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Enrico Bordogna
Zodiac, from Adriano Olivetti to Guido Canella

Abstract

In the summer-autumn of 1988, the publisher Renato Minetto asked Guido
Canella to direct the new series of Olivetti publications called «Zodiac». The
issues, which came out at intervals of six months, were deliberately 21, the
same number as those of the first series which had been published betwe-
en 1957 and 1972. Monographic and miscellaneous numbers alternated
almost equally. In turn, the monographs dealt with typological themes (the-
ater, museum, university, courthouse), or contextual themes (Latin America,
California, Holland), or specific themes such as “That third generation of
Giedion”. All the numbers, monographic or miscellaneous, were introduced
by an editorial of strong theoretical commitment and by one or more histori-
cal-critical essays, followed by a review of projects and architectures of the
protagonists of international contemporary architecture, accompanied by a
generous documentation described by the authors themselves without any
outside comment, with the idea that the works and projects could speak
for themselves, leaving personal judgement up to the reader without any
editorial mediation apart from the choice to publish or not.
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After «Hinterland», personally designed and founded in 1977, «Zodiac»
was the second magazine directed by Guido Canella, substantially “re-
founded” when, in the summer-autumn of 1988, Renato Minetto, a pub-
lisher and long-time friend, asked him to direct this new series of Olivetti
publications. Together with Bruno Alfieri, Minetto had taken it over from
the publisher «Comunitay, acquired previously in 1985 by Mario Formen-
ton’s Mondadori.

This original tie-up with Olivetti was explicitly stated in the colophon
which read as follows: “New series. International architecture magazine
founded in 1957 by Adriano Olivetti. Published twice a year” — bearing the
name, beside that of Bruno Alfieri, of Renzo Zorzi, right-hand man for Ol-
ivetti’s cultural activities, who, after the sudden death of Adriano in 1960,
had taken over the direction of «Comunita» and the eponymous magazine,
and hence also the direction of the last issues of the first series of «Zodiac»
(from no. 18, November 1968). By unanimous desire, but especially on the
part of Canella, Zorzi was asked to chair the Steering Committee, and he
would then invite some of Canella’s closest Italian associates to join — Car-
lo Aymonino, Ignazio Gardella, Aldo Rossi, Gianugo Polesello, Manfredo
Tafuri, and Francesco Dal Co — along with a group of international archi-
tects and historians, especially thanks to the contacts of Tafuri and Dal
Co — Richard Meier, Rafael Moneo, James Stirling, and Kurt W. Forster.
Completing the editorial side of the new series was the name of Massimo
Vignelli — recommended chiefly by Alfieri — the creator of the magazine’s
sober and elegant graphics, with the signal choice

of a cover in a deep saffron yellow, identical for the front and back cover
and uniform from issue to issue, and the layout of the internal pages with
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Fig. 1

Cover of the number 1 of the
new series of «Zodiac», Febru-
ary 1989.

Fig. 2

Cover of the number 1 of «Hin-
terland», December 1977-Janu-
ary 1978, dedicated to Architec-
ture and public commissioning:
a European history.

DOI: 10.1283/fam/issn2039-0491/n43-2018/139

an ordered classical composure.

Tafuri was to leave the Steering Committee for personal reasons in part
linked to disputes over the proposal of Venice as the seat of the Universal
Exposition of 2000 (from issue 4, September 1990), while from issue 5
(March 1991) Lionello Puppi was called to join.

The first five issues came out in a double identical volume, respectively
an Italian version and an English version, while all subsequent ones were
entirely bilingual, with the English text facing.

After the second issue, Minetto took over Alfieri’s share of the magazine,
remaining its only editor and including the magazine in his Abitare Seges-
ta publishing company.

So far only demographic data. But what was the nature of this new series
of «Zodiac»?

In the first issue, after an editorial by Zorzi that recalled the planning inten-
tions explained by Adriano Olivetti in Issue 1 of the first series, Canella, at
the end of a dense editorial, summarized the reasons that persuaded him
to accept to “resurrect this glorious publication™ not a trendy magazine
— “since, also for reasons of age, together with those whom we asked to
help orient it, we will not succeed in building an ideologically or poetically
homogeneous formation” — but, said Canella, the desire to “restore some
history to criticism, today so rambling”, contributing to “making the com-
missioning of works of architecture less precarious and incompetent [...]
increasingly conditioned by an ambiguous public-private relationship”, and
in particular to the need to “privilege the principle of authenticity against
the functional and formal counterfeiting of design [and] entrenching the
international comparison in the context of every typological and figurative
experience,” objectives that were however substantially similar, Canella
added, to Adriano Olivetti’s intentions of thirty years earlier.

