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Abstract

80, epti The Presence

of the Past”, from a contemporary perspective. That means from two pointS ibroad and testifies to

in time are expressed in projects - or representation of proje alk the line between architecture, sculpture,

scenography, and painting.
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1. The Venice Biennale’s fi
century, post—m
ithi C »

cgsuch as plurality, diversity and the wideness of the vision of the discipline at the time of the exhibition.
ortoghesi was the main curator of the exhibition, seconded by several influential personalities such as
Charles Jencks, Vincent Scully, Christian Norberg-Schulz, and Kenneth Frampton as co-curators, all of them
world leaders in the discipline at the time, and also by Francesco Cellini, Claudio D’Amato, Antonio De Bonis
and Paolo Farina as organizers of the exhibition.

Portoghesi’s words in the official publication of La Biennale di Venezia 1980: La presenza del passato, prima
mostra internazionale di architettura give a clear reading of the disciplinary context at the time of the exhibition:

“with the title of the exhibition The Presence of the Past, we wanted to capture a phenomenon that has its
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prodromes in the 1950s, in the courageous turn given to its research direction by the masters of modern
architecture, but that with a slow and hard-fought pace has continued to develop, turning in recent years into a
radical and definitive effort”. [1] In this way, Portoghesi places the viewer within what he considers to be a
moment of change, pointing out a finish line in the process of crisis of the Modern Movement and considering
post-modern architecture as the synthesis model of this evolution.

However, the Biennale - notably the Strada Novissima exhibition - was not a clear representation of the
concept of the term post-modernism and certainly not of the vast architectural practice of the time. In this regar
Charles Jencks says the exhibition includes “...only one part of the post-modern movement, the hisj
Naturally, Paolo Portoghesi and the committee (...) favored those who conformed with Portoghesi’s 1
The presence of the past and his concerns (for a lost language of architecture). This mean t
modernists were excluded - the metaphysical school, some urbanist - and that the
emphasized”. [2]

In this sense, in the aforementioned book on the exhibition, Portoghesi clarifie

«before» and an «after» in regards to somethj

Portoghesi refers to the concept, established

obsolete notions of architectural lalzu aning in order to create a new language that was fundamentally
connected to its contempor . at the Strada Novissima should rethink a return to that lost past,
to a language forgotten € i ears of orthodox modern architecture production. He affirms that everything

that encompasses 2 ecture “has continued to live on in the minds and memories of men,

scation also by Paolo Portoghesi. Here, Portoghesi expresses that “The main objective was to show how,
t denying modernity, one could move forward by attempting the path of heresy, and what was important to
us was to recover the third dimension of modernity, which in addition to the conclusion of the International Style
included, in my opinion, Expressionism, Art Nouveau and also what would later be christened The Other
Modernity, that of Tessenow and Piacentini”. [3] Compared to his 1980 position, here, the tone is softer. Indeed,
the passing of the years allows for a different reading of the circumstances, using less rupture terms, in the
knowledge that post-modernism did not finally achieve the objectives it set for itself, and after the exhibition, it

gradually faded away to give way to new ways and models of practicing architecture.
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From today’s perspective, there is a twofold reading of the exhibition: one is broad and testifies to the moment of
conflict between an exhausted modern movement and new - and varied - positions that attempt to explore several
disciplinary arguments, of which the exhibition is at least a partial reflection. The other is intrinsic to the exhibition
and has Strada Novissima as its most faithful interpreter. Along its twenty facades, the ideas of those architects
who, according to the curators, are the most representative of this particular moment in time are expressed in

projects that walk the line between architecture, sculpture, scenography, and painting.

2. La presenza del passato and the concept of post-modernism

The first international architecture exhibition at the Biennale di Venezia responds as it should to the
role of having to represent at its best the contemporary situation of architecture and of being t
time where some of the main lines of thought are reflected by those who, in theory, in the best
certain way. This is what Giuseppe Galasso says in his brief introduction to the i ion of the

exhibition: “In proposing these themes for its first architecture event, la Bien itical risk to

ambitions, that it only wishes to offer working tools, oppo

aesthetic and social life”. [1]

pment of this particular architectural period.

Charles Jepgks’ e of the exhibition clearly describe some of the contradictions of the moment. In
the Past, written for DOMUS Magazine on the occasion of the Biennial, he is forced to
begin © g a series of clarifications regarding the concept of post-modernism and the ideas it encompasses:
“There are¥@any misunderstandings concerning post-modernism no doubt caused by the success of the term, and
us, indeed erratic, usage. Possibly, this ambiguity and the success are connected since the vagueness leads
ists and anti-modernists alike to read what they like into the label. (...) For such reason, I used the term in
1975 to cover six departures from modernism - departures from a shared tradition, not a reaction against it. The
ix schools of post-modernism: historicism, neo-vernacular, adhocism, contextualism, metaphorical and
metaphysical architects, and those who develop an ambiguous space - are distinguishable from each other, but

they also have a commonality: they double code their buildings. They are partly modern (because of the tradition
from which they depart) and partly other”. [2]
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In this sense, Jencks shows that the term is not only broad and encompasses different notions, views, and positions
but that it is at the same time a natural continuity of the modern movement (or departures in his own terms), from
where it originates and then declines into a new position in response to the conditions imposed by its
contemporaneity.

