace (Figure 8). The total loss of use that, 
by that time, affected the two chimneys may, in the end, 
have reunited them in a kind of induced uselessness, 
captured by the photographer who, in a single click 
of the camera, visually erased a duality that time and 
usage had already undone.

And yet, to this day, the chimneys of the Palace of Vila 
de Sintra remain double, twin, excessive, watchful, 
inspiring. But empty.
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Abstract

In the reflective façades of contemporary architecture, the 
city encounters a seductive reimagining of itself, a mirage that 
participates in the aesthetic, ideological, and spatial production 
of urban identity. Inspired by a trip to Roosevelt Island, the 
paper examines the contemporary urban environment and 
the reflective façades of its architecture as sites of ontological 
doubling where the city simultaneously exists as both material 
reality and virtual simulation. Moving beyond postmodern 
readings of architectural reflection as mere aesthetic device, I 
position these mirrored surfaces as philosophical propositions 
that challenge traditional conceptions of urban space.
Drawing from Giuliana Bruno’s theories of surface materiality 
and Fredric Jameson’s critique of late capitalism’s spatial logic, I 
analyse how reflective architecture creates what I term “urban 
hetero-realities” – spaces that exist at the threshold between 
modernist transparency and postmodern simulation. The 
analysis employs methodological frameworks from film theory 
to examine how these buildings function as cinematic screens 
that capture, distort, and reframe urban narratives.
Two sets of photos demonstrate this phenomenon: [Figures 1-3] 
portray the surreal and layered experience of the traveller using 
the Roosevelt Island Tramway, the encountering of multiple 
reflections, distorted and liquefied, against the surrounding 
buildings as they are suspended midair; [Figures 4-6] portray a 
play of perception in Louis Kahn’s Roosevelt Island Memorial 
revealing fragmented urban narratives and perceptual 
disruptions as part of creating spatial realities.
By examining these architectural experiences through cinematic 
parallels in works like Tati’s Playtime, Coppola’s Lost in 
Translation, and Wachowskis’ The Matrix, the paper argues that 
reflective architecture represents neither modernist utopia nor 
postmodern pastiche but rather a new condition of “reflexive 
urbanity” where buildings function as both participants in and 
observers of the contemporary city destabilising the boundaries 
between real/virtual, present/absent, and subject/object.
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