Browsing the indexes of the 21 issues in the second series (intentionally the
same number as those of the first series between 1957 and 1972 and they
too published at six-monthly intervals), what stands out is the recurrent
layout of every issue, each about 200 pages, faithful to the policy objec-
tives set out in the re-foundation editorial: monographs and miscellaneous
numbers alternating in nearly equal measure, all introduced by an editorial
with a strong theoretical commitment and by one or more historical-critical
essays, followed by a review of projects and works of architecture from the
main players of contemporary international architecture? accompanied by
generous documentation described by the authors themselves without any
outside comment, with the idea that the works and projects could speak for
themselves, leaving personal judgement up to the reader without any edito-
rial mediation, apart from the choice to publish or not.

The monographic issues were divided in turn: some dedicated to a spe-
cific architectural category (theatre, museum, university, law court), split
organically into editorial, typological analysis essays and achievements
or relevant projects; others dedicated to the relationship between architec-
ture-city and themes of an urban and settlement nature (such as no. 5/1991,
on Who designs the city?, or no. 13/1995, on The spread of the centre); still
others were long contextual monographs, with essays and projects dedicat-
ed to specific “regional” architectural cultures (Latin America, no. 8/1993;
California, no. 11/1994; the Netherlands, no. 18/1998); and finally, others
dedicated to specific individual themes, such as restoration in architecture
(no. 19/1998), architects who had won the Pritzker Prize, from the year
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Fig. 3

Cover of the number 8 of «Zo-
diac», n.s., October 1992, dedi-
cated to the The Latin American
Laboratory.

Fig. 4

Cover of the number 11 of «Zodi-
ac», n.s., March 1994, dedicated
to Architecture in California.
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of its foundation to 1994 (no. 12/1995), the generation of architects born
around 1920 (no. 16/1997), with original writings from Peter Blake, Den-
nis Sharp, Alison Smithson and Bruno Zevi, to contemporary criticism of
architecture (no. 21/1999).

The monographic nature and the sheer bulk of each issue (which was sub-
stantially a book) were in part tied to the six-monthly periodicity, necessar-
ily different from monthly or bi-monthly ones. However, this also corre-
sponded to Canella’s desire to produce a “slow” magazine, remote from the
fashions of the time, anxiety over the latest novelty, or passively reduced to
a repertoire of ready-to-go upgrades.

It is difficult to retrospectively reconstruct the contents of the individual
issues and their editorial processing. One issue of decidedly particular af-
fection was the one devoted to the Laboratorio Latinoamerica, namely, no.
8/1993, compiled for the five-hundredth anniversary of the discovery of
America. An exceptional issue also for its length, over 280 pages, with an
editorial by the Director and five incredibly dense historical-critical essays
(together occupying the first 185 pages of the issue) by Mario Sartor, Juan
Pedro Posani with Alberto Sato (Venezuela), Jorge Francisco Liernur and
Roberto Fernandez (Argentina), Sergio Baroni (Cuban), with joint agree-
ments being made for authors and works to be published as most repre-
sentative of the individual national situations, rising up the continent from
south to north, from Chile to Mexico. This issue had the very definite merit
of bringing to the attention of Italian culture the extraordinary richness, in
terms of composite and diversified traditions, of the architectural situation
in Latin America. Alongside established names such as Oscar Niemeyer,
Carlos Raul Villanueva, Luis Barragan, Rogelio Salmona, Mario Pani and
Enrique del Moral, Eladio Dieste, Amancio Williams, Clorindo Testa, were
lesser known or publicized experiences but of extraordinary vitality and
destined to be widely studied later, namely the Brazilian works of Lina Bo
Bardi, the Cuban art schools of Garatti Gottardi and Porro, or the singular
experience of the Amereida Cooperative of the Open City at Valparaiso,
perhaps the first time this had been presented in an Italian publication. An
issue that indicated, in line with Canella’s intention, the incredibly rich
experience of the Latin American subcontinent as the most convincing
response to the degeneration of International Style and the uncertainties of
contemporary international architecture, yet capable as a whole of provid-
ing useful guidelines and fruitful terms of comparison with current design
research in the West, be it European or North American.

