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ANALOGY

Mobilized expliitly against the scientism not only of modernist functionalism
but also of the remaining positivist design methodologies and operations

research of the 1960s, which sought to arrive at optimal architectural organi-
zations mathematically and avoid the slippery problems of architectural repre-

sentation and translation SHeamgMMARGHteCure 1969 euiteayChiarles
Jencksiand'GeorgelBairdiproposed a preliminary semiotics of architecture

elaborating the basic structuralist insight that buildings are not simply physical

supports but artifacts with meaning—signs dispersed across some larger social

text." The repercussions of this and similar structuralizations of
architecture as critiques of functionalist and positivist dogmas

would prove enormous, extending over the next decade of archi-
tecture theory, and the essays in Meaning in Architecture are but

early examples of what would quickly become a widespread search

for a system of architectural meaning.

But if the structuralist projection into architecture was perhaps
inevitable (structuralism is designed to manage all cultural sys-
tems of signification) and in certain ways already latent in earlier
models of architectural interpretation (those of Emil Kaufmann,
John Summerson, or Rudolf Wittkower, for example), [[EHR0OSH

T eee——

be the scale of architecture’s structure? Is an individual work or
group of works like a language, or is architecture as a whole struc-
tured like a language? The first view has affinities with traditional
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treatments of buildings as organic units whose origins and in-
tentions of formation must be elucidated, whereas the second
view, which the editors of Meaning in Architecture adopt and which
would become the AiSCIPIIAATy MO, shifts the interpretive vo-
cation considerably. No longer is the interpreter’s task to say
what the individual work means (any more than itis the linguist’s
task to render the meanings of individual sentences) ; Fat TRt

ObjEctS o producemEaning) Questions are raised about users’

and readers’ expectations, about how a structure of rules enters

into and directs the design of a work, about how any architectural
“utterance” is a shared one, having been spoken already and

therefore shot through with qualities and values—questions, in
short, about architecture’s public, ideological life. MGFEOVersthe|

George Baird’s essay from thatvolume, “La DimensionAmoureuse
in Architecture,” follows Roland Barthes’s early semiotics to
reveal some basic issues about the structure of architectural
signification. First, if architecture as a whole is like a language
(a specifically encoded grammar, or langue), then the individual
work is a particular instantiation or effect of that generalized lan-
guage (analogous to a speech act, or parole) —the architect cannot
simply assign or take away meaning, and that meaning cannot be
axiomatic.”

_ Rhetoric operates within the structure of

shared expectations and demands a social, dialogical, even erotic

relationship with the reader—Baird’s "amorous dimension.” But
rhetoric is not simply a subjective expression. Its procedures are
inseparable from processes of argument and justification with
respect to the social function of making architectural sense.



The most productive dimension of Baird’s essay (though he
does not take full advantage of it) is his setting of Claude Perrault’s
concepts of positive and arbitrary beauty into active equivalence
with the langue/parole system. For what is achieved in the complex
fraction—positive beauty is to arbitrary beauty as langue is to
parole—should not be understood as a simple simile of architec-
ture as language; nor should it be understood in terms of the more
complex assertion that the individual work of architecture must
be perceived differentially against the network of the architec-

tural system as a whole.

The implication of the complex fraction is that any individual

work of architecture, in 21 S EORREOEIOCENRAAHSE

There is one more important corollary of this machinery.
Though Baird does not mention it, his semiotic fraction is capable
of generating out of its binaries a third term, which might articu-
late the reciprocal exchanges between the discursive network of
architecture as a whole and the individual instances of that system—
akind of synthetic operator between the symbolic system and the
specific architectural signifier. The reemergent notion of archi-
tectural typology attempts to do just that.? The logic of types asserts
that the various elements of architecture are not in themselves
full of meaning: they are not items that have substantial content.
Rather, they are relational forms,

called “mythemes ) Architectenmesyas we might call them, make

up the basic mechanism of architectural thought: the distinctive,

recurring combinations of such elemental units are types, and
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the logic of their organization is typology.

and the reason, I suggest, lies in
type’s mediating position in architecture’s imagination and
symbolization.
A passage from Adorno’s 1965 reflection on functionalism
and architecture will help explain the work of imagination:

Architecture inquires: how can a certain purpose become
space; through which forms, which materials? All factors
relate reciprocally to one another.

maginationbreaks

out of the immanent connections of purpose, towhich

it owes its very existence.’