The first Biennale ends up being a manifestation and manifesto as a result of years of experimentation since the
crisis of the modern movement, which began to show its first cracks after the Second World War with the TE

X group and then increased throughout the 1960s and 1970s, with heterogeneous manifestations arisin

simultaneously in different parts of the world.
Among them, the most relevant are those developed by Robert Venturi and Denise Scott Brown i

States, along with theoretical developments like the publications of their most relevant books, e

users concerned with other issues related to

has a hybrid aspect (...). Architects can read

double code of meanin

from the inside and

anlied. Man does not identify with quantities but with values that go beyond pure utilitarianism. As art,
cture has always been concerned with such qualities. (...) Consequently, post-modernism demands a
meaningful environment and rejects the functionalist belief that architecture can be reduced to the transcription
into the form of practical, social, and economic conditions”. [1] Thus, once again, it is clear there is a need to
leave the modern movement behind. In this case, as in Portoghesi’s, with a rupture dialectic, almost oppositional,
and in specific contrast to the discourse - perhaps more conciliatory in tone - of Jencks, who still traces a sort of

common thread from post-modernism as a divergence from the modern movement.
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On the other hand, Norberg-Schulz speaks of the various tendencies emphasizing the breadth of the term post-
modernism, and its demand for meaning as a basic need of post-modern architecture to communicate and dialogue
with the surrounding environment, which in Norberg-Schulz’s terms is to be found in the concept of “meaningful

environment”.

The latter is clarified by Portoghesi in his text La fine del proibizionismo when he speaks of the post-modern
condition that arises and, at the same time, responds to the conditions imposed by the present moment. In
sense, he clarifies that architecture responds to this condition in two different ways: one is ideological and has 1
the architects themselves the search for the response to the changes in the context, so it is an intrinsi
the discipline. The other, however, is extrinsic and understands that the response does not arise frdsh architects
but also from all those who are in some way related to architecture.
This double reading, code or meaning of post-modern architecture, accompanies and a e intcigetation of

the leading exhibition of the show, the Strada Novissima.

3. The Strada Novissima

The Strada Novissima, conceived as the central installation of the

were arranged.

The first question that emerges is why the street, or rat

flaneur”. [1]

Once conceived, thg

that this “...does not mean that the choice of invited architects corresponds strictly to a homogeneous
. The sector’s advisory commission, composed of Nino Dardi, Rosario Giuffré, Giuseppe Mazzariol, Udo
Kultermann, and Robert Stern, decided to involve critics such as Vincent Scully, Christian Norberg-Schulz,
harles Jencks, and Kenneth Frampton in the organization of the exhibition, precisely to ensure that the chosen
theme, proposed by the director of the sector, would offer a range of different interpretations, even divergent ones;
also confronted in the preparatory debate and clearly communicated to the visitors of La presenza del passato

through special exhibitions”. [1]
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ig. 1), the result of the participation
of a carefully selected group of architects or architectura of relevance in the European and North

American architectural environment at the m , some of which continue to be relevant figures within the

contemporary architectural debate. This gro e following: Allan Greenberg, Arata Isozaki, Massimo
Scolari, Thomas Gordon Smith, Hans
P. Eroli, F. Genovese, R. Mariottifivl. inj ani, F. Montuori, P. Nicolosi, G. Patrizi, F. Pierluisi, C.

Placidi, E. Rosato), Josef Pa

Tﬁrawing process as a generator of meaning
ada Novissima is, above all, a concept that succeeds in bringing together new ideas by transporting them
along the traditional idea of the street, urbanity, meeting, and everyday life. In other words, from the present in

unity with the past — that is, from what is known and lived on a daily basis — the aim is to rethink the discipline’s
future. The way to carry out this ‘past-present-future’ transition was interpreted and represented through scenic

backdrops that generated original perspective views (Fig. 2).
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Fig. 2. Drawing of perspective perception (author: Emanuela Chiavoni).

The designers who created it tried to give the users an intense sc{sory € ence by creating scenic effects and

highlighting the tactile value of the architecture throug nt materials. In this path, all the different

fagades were articulated, each with a conceptual_critical interpretation; in fact, the various architects' design ideas

alluded to precise cultural references and k tural and urban citations.
The contribution focuses on analyzing som
representations and the redrawing

them. Since the role of drawi

of rhythm and alternation of full and empty spaces. Like puzzle pieces, the fagades have been assembled
according to relationships that are sometimes evident, such as colors, shapes, and geometric rigor, and have been

put together to create ever-changing graphic compositions. [7]
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Fig. 3. Study and chromatic relationships: shades — materials — lights and sha (au manuela Chiavoni).
The Strada Novissima was presented as a three-dimensional ¢ i imi
where the public, in some cases, could also stand in the recesses i des. The sequence of fagades (Fig.

3), each characterized by different materials and colo chromatic continuity that was sometimes

contrasting but strongly characterized the street.