Equally dense were issues 6/1991 and 7/1992 on the Museum and the Uni-
versity respectively, the former introduced by an editorial on “Certain de-
viances from the museum archetype”, and the latter by an editorial on the
“University and the city”’, immediately followed by an almost complemen-
tary essay by Antonio Acuto on the “University and the territory”. To
probe the typological side, the issue on the museum also featured a long
essay by Kurt W. Forster Shrine? Emporium? Theater? Reflections on two
decades of American Museum Building, and a text of critical and poetic
reflection by Robert Venturi From Invention to Conventions in Architec-
ture to accompany the recently completed Sainsbury wing of the National
Gallery in London, probably not yet publicized in Italy at that time. This
issue concluded significantly with the Monument to the Unknown Soldier
in Baghdad realized in 1980-1982 by Marcello D’Olivo, who sadly passed
away just after publication, and was remembered with affection and admi-
ration by Canella as: “one of the most original (and perhaps for this reason
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Fig. 5

Cover of the number 2 of «Zo-
diac», n.s., September 1989,
dedicated to Theatre history and
design.

Fig. 6

Cover of the number 6 of «Zo-
diac», n.s., October 1991, dedi-
cated to Su certain deviations
from museum archetype.

Fig. 7

Cover of the number 7 of «Zodi-
ac», n.s., April 1992, dedicated
to the University and the city.
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neglected) personalities of Italian post-war architecture.”

Among the typological themes, the theatre building certainly occupied
centre stage, not only because it was the subject of a special issue, no.
2/1989, but also because, being a theme of particular affection and study on
the part of Canella, it cropped up several times as the central theme among
the works published during the whole of the second series.

Issue 2, on Theatre stories and projects, with its 223 pages in the Italian
version alone, had two long essays, by Julius Posener (The construction
of the theatre in Berlin from Gilly to Poelzig) and Daniel Rabreau (The
theatre-monument: a century of the “French” style) on theatrical types
between the nineteenth and twentieth century in Germany and in France,
and a “transverse” essay by Canella (Theatres and pseudo theatres), more
directly and operatively focusing on design, drawing on his many years
of study into the “theatrical system”. As suffrage for this historical-criti-
cal section, the project documentation reported on the four projects of the
competition for the Walt Disney Concert Hall in Los Angeles (Hollein,
Bohm, Stirling and Gehry, the winner), the Lighthouse Theatre of Aldo
Rossi and Morris Adjmi on the shores of Lake Toronto, Canella’s project
for a traditional theatre in Taranto to be included in the northern courtyard
of the former City Hall (the project was accompanied by summary images
to recall the many pseudo-theatres made or planned by Canella and ac-
companied by a fascinating diagram of the multi-purpose centre planned
for the former Fiera del Mare area, designed as an outpost of the future
theatrical system of Taranto), but above all devoted ample space to Theo
Crosby’s extraordinary project to reconstruct the Globe theatre in London,
thus completing the issue’s investigations into type, from the theatre to
Italian-style stages, to the “reformed” Franco-German room (from Souf-
flot to Schinkel at Bayreuth’s Wagnerian theatre), to the wholly original
pattern of the Shakespearean theatre, experimentation on the theme by
the modern avant-garde, the opera house and contemporary multi-purpose
halls. Throughout the life of the magazine, Theo Crosby’s project had the
good fortune to be published again, this time after being built, in issue
19/1998, dedicated to the complex theme of preserving and reconstruct-
ing, with a polemical theoretical assay by Paul Marconi on the alleged and
unlikely practice (for the author) of rebuilding “where it was, as it was”,
and reconstruction projects (or expansions) of historic theatres such as the
Globe Theatre in London, La Fenice in Venice by Aldo Rossi, the Liceu in
Barcelona by Ignasi de Sola-Morales, the Palau de la Musica Catalana in
Barcelona by Oscar Tusquets.

It must be said that all the issues, even the miscellancous ones, did re-
flect an explicit critical intent in their specific approach, with respect to
the architectural trends momentarily most in vogue and literature on the
most popular works of architecture. However, the last of the second series
was dedicated monographically to the theme of criticism, perhaps not by
chance, Issue 21/1999 with its editorial by Canella on Architecture crit-
ics after Zevi, and some intense essays by Carlo Olmo, Jean-Louis Co-
hen, Ignasi de Sola-Morales, Stanislaus von Moos, Michela Rosso, Franc-
esco Tentori, all turning, albeit with accents and different points of view,
around the programmatic objective stated in the first issue, of operatively
restoring history to criticism and the project, in an attempt to reinstate a
cognitive basis in an architecture magazine, and not one that was merely
hagiographic or illustrative. The essays were followed, almost in the form
of an affectionate farewell, by works and projects by authors who were
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Per/To James Stirling (1926-1992)