_ (Einbildungskraft, the work of making

images and schemata) exceeds any empirical demand made on
architecture with a form and an affective force beyond reason or

end, form or function. Consider an example._
is, to a hypothetically originary architectural condition. (At irs

most primitive level architecture has always been seen as a mi-
mesis and an analogue of natural conditions: the accident of a
tree branch falling across two trunks is turned into an entire
system of support and measure; the continuation of a ridge line
becomes a wall marking the territory of a group; the clearing of

a held becomes a city.) AREHEGNREIORHENOEEHONOTGHTEEH







space marked off as distinct—as well as a specific
set of uses or purposes attached to it (hence, for example, a place
of gathering, a place of worship, a commemorative place, a restful

place, Roungefih ). W EREO OB ARSI t0

In order for the purposeful qualities of this analogue to be put
into relation, in order for the qualities to achieve expression, an
autonomous system of organization is required—one that has
internal consistency as well as external effect. Typology is one
such system.

ESs0ciationsy This is where typology begins to trace the contours
of architecture’s desire. For typology’s effort to grasp analytically

the preanalytic and indeterminate conditions of architecture’s
possibility (which is to say, its Other), or, put differently, to give
form to that which brings architecture into being, is analogous to
the desire to assimilate the desire of the Other to oneself: “"Che
vuoi?” (What do you want of me?), architecture asks of its Other,
folding inward to question its own identity, incorporating its own
distance from itself.® Desire is the effort to maintain architecture
as a subject together with that other world which is its surround
and its origin and from which it remains forever apart.

Typology designates the paradoxical point at which architecture,
whose inauguration is instrumentally directed, appears as a
spontaneous, almost natural force (a residue of that originary

_), which is not limited to any particular

historical context since its exemplarity is found across places and
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times. The assertion of the centrality of type is, then, an assertion
of the reality of architectural appearance itself (and not merely
some functional cause behind it)—of the image of architecture
(the work of type is image-ination) as its symbolic identification

“Tounderstand the question of type is to understand the nature of
the architectural object today. It is a question that cannot be

avoided.

It extends life to other objects
by virtue of its specific architectural condition, thereby establish-

ing a chain of related events in which it is possible to find common
7

formal structures.”

Safrate ROSSiS 066 TheArchitechire of thelGil: the clemental

purity and formal logic of his work—its power as appearance,

image, even illusion—are its most immediately apparent qualities;
Rossi himself wrote that “the points specified by Ferdinand de
Saussure for the development of linguistics can be translated
into a program for the development of urban science.”® What has
not been sufficiently understood is how Rossi’s writings, drawings,
and projects depart from and transform basic structuralist insights,
refracting them through his intellectual formation in Marx and
Freud, reorganizing them through his readings of Lukédcs and
Adorno, and folding that mixture through his idiosyncratic poet-
ics, rendering his work considerably more complex than standard
structuralist-semiotic accounts can afford.

For one thing, those accounts assumed a conceptual distinc-
tion between the affirmative construction of meaning on the one
hand and a grimly instrumentalist functionalism on the other, a





functionalism that, if not altogether meaningless, was uncom-
municative and downright unsociable. [ROSSISimoreidialectical
Understandinglofiarchitecture sisystem. however, allowed the
recognition that new architectural events, experiences, and
meanings are constituted not only in the reaffirmation of preex-

isting cultural codes but also by the specific ways that EodEsican
BEmEgaIed™ s pontancously, by the ongoing effects of reification;

programmatically, by changing performative and perceptual

conventions and possibilities;

Equally important is Rossi’s specific conceptualization of
architecture’s structure. According to the standard account, ar-
chitectural structure pertains essentially to the organization of
architectural signifiers among themselves. An architectural type,
then, as I have said, is a kind of mediator imposed between a
substratum of codes, categories, customs, and conventions and
the actual instance of design practice, a mediator through whose
operation an architectural form comes into being as a structured

maerial ooty

n The Architecture of the City, he stages
this as a kind of diachronic and synchronic unification:

In this book we have made use of the historical method
from two different points of view. In the first, the city was
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2.1

Aldo Rossi and Gianni Braghieri, Cemetery of

San Cataldo, Modena, 1971, plan. The Museum
of Modern Art, New York. “The analogy with death
is possible only when dealing with the finished
object, with the end of all things.”

