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MARCO FRASCARI ] _ : ecture notes: “Whatever the air spaces, areas and dimensions involved, it is the

udy and good execution of details which confirm architectural “The
THE TELL-THE-TALE DETAIL e e

details are the possibilities of innovation and invention, and it is through
architects can give harmony to the most uncommon and difficult or disorder-
nment generated by a culture.” The notion that architecture is a result of the res-
iubsﬁmdon,anddaignufdmihhasalwa}xbemalatmtmnoeptinamhim’
(hat is to say, there is truth in the classical commonplace of architectural criti-
hat might have been great architecture if only somebody had worked out the
Caraﬁﬂdcm!mgtsdlemosnmpomnunsﬁnavmdmgbuﬂdmgﬁﬂum,un
sions of the architectural profession—the ethical and the aesthetic. The art of
really the joining of materials, clements, components, and building parts in a
and aesthetic manner. The complexity of this art of joining is such thar a detail
g satisfactorily in one building may fail in another for very subtle reasons.?
discussion of the role of detail in the architectural process of signification will
d in two parts. These inquiries analyze the understanding of the role of the
thin two different but mtcrlodﬂngrcalms,thc:heomczlandthccmpirich

s panisammhformundersmudmgof:hcmnmptofd:m]smdlﬂbrcnt
;rduncctural production. The result of this inquiry is the conceptual identifica-
e detail with the making of the joint and the recognition that details themselves
s order on the whole through their own order. Consequently, the understand-
‘execution of details constitute the basic process by which the architectural prac-
theories should be developed.

The architectural community has traditionally ascribed the maxim “God
detail” to Mies van der Rohe.' The German version of the adage, Der liebe
Detail, perhaps the original source of Mies’s maxim, was used by Aby W
cate the foundation of the iconographical method for researching in art hi
French version has been attributed to Gustave Flaubert, and in this case the Mdpﬁﬂlsmam]ymofﬂmardﬁmd&dn&zrpa(moé—lm],a
cates 2 manner of literary production.” The common denominator in itect. In Scarpa’s architecture, as Louis Kahn pointed out, “detail is the adora-
forms and uses indicates that the detail expresses the process of signification; ”Th“fd’imllpmduﬂdonﬂfﬂﬁsﬁd{iminwﬂdlﬂlcadomﬁmof
attaching of meanings to man-produced objects. The details are then the of joints is almost obsessive, allows an empirical interpretation of the role of
knowledge is of an order in which the mind finds its own working, that is, ﬁemofﬂguﬁ?nm.mmdnpud?ndlydcﬁmbkmodcsofmm-
The aim of this paper is to indicate the role of details as generators, a "mﬂmmng-lnSmrfnsworksdlcrdmndnpsbmduwbokmddmpm
tionally ascribed to the plan, and to show that technology, with its double-face c nshlpsbcmmgahmanshlpanddraﬁsmamhpalhwadlmsubsmnu-
as “techné of logos” and “logos of techné™ is the basis for the understanding of vore vili of the identity of the processes of perception and production, that is,
details. That is to say the “construction” and the “construing” of architec the construction with the construing in the making and use of details.
the detail. Elusive in a traditional dimensional definition, the architectural aries define “detail” as a small part in relation to a larger whole. In architec-
defined as the union of construction, the result of the logos of rechné, with definition is contradictory, if not meaningless. A column is a detail as well as it
the result of the techné of logos. : hole, and a whole classical round temple is sometimes a detail, when it is a
Details are much more than subordinate elements; they can be regarded: _d:etopofadomc.lnuchmcmmlhmmrc,oolumnsandmpm]smdassk
imal units of signification in the architectural production of meanings. These t bUtmm_MMngdm Thnpn?blcmofscalc_and
been singled out in spatial cells or in elements of composition, in modules mthosc dﬂﬁlﬁmﬂﬂﬂs and.d:le l‘cf.-'lﬂﬂllshtp bctwmnacdlmlasandedtﬁoes
sures, in the alternating of void and solid, or in the relationship between in iumryd:ﬁ:nuonusdmmﬂd{mﬂﬂ?tymnm?mbﬁewobmvtc
side.’ The suggestion that the detail is the minimal unit of production is : clmtdeﬁ.nedasd;ctaﬂlsahﬁaysapmhﬂmlsanbc"mamn.
because of the double-faced role of technology, which unifies the rangible ‘as in the case of a capital, which is the connection between a column shaft and
gible of architecture. As Jean Labatut, a French Beaux-Arts-trained Pri or they can be “formal joints,” as in the case of a porch, which is the con-
veen an interior and an exterior space. Details are then a direct result of the
ofﬁmu&onsinard:itccrure.Thqrm&ncmediaueoermedjatcapgcs-
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physical representation is in the facade of Palazzo Rucellai, designed by Alberti in
Florence. Although the fagade is incomplete and its incompleteness is clearly shown, the