Carlo Aymonino
Manfredo Tafuri

Caro Jim,
quando il tuo angelo (verde la sua camicia) ti ha preso per mano,
una stretta al cuore.
Cos"altro dire al “mondo che abbiamo conosciuto cosi piccolo™, cui
— conla tua lingua —
hai rivolto parole crudeli?
Eironéia. Fra le burle, linganno sulla tua nascita
(caccia e pettegolezzi sono aperti).
Cosi hai rimescolato questa folle eta di mezzo.
Gia troppe parole. La nave. oggetto dei tuoi pensosi sarcasmi,
rimane affidata a pochi
nocchieri severamente privi di rotte — La grande pausa.
Un ultimo, prowvisorio sussurro.

Manfredo
Venezia, 15 settembre 1992

Dear Jim,
and so your angel (green was his gown) took your
hand, our heart’s hand-grasp.
How else address “‘the world we knew so small”,
Jfor which — in your language —
‘our words came cruel?
Eironéia. Amid trammels and trickery
of your birth (the hunt is on, slander walks abroad).
Thus did you stir strife in a transitory age’s insanity.
Too many words already. The ship, your long:seasoned
sarcasm’s target, i still steered
by helmsmen berefi of bearings — The great pause.
One last, provisional whisper.

Manfiedo
Venice, 15 September 1992
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Per/To Aldo Rossi

(3 maggio 19314 settembre 1997)

Ignazio Gardella
Philip Johnson

Carlo Aymonino B C’“W Qo Rl - dum Omno amis

Ao Ross wasane of the gres
hiswork. The e

Ricordo con affetto Aldo Rossi: un caro amico
e un grande architetto.

Ma forse é meglio (e credo che lui preferirebbe)
dire semplicemente che era un architetto (gl
architetti autentici sono pochi), un architetto
che amava profondamente Uarchitettura e che
rifintava le classificazioni di passato, moderno,
postmoderno e cosi via.

Larchitettura di Aldo ¢ certamente una
architettura di oggi, ma ha quella sottile e
misteriosa qualiti. che hanno tutte le vere
architetture per cui nel momento in cui
nascono esse esprimono il proprio tempo
rispondono ad una destinasione d'uso, ma
continuano poi a darci l stesse emozioni
indipendentemente dalla epoca e dall'uso.
Ignazio Gardella

Ifondly recall Aldo Rossi: a dear friend
and a great architect.

But perhaps itis better (1 thin: he would have
agreed) to simple say that he was an architect
(irue architects are few indeed), an architect
who loved architecture deeply and rejected

all the classifications of past, modern,
postmodern, and so on.

Aldo’s architecture is undoubedly an
architecture of today, but it has that subile,
mysterious quality that belongs to all works of
true architecture, that in the moment of teir
creation express their own time and respond to
functional needs, but then go on to give us the
same emotions, independently of their epoch
or their function.

Tgnazio Gardella

Aldo Rossi era uno dei grand. E stato
stroncato all'apic it Fra e pii
recenti, una reali onosco: &
Vedificio ad uffici per Disney, a Cel
Florda, Eglieva maestronela dificle are i
unire classico e moderno, consueto e nuovo.
Meglio di og
colonne imponenti con una disposizione
moderna delle finestrature, monumentaliti. e
regolarita. A Celebration é staia raggiunto con
successo un difficile equilibrio, che riesce a
soddisfare ad un estremo me e all'aliro

i clienti di Disney.

Tutti noi architetti ne sentiremo la mancanza.
Philip Johnson

ebration, in

i aliro era in grado di combinare

Aldo Rossi was one of the greats. He was cut
offjust at the pealk of his work. The latest I am
familiar with is the office building for Disney

at Celebration in Florida. Hewas master of the
difficult art of mixing classical and moder ~
Jfamiliar and new. Better than any he could use
massive columns with modern fenestration,
monumentality with regularity. Celebration is
a difficult but totally successfiul mixture,
pleasing me at one extreme and the Disney
clients at the other.

We architecs shall all miss him

Philip Johnson

Carlo Aymonino, ritratto di Aldo Rossi.

Carlo Aymonino, portrait of Aldo Rossi.

Fig. 8 Fig. 9

Testimony for James Stirling by
Carlo Aymonino and Manfredo
Tafuri, in «Zodiac», n.s., n. 8, Oc-
tober 1992, pp- 4-5.