AR
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seen as a material artifact, a man-made object built over
time and retaining the traces of time. . . . Cities become
historical texts. . . . The second point of view sees history

as the study of the actual formation and structure of

wrban artfucts. ITSIEOpIGTER O

[ [rs———

The idea of history as the structure of urban artifacts is
affirmed by the continuities that exist in the deepest
layers of urban structure, where certain fundamental
characteristics that are common to the entire urban
dynamic can be seen. "

The architecture of the city is the crucible of the SoCialImMagis

_among them is the structured plane of

its own system of signification (what others call its deep structure,

langue,or generative grammay).

and a plane activated with a kind of organizing force or potential,
an architecture-galvanic surface ("We can utilize the reference
points of the existing city, placing them on a vast, illuminated
surface: and thereby let architecture participate, little by little, in
the creation of new events”)"" that keeps the whole thing in mo-
tion. But there are others too. At different places in The Architecture
of the City Rossiisolates these various planes—in sections entitled

“Monuments and the Theory of Permanences,” “The Dynamic of

2 e ” e

Urban Elements,” “Processes of Transformation,

and Psychology,” “The Collective Memory,” “The City as Field of

Urban Ecology

Application of Various Forces”; there are more. Typology here
becomes not just a third term so much as a mobile mechanism of



production and analysis that can move through all of these levels.

ableconflation =SSN hat ROSSICAISTHENGIAT hich | capitalize

here to signal its singular, almost mythical, status._

But for Rossi the City is an invisible and absent abstrac-
tion, an autonomous and presuppositional structure, a network
of pure virtuality that nevertheless produces not only form but
also moods, atmospheres, and affections. In his Scientific Autobi-

seraph Rossi refers tothe City a the very possibiliy of joining

which neverthe-

less enables and constrains every possible architectural creation
and can be known through its architectural effects. While the City
cannot be deduced from any single example of architecture, and
every possible analogue of the City is necessarily partial and often
contradictory, there is nevertheless no architecture that is not
determined and legitimated by the City, which is the very struc-
ture of architecture’s tradition. For Rossi the City is something
very like an architectural unconscious—the Other as both em-
bodiment of the social substance and the site of the unconscious.
Inthis regard itis interestingto recall Lacan’s famous quip, “The

best image to sum up the unconscious is Baltimore in the early
”14

morning.
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and material of signification itsclf.

We can learn more about the concept of the City by isolating
two related but different kinds of time operating in Rossi’s pecu-
liar theory of typology, two different temporal logics. First is the
analysis of variance in what might be called the phenomenon of
typological repetition and persistence. Herein lies the importance
of Rossi’s notion of [Permanencesy which tries to account for
the persistence of certain spatial patterns in the urban fabric as
material “signs of the past” as well as the persistence of a city’s
basic plan over vast periods of time and changes in use, even
when monuments or sectors of a city are destroyed just to be
rebuilt exactly as they were. The examples in The Architecture of
the City are many, but Rossi dwells particularly on the large and

complex Palazzo della Ragione in Padua and how it has success-

Another case is the Roman amphitheater
at Nimes, which was transformed first into a fortress and then a
small city of two thousand, with four gates and two churches inside
its original walls. Both are examples of “propelling permanences,”
catalytic elements of the city whose powerful forms remain stable
but whose functional variability contribute to the evolving process
of urbanization and the production of new architectural expe-
riences. There may also be "pathological permanences”—the
Alhambra in Granada is Rossi’s example—that function only as
isolated, unalterable obstructions in the city, restricting rather
than propelling programmatic differentiation."

The correlate of typological persistence is another kind of
chronicity that may be called the BHeTIOTIyOL typology. a logic of
prelusion and process, of coming before. With this terminology
I mean to capture the sense of mimetic folding and refolding of
preexisting forms in Rossi’s often-cited but exceedingly elliptical



illustration of the “analogous city,” which describes the originary
site of architecture’s symbolization:

Toillustrate this concept I gave the example of Canaletto’s
fantasy view of Venice, a capriccio in which Palladio’s
projects for the Ponte di Rialto, the Basilica of Vicenza,
and the Palazzo Chiericati are set next to each other and
described as if the painter were rendering an urban scene
he had actually observed. These three Palladian monu-
ments, none of which are actually in Venice (one is a
project; the other two are in Vicenza), nevertheless consti-
tute an analogous Venice formed of specific elements as-
sociated with the history of both architecture and the city.
The geographical transposition of the monuments within
the painting constitutes a city that we recognize, even
though it is a place of purely architectural references. This
example enabled meto demonstrate how a logical -formal
operation could be translated into a design method and
then into a hypothesis for a theory of architectural design
in which the elements were preestablished and formally

dfnst. bus where the significance that sprung foih ai
T

There is an epistemological claim made in this formulation

insofar as the analogue is at once a means of @ialySisyamethodior
design, and a necessary prior condition for practice. Indeed. as

ameans of knowing, -oncept of analogy has a remarkable

closeness 1o LEViESHaUSS S peRsdeauAageN 'ox LeviEStiausss
complex and multimodal mind also responds to its situation
on many levels simultaneously and ‘BHildSieRtalStFicHiTes|
fheyresembleits In this sense savage thought can be defined as
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2.2

Aldo Rossi, La scuola di Fagnano Olona.
Altre relazioni, 1979, sketch.

Courtesy Fondazione Aldo Rossi.




analogical though."” AFAOEEANHOMEORERENOHANT

iR differences ReSeMmbIEONEANOMER 1 Rossi’s project for the

Modena cemetery (1971), for example, the difference between
the individual tomb and the cemetery as a whole is the same as the
difference between a house and a city, whereas the conic commu-
nal grave and the cubic die that is the sanctuary for the war dead
are similarly analogous to the monuments and permanences of
a city: homologies between systems of difference, isomorphic
diagrams.'® Dimensions are of no importance in analogical
thought since the order of the City is cognitively embedded in
all architectural types of any scale. Rossi speaks of Diocletian’s
Palace at Split, Croatia, as an example: “Split discovered in its
own typological form an entire city, and thus the building came to
refer analogically to the form of a city. This example is evidence
that a single building can be designed by analogy to the city.”"”
Exactly the same analogy is present in Rossi’s own designs, such
as the elementary school at Fagnano Olona (1972—1976)—itself a
small city with hallway-streets, piazza, public rotunda, and mon-
umental steps—and even his drawings of “domestic landscapes,”
which organize cigarette packs, tea pots, and furniture like urban
fragments.”

In this epistemological claim, the anteriority of typology is
entirely consistent with the structuralist attempt to work out a
theory of models constructed on the analogy with language, and
with the presupposition that all thought must be conducted
through and within the limits of an objective field in which
every element occupies a preordained place. In a sense, the
anteriority of types is a fundamentally Kantian conception (as

is much of structuralism’s underpinning).





social experience rather than being determined by them. Typcs

“facilitate an understanding of the world in as much as they re-
semble it” (Lévi-Strauss). It is through this kind of thinking that

we can understand, for example. ROSSHETASGHANORNHATON

_he particular architectural image

of the mound—the analogue—produces the affect of reverence.

Rossi concludes, “The mound six feet long and three feet wide is

an extremely intense and pure architecture precisely because it is

identifiable in the artifact. It is only in the history of architecture

that a separation between the original element and its various

forms occurred. From this separation, which the ancient world

seemingly resolved forever, derives the universally acknowl-
edged character of permanence of those first forms.”*

But if there is an elective affinity between the language of type
and the social world, there is also an opacity, an unbridgeable gap
revealed in type’s analogical work. Think of the different same-
ness of the cube in Rossi’s Cuneo, Modena, and Teatro del Mondo
projects, or the repetitive walls of Modena’s ossuaries, the same
type as the wall of apartments in the Gallaratese. Think of the way
these figures open to a singularity and a difference that cannot be
subsumed within the rule of representation. Rossi recounts an
exchange between Freud and Carl Jung, in which the later explains
that ™'
the outside world in the form of discourse. ‘Analogical’ thought

logical’ thought is what is expressed in words directed to

is sensed yet unreal, imagined yet silent; it is not a discourse but
rather a mediation on theses of the past, an interior monologue.