The fagades arranged in the architectural spagfwere similar to a theatrical stage precisely because of the study of
proportions and depth that allowed these sce
out, as previously mentioned, throu graphic

to transmit with the work.

Fig. 4. Summary redrawing and analysis of three fagades (author: Emanuela Chiavoni).
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The architect Massimo Scolari’s fagade (Fig. 4, top) is of great impact because it is set on the centrality of an
opening that simulates a door, a passageway, and connects the background plane identified as the natural
landscape with the foreground represented with the horizontal plane of the ground. This space division between
foreground and background is amalgamated with the sky in a light color to increase depth but interrupted
horizontally with a grey-brown cloud bank. This graphic composition is visually powerful and suggests nume:
references relating to the relationship between nature, sky, earth, landscape and artifice, buildings, artifacts, an

architecture.

Architect Costantino Dardi’s fagcade (Fig. 4, middle) is, perhaps, the lightest from a perceptual p
because it is resolved in a monochrome version on a white background with textures, signs, anGQgap!

esign by

d reSolve the
architectural process between planes, surfaces, structures, space, and depth.

Purini & Termes’ work (Fig. 4, down) communicates a synthesis of the wq group of architects carried

impact is also strong due to its symmetry, centrality, and the g etween the structure created with

several planes and the background articulated between ources and references to architectural orders
and perspective spaces.

The work of Hans Hollein (Fig. 5), one of

-known of the installation, seems simple to interpret at first
sight. It consists of a succession of emblem hich are not only perfectly aligned with the columns
historical evolution of the Doric ¢ eless, on closer inspection, the first -looking from left to right-
is the closest to a faithful re i er, the next is a scaled-down copy of Adolf Loos’s 1922 Chicago
Tribune competition pr rd is interrupted and allows the visitor to enter the exhibition, and finally, there
is a column complg i tation. The interpretations are wide-ranging, and it is possible that all -or

none- are corig ntion is to convey the degradation of an architectural icon over time, with

The graphigomposition is rigorous, harmonious, and structured symmetrically to a central axis that governs the
tiréresentation. The upper part perceptively supports the entire geometric construction; in fact, the five
s hook onto it almost as if suspended. The depiction of the human proportion by means of a silhouette

within the design relates to the majesty of the columns and the entire architecture.
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object, creates an illusory perspective representation. A kind of theatri r pcits up and allows us to

look into an interior that - like Andrea Palladio in the Teatro Olj gsco Borromini in the Spada

inner part.

L

Fig. 6. Redrawing and analysis of Stanley Tigerman’s facade (author: Emanuela Chiavoni).
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Finally, Charles Moore (Fig. 7) -unlike Tigerman- constructs a space with a real perspective, achieved through a
set of arcades that follow one after the other, in a clear allusion to the arcades of the arsenal in Venice, the site of
the exhibition. This interesting composition consists of a graphic play of intersecting arches creating discontinuous
effects. A large round arch, centered in relation to the space dedicated to the project, encloses other arches or
smaller semi-arches with different openings and directions within it. This configuration creates a dyna

moving, never static representation that refers to historical and cultural quotations also linked to the Roman worl
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stitute a narrative, first in an individual mode and then,

es, and tangible and also intangible references, which,

f the present moment in multiple ways.

It is precisely representation that allows us to search for this future, of this moving forward in architecture. Through
representation, Portoghesi in the Biennale can make architecture without actually making it. The Strada Novissima
allows him to test his and the curators' theories on a scale of 1:1 and in the context of an intellectual disciplinary
debate. In this sense, the twenty fagades on display are a physical representation of the ideas of those who share a

contemporary view of architecture and design work.
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Having understood the historical context, the relevance of the exhibition, the reasons for specific choices, and,
above all, the thinking process of its curators, the analysis of the facades allows us to understand what messages
from the past each architect or architectural studios revises, re-elaborates, produces, and presents. Drawing enables
this investigation, analysis, and reflection on tangible and intangible cultural heritage and all the artistic and
architectural expressions shown. It is a form of graphic critical thinking that uses numerous processes of synthesis
and simplification that make it an extraordinarily communicative and immediate language.

The approach of this work, made 40 years after the exhibition’s inauguration, attempts to decipher the messag

intended to be conveyed at that moment in the history of architecture when the debate on the possiblg

a new post-modern language was at its height. Representation was the medium chosen to convey th
the exhibition, and through it, some of the messages that have arrived to the present day ha
prolonging the debate that began in 1980.

Although much remains to be analyzed, it can be said that the first Architectural Bienn amilestone
in the history of recent architecture. It represents a historic moment in creating ulation of a

’ @ h the eyes of different

participants, this event generated debate and created a conversatio, u role of “architecture and the

project that is neither city nor architecture but a representation of both.

characteristics of the contemporary city, among many others. i ibitig, post-modern architecture

6. Author Contributions
Although sharing the same theme, objecti entsand conclusions, chapters 1, 2, and 3 are written by

Agostina Maria Giusto, while chap ritte nuela Chiavoni.
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