Testimony for Aldo Rossi by Carlo
Aymonino, Ignazio Gardella and
Philip Johnson, in «Zodiac», n.s.,
n. 18, November 1997, pp- 4-5.
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Fig. 10

Initial pages of the essay by Julius
Posener Theater construction in
Berlin from Gilly to Poelzig, in «Zo-
diac», n.s., n. 2, September 1989,

pp- 6-7.
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Emst Stemn, Schizzo di studio della
scena dei fantasmi per I'Hamlet di
Shakespeare con la regia di Max
Reinhardt al Grosses Schauspielhaus di
Berlino, 1920. (Emst Stern, pitore, fu

| dal 1906 al 1921 direttore di
allestimento dei teatri di Max
Reinhardy).

La costruzione del teatro a Berlino da Gilly a Poelzig*
Julius Posener

Vengono subito alla mente nomi fondamentali: nomi di
teatranti e di architetti. Di questi ultimi parleremo pit
avant. Tra la gente di teatro, un nome pid di ogni altro
resta legato a tutto cid che ai tempi in cui visse era
considerato innovativo: Max Reinhardt; e cid per il semplice
motivo che possedeva la qualita istrionica della
jone. Egli era riuscito a
Pillusionismo della scuola di Meiningen': in luogo degli
addobbi scenici in cartapesta, aveva introdotto un ancor pill
estremo naturalismo — quegli alberi sul palcoscenico che
nella messa in scena del Sogno di una notte di mezza estate
sollevarono molto entusiasmo, ma anche non poche riserve
di gusto —; e a superare Meiningen perfino con un rigido
stlismo arcaicheggiante — in quella messa in scena
dell’Edipo proprio nel circo sul quale, dopo la guerra,
sarebbe sorto il Grosses Schauspielhaus; il suo
““Reinhardts-Schauspielhaus™ —. Egli perd aveva anche
saputo opporre al grandioso del teatro-spettacolo il
Kammertheater (teatro da camera) o, meglio, lo aveva
preteso accanto al teatro-spettacolo, facendo costruire,
proprio accosto all'edificio maggiore el Deutsches
Theather sulla Shumannstrasse, il Kammerspiele per pidce
da camera. Quando pid tardi, nel 1919, poco distante fu
costruito anche il Grosses Schauspielhaus, il “‘grande
impresario” nella sua provincia teatrale veniva a disporre di
questo “Teatro dei cinquemila™, del Deutsches Theater di
media dimensione, nonché dell'intimo Kammerspiele. Cid
che significava avere per le mani uno strumento, un organo
su cui veramente poter suonare secondo qualsiasi registro.

in tutti i sensi

Ovviamente da un punto di vista dell'impianto i tre teatri T R )
risultavano fondamentalmente diversi. Tl Grosses 5

Schauspiclhaus, con proscenio molto ampio e ribalta ben
addentrata nella sala per un diretto contatto con il pubblico,
consentiva di ricreare I'atmosfera del teatro antico dove il
pubblico era disposto ad anfiteatro; anche se la larghezza
del proscenio era regolabile in modo da poter fare del teatro
tradizionale anche in una sala di tali dimensioni. 11
Deutsches Theater era costruito a gallerie sovrapposte, con
palcoscenico “a scatola” prowvisto di boccascena secondo la
concezione in quegli anni dominante. Tl Kammerspiele era

cid che si potrebbe definire un teatro a sala, cioé un
ambiente relativamente stretto ¢ profondo con al fondo una
galleria di limitata capacita: cid che lo differenziava da un
teatro a sala vero e proprio erano i sedili fisi, le cui file
erano leggermente arcuate sul pavimento che saliva
gradualmente verso il fondo’.

Ernst Stern, Schizzo di studio di una
scena per il Danton di Romain
Rolland al Grosses Schauspielhaus di
Berlino, 1920.

Vista della Schumannstrasse con le
Jfacciate del Kammerspiele e del
Deutsches Theater. La facciata di
quest'ultimo é stata ristrutturata nel
1905, durante la direzione di Max
Reinhardt.

Eduard Titz, Deutsches Theater,
Berlino, 1849-50 (ampliamento del
palcoscenico nel 1905): sezione e
pianta a livello della sala.

William Miiller, Kammerspiele,
Berlino, 1906: sezione e pianta a
livello della sala.

Paul Rudolph

1.2.3. Paul Rudolph, Art and Architecture
Building, Yale University, New Haven,
Connecticut, U.S.A., 1958-64.

4. Paul Rudolph. Arthur W. Milam House,
Jacksoncille Beach. St. John’s County. Florida.
U.S.A., 1960-62.

5. Paul Rudolph, Endo Laboratories, Garden
City. Long Iand, New York, US.A.. 1962-64.
6. Paul Rudolph. Graphic Arts Center,

York, US.A., 1967.