23 A
type, logical and analogical at the same time, perpetually excludes
what it seeks to possess,_
_his alone explains why Rossi’s work, in
all its dismaying aesthetic impoverishment, compels commenta-
tors to declare that it produces memories. Rossi himself insists
as much in his elaboration on the above quotation: “I believe I
have found in this definition [of analogy] a different sense of his-
tory conceived not simply as fact but rather as a series of things,
of affective objects to be used by the memory or in design.”* The
radical lack at the heart of desire is scanned as “memory” by the
mind habituated to language.

type is cataphoric

and anaphoric, pointing backward and forward at the same time.
But typology’s schematization cannot gather up all that is the City;
the system of types may claim to be the epistemological infra-
structure but not the ontological ground of architecture. What is
anterior to all typology, then, is simply the dialectical fact that
architecture constitutes itself in relation to what is not architec-
ture. For its autonomy, in other words, architecture requires
something heteronomous. According to Rossi, that something is
the social itself. Of course, all of architecture emerges from a
historical and social context, but Rossi’s formulation is more
particular.

BSATEEoTds Perhaps the laws of the city are exactly like those that
regulate the life and destiny of individual men. Every biography

has its own interest, even though it is circumscribed by birth and
death. Certainly the architecture of the city, the human thing par
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excellence, is the physical sign of this biography, beyond the

meanings and feelings with which we recognize it. % Rossi makes

asimilar point elsewhere:

The City contains social relations within its structure, but
unconsciously, so to speak (the unconscious is the “discourse
of the Other”), while at the same time positing an ideal regula-
tory set of relationships that exceeds any origin. And typological
practice takes as its privileged object just the social, economic,
and psychological forms that organize urban life at all of its
levels and against which individual architectural proposals take
place and become comprehensible. The type is thus a doubled

thing. The City is a palimpsest of the marks left by the events of

human history, a “biographical” diagram. [IHEICiySHactSIa Ers]

-Thus typology is, first, a record, a trace, a presentation of
those marks of events that allows them to be most fully experienced
and comprehended, rendering thinkable situations otherwise
given only in affective terms. And the City can be thought of as
the medium or matrix in which particular types are suspended
and vehiculated. Second, it is the instrument—the “apparatus,”
Rossi calls it—that analyzes and operates on this medium and
material of any city’s history.

Such an argument presupposes that the architectural
artifact is conceived as a structure and that this structure
is revealed and can be recognized in the artifact itself. As
a constant, this principle, which we can call the typical
element, or simply the type, is to be found in all architec-



tural artifacts. It is also then a cultural element and as
such can beinvestigated in different architectural artifacts;
typology becomes in this way the analytical moment of
architecture, and it becomes readily identifiable at the
level of urban artifacts.”

If we now take the epistemological and ontological claims
together, we can further understand typology as nothing less
than a study of superstructures, understood as involving mental
processes as well as cultural products. And if we ask again about
the operations by which such ideational and cultural materials
might be linked up with sociomaterial reality, then an architec-
tural type reveals itself as an intermediary object between thought
and reality, “a structure that is revealed and made knowledgeable
through the fact itself.””® As immanent analysis of City, the logic
of types is dedicated to a full engagement with reality’s tones,
textures, and rhythms, as much as its formal elements and syntaxes.
As representational apparatus, an architectural type transmits
the contours and movements of an otherwise remote and inex-
pressible historical reality and presents them for analysis.

But it is important to insist here
that, different from substantive theories of meaning or structure,

e is most likely responding in the passage to
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nwhich he admonishes that interpretation
“may not focus directly on the so-called social perspective or the
social interests of the works or their authors

not part

of their own form, can legitimate a determination [Entscheidung]
of what their substance, that which has entered into their poetry,
represents in social terms.”® For Rossi, it seems that what was
an external line of impingement between superstructural and
ideational phenomena such as architecture and the material
substance of the base becomes in the City an internal distinction,
perhaps like Adorno’s microanalysis; for the City carries within
itself both superstructure and infrastructure, both culture and
history, both process and raw material. In his foundational study
of Rossi, Moneo put this succinctly in terms of the autonomy of
architecture in the city: *

Our discussion of the anteriority of type as a temporal logic
now turns back on and complicates the corollary phenomenon
of typological persistence. For the enabling, organizing, archi-
tecturally identifying force of the City is anterior to and deter-
minate of all architecture—the necessary condition and prelude
to all practice—and the objects and events produced out of the
City’s conditions of possibility trace the latent or repressed reality
of this Symbolic order, reoriginating its forms in new situations
wrested free from the City’s necessity. But the objects and events,
the types, thus produced then return their forms (cognitive struc-
tures that mimic the social) to the City’s matrix and persist in



surroundings utterly alien to them—analogues of a single, unfin-
ished architectural narrative, a great collective story whose end,
for Rossi, is as impossible to achieve as its process is necessary
to perform: hence his relentless repetition and substitution of
types. “Now it seems to me that everything has already been seen;

when I design I repeat, and in the observation of things there is

also the observation of memory. I design my projects with a dis-
crete sense of affection for each one but I reduce them to things

that surround me; country houses, smoke stacks, monuments

and objects, as if everything arose from and was founded in time;

in this beginnings and endings are confounded.”**

Critics of Rossi have often detected in his ceaseless repetitions
of images anostalgia for alostideal order or perhaps even a mourn-
ing for thatloss.*® What is more, the defining characteristics of his
projects—extreme ambiguities of scale; juxtapositions of incom-
mensurable objects seemingly forced by the architect into some
silent, secret dialogue; the sense of separateness and fixity radi-
ated by the elemental objects in metaphysical cityscapes, lit by a
light that seems to consume all substance—all these should be
read as results of the radical unavailability of the City’s Symbolic
order to the individual types that desire to posses it. The types
persist, torn from themselves, because of this lack; desire itself
persists because of this lack.

The phenomenon of persistence must therefore be read as an
ambiguous or paradoxical logic—not just of enduring after a
beginning (a physical form being newly occupied and experi-
enced beyond its original usefulness and contextual integrity)
but also of persisting after an end, the survival of form beyond
what should have been its point of exhaustion. Think of the li-
brary rotunda of the elementary school at Fagnano Olona and
especially of the black-and-white photographs that are always its
privileged presentation. To become a library, the rotunda must
negate its origins as baptistery or theater. But Rossi rejects these
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Aldo Rossi, untitled, 1983, sketch.
Courtesy Fondazione Aldo Rossi.
The plans in the sketch are of the
school at Fagnano Olona and the
cemetery at Modena.



handed-down meanings with a formal reduction and negation so
radical that it appears not simply to transform the rotunda type
from one use to another but to elevate meaninglessness itself in
place of meaning, and absence and lack in place of presence.
Moneo comments on the resultant formal-temporal confusion of
the school: "Do not the schoolchildren of Fagnano Olona look
like the inhabitants of a world not their own? The children inhabit
a time that already alludes more to what will become their own
past than to the present arrested by the photograph.™*

In Rossi’s highly reflexive relation to the crisis of meaning
announced by Baird, Jencks, and others, meaning inheres in the
negation of meaning and the negation of meaning takes shape as
afragmentation and evacuation of form, leaving persistent images
that Rossi’s critics have found haunted, silent, nonidentical, and
disturbing. Many have tried to assuage this atmospheric untime-
liness with references to the oneiric realism of De Chirico and
the neue Sachlichkeit. Others have pointed out that, rather than
merely picking out formal similarities that existed antecedently,
Rossi’s constructions in fact create anew and sometimes even
confuse the very typological analogies on which they claim to de-
pend. Alan Colquhoun once remarked that Fagnano Olona was
not based on anything in architecture’s formal history but had
rather constituted “a pure type that has notyet entered the history
of which itis a model.”® And Anthony Vidler invites us, somewhat
ominously, to consider another example, Rossi’s Trieste City
Hall project, in light of associated implications characteristic of
its type, which is that of a late-eighteenth-century prison: “The
dialecticis clear as a fable: the society that understands the refer-
ence to prison will still have need of the reminder, while at the
very point the image finally loses all meaning, the society will
either have become entirely prison, or, perhaps, its opposite.”
In every case, even in these brief comments, there hovers over
the work a dreadful sense of an architecture out of time—remain-
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ing, lingering, living on after its legitimacy and rightfulness have
passed. Wilhelm Worringer long ago associated abstraction with

“an immense spiritual dread of space.”” Rossi’s work is figural
on the other side of abstraction and induces a dread that seems
to extend not only to space but also to time.