TR

£33 R
2.3, Francisco Javier Sdens de Oiz

de 346 viviendas en la M-30, Madrid, Espana,

1996-89.

4. Francisco Javier Siiens de Oiza,

de Aranzazu, Guipozcoa, Esparia, I

5.6. Francisco Javier Scenz de O

de viviendas Torres Blancas, Madrid, Espara,
1961-68.

7. Francisco Javier Siienz de Oiza, Edificio

de oficinas Banco de Bilbao, Madrid. Espaia,

1971-78.

dificio

Fig. 11

Two pages of regesto in the issue
dedicated to the generation of ar-
chitects born around 1920, in «Zo-
diac», n.s., n. 16, November 1996,
pp- 34-35.
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Fig. 12

Guido Canella, Letter of invita-
tion to remember Ernesto N.
Rogers twenty years after his
death, in «Zodiac», n.s., n. 3,
April 1990, p. 14.
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friends of the magazine, published several times during the decennial of
the second series, from Robert Venturi to Clorindo Testa, from Roberto
Gabetti and Aimaro Isola to Gustav Peichl, from Luciano Semerani and
Gigetta Tamaro to Gottfried Bohm, from Carlo Aymonino to Gianugo Po-
lesello: authors, as we can see, impossible to group into “an ideologically
or poetically homogeneous array”,* but grouped and comparable accord-
ing to that discrimination of authenticity which the magazine always tried
to pursue. This “authenticity” was a criterion which, although difficult to
define, did allow, as an example, the publishing in the same miscellaneous
issue (10/1994), alongside the modernist and state-of-the-art architecture
of the Vitra in Weil-am-Rhein (with works by Siza, Zaha Hadid, Tadao
Ando), the Max Reinhardt Haus by Peter Eisenman in Berlin, together
with the works and the figure of the Turkish architect Sedad Eldem (with
writings by Eldem himself, Luciano Semerani, Antonella Gallo, and Suha
Ozkan), and the extraordinary project of Ridolfi and Frankl for the city hall
in Terni, accompanied by a passionate comment by Christoph L. Frommel
of the Biblioteca Hertziana in Rome. Canella dwelt on this criterion in the
editorial policy of the first issue, because of its importance in the plan-
ning of the whole magazine, establishing an unexpected parallel between
seemingly distant personalities like Adriano Olivetti, Piero Gobetti and
Edoardo Persico, which he linked under the sign of that “religious secret”
which all three of these personalities referred to when talking about the
organization of the factory, one on Ford’s entrepreneurial spirit, the others
on the new German architecture at Celle or Frankfurt. And so to conclude
by quoting his long reasoning on this point: “In 1957, he [Adriano Olivetti]
like Persico more than twenty years earlier, did not set out to raise a ques-
tion of conformity either in favour of or against a given expression of mod-
ern architecture, but intended to establish a discriminant factor of authen-
ticity [my italics], as testified by the collection of works gathered in Ivrea
between 1934 and 1959, i.e. as long as he could personally supervise them:
from the linearity of the first to the organic unity of the last interventions
of Figini and Pollini; from the vibrant transparency of Gardella’s canteen
to the constructivist expressionism of Ridolfi’s nursery school. (With our
regret for the only exclusion he insisted on — as Silvia Danesi pointed out:
the multi-function hotel designed by Cesare Cattaneo in 1942)”.° A reflec-
tion to which we might add a reference to Longhi’s “criticism of the eye”,
just as indefinable as the “religious secret” concept or “authenticity” (save
for the formulaic characteristics of rigour, consistency, originality, and the
like), yet clearly indispensable in the difficult task of valorizing works and
authors. So that if, as was observed, and not without some foundation, in
a national newspaper by an almost contemporary colleague, the magazine
was the expression of a group of friends, which is certainly true, in the
sense of a group of personalities bound not by any corporate motive but by
a marked propensity to comparability and above all by the mutual ability
to recognize precisely the value of “authenticity” in research and posi-
tions that were differentiated and also distant from one another, who never
yearned to rise to poetically and ideologically homogeneous trends or to
the coagulation of a generic internationalism.

As has already been said, it is not possible to recall the contents of the in-
dividual issues here. What is obligatory is to at least recall the highly lucid
critical and historical contributions of the personalities who honoured the
magazine with their presence, such as Christof Thoenes (in the unparal-
leled translations of Giuseppe Scattone), Lionello Puppi, Daniel Rabreau,
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Giovanni Testori

Per il completamento del Sacro Monte di San Carlo
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1L L'ultima ione di L L'ultima
S. Carlo, marzo 1964. di San Carlo, March 1964.
&
Caro Guido, Giustizia di Ferrara e I'Assessorato per  appelli le dichiarazioni che allora, ma

ho riletto con commozione i due
interventi di Emesto Rogers per la
passione e Vintelligenza con cui
affronto, allora, problemi che ci
riguardano ancora og

liinterventi el centro storico di Roma.
Nel primo, una “‘casa per esercizi
spirtuali dei Gesuiti” del

secolo poiin

ancora oggi, difesero un centro storico
immaginato e mai conosciuto.)
Cmdo che questa sia stata Uapplicazione

caserma e infine in complesso scolastico

esperienza di progettazione della Torre

Velasca ha contribuito a definire

V'ambito del contendere, chiarendolo

nelle sue implicazioni teoriche e

operative).

Non s far alroche elencarti aleune
in

lo Vimpianto originario, ho
realizzato quanto avevo tentato nel
concorso per il Teatro Paganini a
Parma (del 1954; Uarea & ancora oggi
irrisolta): il nuovo intervento non ha
valore in sé, come “segno”, ma come
occasione concreta per completare una
parte della struttura urbana,

relusione alle esperienss compiite in
questi anni.
Ho detto allora (1957): dopo 33 anni
— la vita di Cristo, quattro in meno di
quella di Raffaello o di Van Gogh — il
tema ¢ identico, a meno di alcuni
ottimismi sulla pianificazione,
soprattutto sulla razionalita delle
diverse scale in cui dovrebbe articolarsi.
Rogers entra subito nel merito: “‘chi,
esercitando quotidianamente
Tarchitettura, ha il compito di porre il
problema del come poter fare piuttosto
che quello del come non fare”.
Ancora oggi siamo costretti a leggere,
con tristezza, delle nostre intenzioni di
“lasciare a ogni costo il segno” (& un
‘peccato mortale? e perché?) di
“indifferenza all’eredita storica”, sino
alla barzelletta che “la parte pit
moderna della citta contemporanea & il
centro antico” (Benevolo, Cederna,
ecc).
Allora: Rogers, da intelligenza anche
 ebraica che era (con la capacita di
“annusare” i possibili progrom, per
fortuna solo culturali), precisa: “sta per
 sorgere una nuova demagogia... che,
con lo sproloquio di articoli, incita
all'inazione in nome di una bellezza cui
non da nessun contenuto, non solo
affinché si perpetui, ma neppure
perché validamente si mantenga”,
(Sembra la campagna di stampa a
Jfavore dell'incredibile piano per il centro
storico di Palermo.)
E quindi con soddisfazione che mi
accorgo oggi, che ho un’etd superiore
alla vita di Emesto, di aver praticato e,
mi auguro, portato avanti anche i suoi
insegnamenti.
Due casi esemplificativi: il Palazzo di
2

utilizzando il nuovo per quelle
destinazioni d’uso che non possono
essere inserite nell’edificio storico (nel
caso specifico le grandi aule delle
udienze), recuperando questo nel suo
aspetto originario mediante un restauro
scientifico.
Un’operazione complessa, “un
linguaggio attuale, inserito come
immagine nella continuita della
tradizione: cioé interamente creato”
dice Rogers. Operazione definita da
Cervellati, sul “Resto del Carlino™,
“Troppi delitti restano impuniti”.
Concetti, o teorie, sviluppati in seguito
nei quattro anni di Assessore al centro
storico di Roma.
Non altro era il programma di
“completamento” del centro storico, in
particolare con la progettazione dei 18
cosi detti “buchi”, ossia delle aree
rimaste incompiute architettonicamente
per demolizioni o sventramenti
interrotti, crolli, programmi lasciati a
metd.
La posizione culturale era chiara:
Uintervento con nuove architetture é
P'unico strumento operativo che ho per
risolvere un problema incompiuto
quando manchino disegni, rilievi,
documenti per una ricostruzione
filologica, il tutto confortato da una
conoscenza materiale della struttura
urbana.
Lasola altemativa era quella da sempre
indicata dal fronte “del non fare”: una
serie di giardinetti o aiuole in nome
della mancanza di verde in centro
storico; altemativa possibile quando i
giardinieri prenderanno il potere... ¢
tutto saré risolto!
(Fanno ridere le vesti stracciate, gli