No one has grasped the radical anachronicity of Rossi’s work
better than Peter Eisenman. In an essay entitled "The House of
the Dead as the City of Survival,” Eisenman weaves a historicist-
psychoanalytic interpretation of a suite of drawings by Rossi that
Eisenman refers to as Citta Analoga. He first gives a concise
summation of the analogue’s relation to history—"In one sense,
the analogue uses history, that is, what is existing, to order what
will be new. At the same time it is ahistorical in that it cuts off
the formative stages of the process. In its denial of historical
generation it replicates the present condition of history (without
its history) "—and then anchors the historicity of the ahistorical,
if you will, precisely in the historical moment of the 1970s.

Rossi’s “rationalism” conjoins the post-1945 condition of
man. And to characterize his images as "neo-classical”
or "rationalist” in the traditional sense is to ignore this
conjunction. For their special rationality, which consists
in the combination of logic—the conscious—with the

analogic—the shadow—is not necessarily to be found in

their conscious imagery. |ROSSUSICONSCIOUSTIGZES eriSt|
e S EaGRHGEER, I s their invrin-
sic, often unconscious content which confronts the more
problematic and perhaps fundamental reality of the ex-
trinsic cultural condition today.

In articulating the constitutive absence (the shadow, the un-
conscious) of the City, Eisenman is characteristically mining the
Hegelian insight that each artwork is symbol and sole inhabitant



of a world that is nonetheless implied by the very achieved sin-
gularity of the artwork’s existence. Hence the alienation of work
like Rossi’s. For the artwork is the dislocated, displaced, and
singular example of a world that cannot otherwise bring itself
into existence more completely and must remain largely absent

and incomplete.

_he new cannot appear as such in Rossi’s work;

it can appear only as an unrepresentable negative totality, the
comprehension of which must take the form of Adorno’s micro-
logical analysis of architectural fragments and ruins.*’

FiGIocaustart thesis —that after Auschwitz there can be no before

Auschwitz. Our encounter with art is on the ground of a trauma

and an impasse so extreme that it leaves no space for meaningful
resolution. The conviction of Eisenman’s writing, which defies

paraphrase, warrants quoting at length:

The events of 1945, the full comprehension of the meaning
of the Holocaust and atomic destruction, have changed
the bases on which life can be lived. For man faced with a
choice between imminent or eventual mass death, hero-
ism, whether individual or collective, is untenable: only
survival remains possible. The problem is now of choosing
between an anachronistic continuance of hope and an
acceptance of the bare conditions of survival. AfdRuhen)
The
condition of man which formerly contained this alter-
native has ended, and the continuous “narrative” of the
progress of Western cigilization has been broken.*’
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According to Eisenman, the end is already behind us and archi-
tecture is always already surviving its own death, a testimony to
its own anachronicity. As a survivor, architecture is condemned
to afterlife and aftermath, implying both the post-finitum as well
as the fatal repetition compulsion (which we consider shortly).
Perhaps Eisenman’s concluding paragraph is not too hyperbolic.
Rossi’s "is an architecture which confronts the reality of the

HOtHIMgN They simply ask, however anxiously, for the existence

of a choice between life as survival, and death.”*! Had Eisenman

known Adorno’s famous formulation of the logic of living on after
the end, he surely would have appropriated it for architecture:
“Philosophy, which once seemed obsolete, lives on because the
moment to realize it was missed.”*
Eisenman’s reading of Rossi’s analogous architecture brings

us to the brink where the architectural Imaginary is disrupted by

an ntrusion of e e,
IS, . yt t this brink we are

also able to ask the question, [Wiiatithentisiarchitecture siReal?|
and to answer with one powerful word: History. For the Cily,

architecture’s symbolic mandate, its necessity, is not some content
but rather the inexorable form of human events, the outcome of

2 vast human process. TSRO EGMAOHGRETH
Historicalnecessityl And while form grants architecture a certain

freedom, History enforces its reinscription in the fated repetition
of the same. Whence come the numerous negations that every
critic of Rossi has stumbled on: ruins, abandonments, destruc-
tions, dissolutions, an entire canon of negativity, the importance
of which will be, above all, not a declaration of architecture’s end
but of the kernel of History installed at its core. So it is not the
case that the anteriority of type is a beginning that has the endur-



ance of types as its end but rather that both have been shifted
from states to processes that operate together as modes of delay.

fobeknownandexperienceds | f such a process leads to necessary

failure, then that is in no way the result of technical inadequacy.
Rather, it comes from the structural impossibility of succeeding
in the task thus faced—a truth to the historical demands of the
material—a task that must nevertheless be undertaken.
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