P del caso per caso inteso
come progetto che di volta in volta
assuma, nella sua definizione formale,
tutti gli elementi in giuoco; come sempre
‘per quei progetti che vogliano
“rappresentare” la soluzione di un
qualsivoglia problema urbano.
“Conservare e costruire sono atti
creativi”; peccato che Emesto Rogers sia
morto cosi presto e nessuno Uabbia
sostituito.
Carlo Aymonino
P.S.
Nel 1960, con i figli piccoli a Milano,
mandavo loro un “giomalino™
illustrato. Nel primo numero ricordavo
loro il giuoco, inventato a Roma,
“questa casa & bella, quest'altra & una
schifezza”; li invitavo a continuare in
Milano, magari con i grattacieli; giuoco
molto pi difficile. Come illustrazione
semplificavo con la Torre Velasca, a
conferma della sua alta riconoscibilita
formale; un attributo non tanto facile o
scontato nella produzione architettonica
italiana di questi decenni, Ciao.
CA.

Fig. 13

Giovanni Testori, Initial pages of the contribution Project for the com-
pletation of the San Carlo Sacro Monte, in «Zodiac», n.s., n. 9, June
1993, pp. 64-65. For that number, Canella had invited some archi-
tects and friends of the newspaper to make some proposals for the
completion of the Sacro Monte di San Carlo in Arona, which remained
unfinished. Testori, then in the hospital, had contributed with a portrait
of San Carlo and some excerpts from his Triumphs. Carlo Aymonino,
Ignazio Gardella, Philip Johnson, Gianugo Polesello, Aldo Rossi and
Luciano Semerani had joined in the invitation of Canella.

Fig. 14

Carlo Aymonino, Testimony for Erne-
sto N. Rogers twenty years after his
death, in «Zodiac», n.s., n. 3, April

1990, pp. 20-21.
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Fig. 15

Cover of the number 21 of «Zo-
diac», the latest in the new se-
ries, December 1999, dedicated
to Architectural criticsm after
Zevi.

Fig. 16

Steering Committee for the setting
of numbers 5 and 6 in the resi-
dence of the Renato Minetto editor
in Sestri Levante, 28-29 July 1990:
we recognize Carlo Aymonino,
Guido Canella, Ignazio Gardella,
Renato Minetto, Renzo Zorzi.
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Julius Posener, Christoph L. Frommel, Marina Waisman, Peter Blake, Den-
nis Sharp, Alison Smithson, Bruno Zevi, George Baird, and many others.
Canella’s editorials on the other hand, merit a quite separate discourse,
in that, placed in sequence, they constitute a magnificent monograph on
architectural criticism and theory, today more necessary than ever, with an
index of the type: Authenticity and falsification, today; Reflecting on func-
tionality and figuration; Architecture critics after Zevi; That “third gener-
ation” of Giedion; and so on, ending with editorial twenty-one (whose col-
lection in a volume, together with those of «Hinterland», the undersigned
already expressed the hope to see some years ago).®

To close this brief overview, and to render in a flash the character of the
second series of «Zodiacy, perhaps an anecdote would serve: a rapid and
sporadic exchange of pleasantries with Vittorio Savi who, at the begin-
ning of the Nineties, after the publishing of the first issues (perhaps two
or three), observed amicably that the new editorial undertaking of Canella
seemed a little snobbish. He knew Canella well and only a few years earlier
had curated a highly appreciated exhibition of his, with Mario Lupano,
at the Palazzina dei Giardini in Modena), the equally amicable retort to
which was, that one might consider «Hinterland» snobbish, but for the new
series of «Zodiacy» it would be more appropriate to qualify it as “elite”, in
its greater interest in and curiosity for diversified researches and poetics.
It would be fascinating to discuss the relationship between «Hinterland»
and «Zodiac», and more specifically the character of «Zodiac» compared
to other more or less contemporary architecture magazines, not only the
bombastic «Domus» and «Casabellay», but also those more to do with re-
search and, so to speak, with known consanguinity, such as «Contros-
pazio» or «Phalarisy, but perhaps some other time.

Notes

' G. Canella, Fondazione e ripresa di una testata, in «Zodiacy, no. 1, first six
months of 1989, pp. 6-10; this and the previous quotes are on p. 10.

2 Ibid., p. 9.

3G. Canella, Su certe devianze dell archetipo museale, in «Zodiac», no. 6, March-
August 1991, p. 10

4See Note 1.

5 G. Canella, see footnote 1, pp. 8-9.

6 See the Preface to the volume by Guido Canella, Architetti italiani nel Novecento,
Christian Marinotti, Milan 2010, pp. 10-11.
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