detailed architecture is complete, and nothing can be added or subtracted for the worse. :
The grooves of the joints of the stone slabs composing the thick veneer of the Florentine " §
schiacciato (representing the post and beam structure of the three superimposed classical |
Orders, related with arched windows and infilling walls) are the solution of the mathe- |
matical problem set by the relationships existing among the parts of the fagade. In many
cases the joints are not real ones, and the shapes of the stones are not as regular as they °
appear; fake grooves were carved in the stone to make the detailed architecture complete

and to offer at the same time its own proof.

Alberti’s search for “Beauty” is the setting of a precise relationship between the detail -'
and the attached meaning. Beauty is the result of the process of signification, and concin-
nity is the process for achieving it. Concinnity is the correspondence of three basic }

requirements: 1) Number, 2) Finishing, 3) Collocation.*

Number is a system of calculation. “The technique of calculation is part of the |
technique of house building.™ Numbers in this way are tools for giving meaning. In 3
architecture there are elements, and, in order to build, it is necessary to draw numerical
correlation among them. In a triforium, three arches are correlated to four columns to
make a serliana. The proof is in the details, and it is expressed in terms of mouldings,
capitals, bases, and keystone. “Numerology,” then, is for Alberti a technique for the ¢
selection of figures, thereby signalling that the details are related to memorable shapes

such as the human body or cosmological figures.™

Finishing is a mathematical procedure for the definition of the dimensions of the §
directions in which the space of architectural objects is articulated. The edges of the tri- §
dimensional bodies of architecture are defined by a system of proportions. Proportion or §
“analogy” is the use of relations in 2 measurement.” An analogical system is a set of §
norms for the creation and combination of details. A basic measure, or module, is the §
norm from which all the lengths, widths, and heights are derived, and any single detail ¢
is measured after it. Then all the parts of the building will stand to each other in a direct
and intelligible relationship. This relationship stands even when its form does not yet .

have a verbalized expression.

Collocation is the composing by place, that is, the functional placement of the &
derails. The function in this case not only is limited to the practical and structural =
dimensions bur it embodies, as well, historical and aesthetic dimensions.”* The placing

of details, then, is deeply related to the other two requirements: numbers and analogies.

The detail in this manner is not defined by scale, but, rather, the scale is the tool for

controlling ir.

The geometrical and mathematical construction of the architectural detail is in no 3
sense a technical question. The matter should be regarded as falling within the philo- -
sophical problem of the foundation of architecture or geometry, and ultimately within 3

the theories of perception.

The processes of designing, ordering materials, and building a house are techniques

in the same way geometry is a technique by which the designer, the builder, and the user

of 2 house transform the appropriate sign with a view to predicting the occurrence of cer-

tain events. This technique (geometry) provides us with a structure for describing the

' hl-lﬂt“'brid,amnnepmalfmmcworkiumwhichthcdesigne:,dubuﬂdﬂ,mdﬂmm

mnﬁtﬂ)ﬁrmpida]:xpeﬂm.Gwmmshmhawmdﬁdwashape&ommﬂlu

- shape by transformation.

In this guise geometry does not state facts, but gives us the forms in which to state

p facts. It.pmidﬁ us with a linguistic or conceptual structure for the construction and the
mngofabmﬂing.Thcgmmeuialmmcmbodithhcarchimrd
. details do not state facts but rather provide a structure for stating facts within a “scale.”
'Theyg'wusamyofmakiugmmpaﬁsonsthatmmingﬁdlyrdatevisualty i

3 . . - Fmd
2 an:h:tecmml details. The notion of the individually perceived details can be illustrated
with the phenomenon of “indirect vision” as explained by Hermann von Helmholtz:

Thcqtrq;mxsanopdqlinmummtofzmyhlgcﬁddofvisiun, but only a small
mynmmfymnﬁnndpanofchztﬁddofﬁsionpmducmd&:imagu.hwhokﬁdd
mnespondsmadmwinginwhichdummimpommpmtoﬁhewbokismmfuﬂym—
duedbmtbcmnoudiugismudyﬂmndrd,andskctd:edd:emmmghlyduﬁn-
ther it is removed from the main object. Thanks to the mobility of the eye, however, it
is possible to examine carefully every point of the visual field in succession,*

Helmholtz's research on visual perception persuaded him that sensory stimuli only

E supply signs of the presence of architecture, but do not give us an adequate understand-
- ing of it. Such signs, that is, the details, acquire a meaning by virtue of which they
. become a vehicle of knowledge through a long process of association and comparison
and through a set of geometric relationships.*

The geometrical relationships embodied in the details in a built environment as well

, 3 in a natural environment set the understanding of the large field of vision. The geo-
 merrical relationship or proposition at the base of the compound pier of the High Gothic
 architecture expresses in itself every feature of the imposed superstructure. Such rela-
. tionships are the results of the transformation in stone of the second requirement of
 Scholastic writing, of an “arrangement according to a system of homologous parts and
pamofparts.”z?Thcdcmﬂsinthismwhﬂeﬁ:rmi.ngani.ud.ivisiblewhult,mindi-
vidually perceived and understood.

The problem of perception of details within the sphere of architectural appropria-

E tion is stated by Walter Benjamin:

Bnild.inparcappmpﬁamdinatwofoldmambyusemdhypctupdoncrmﬂmrby
toul:.h and sight.... Tactile appropriation is accomplished not so much by artention as by
habit. As regards architecture, habit determines to a large extent even optical reception.™

Thisisauunpiﬁcaldnmrythnregzrdsaﬂperceptionofspamasd:pendiugupon

conventions and takes not only qualities, but even details as nothing more than signs,

the meanings of which are learned only by experience. These conventions are the basis

f for architecture understood as existence, form, and location of external objects. These
t Helmholtz calls perceptions.™ Perceptions are the ideas or signs of objects resulting from
¢ an interpretation of sensations that is carried out by processes of unconscious geometri-
| cal inference. The placing of details has a key role in these processes of inference. The



visual sensations guided by the tactile sensations are the generator of the geometrical

propositions. In architecture, feeling a handrail, walking up steps or between walls, 1
turning a cornes, and noting the sitting of a beam in a wall, are coordinated elements of |
visual and tactile sensations. The location of those details gives birth to the conventions |

that tie a meaning to a perception. The conception of the architectural space achieved in
this way is the result of the association of the visual images of details, gained through the
phenomenon of indirect vision, with the geometrical proposition embodied in forms,
dimensions, and location, developed by touching and by walking through buildings.

The art of detail is in its most sophisticated and learned form in the work of Carlo
Scarpa. An analysis of the concept of detail in Scarpa’s architecture can best be begun
with the words of Louis Kahn:

In the work of Carlo Scarpa

Beauty

the first sense

Art

the first word

then wonder

then the inner realization of Form

the sense of wholeness of inseparable elements.
Design consults Nature

to give presence to the elements.

A work of art makes manifest

the wholeness of Form of the
symphony of the selected shapes

of the elements. In the elements

the joint inspires ornament, its
celebration.

The detail is the adoration of Nature.>

The “adoration of the joint,” in Scarpa’s architecture, is a perfect realization of Alberti’s
concinnity. Each detail tells us the story of its making, of its placing, and of its dimen-
sioning. The selection of the appropriate details is the result of singling out its function-
al roles. The details of Scarpa’s architecture solve not only practical functions, bur also
historical, social, and individual functions.*

Scarpas architecture can be generically classified as the merging of the principles of
the organic architecture as expressed by Frank Lloyd Wright with a learned distilling of
Veneto craftsmanship with a blend modern and ancient technologies. However, the def-
inition is inadequate; whereas Scarpa’s understanding of Wright's architecture was pas-
sive, based on an appreciation of photographs and drawings, his understanding of
Veneto craftsmanship was active, based on his daily working and dealing with the stone-
cutters, masons, carpenters, glassmakers, and smiths of Venice. The result is a modem
architecture that is more than rational structures and functional spaces. The teaching of
functionalism is present in Scarpa’s work, but the functionality is mediated by the search
for representation and expression through the making. Scarpa’s architecture stands

-_ zga.instduba:cstmcrmoflogic;itsuudsforthcunionofmmdwrba,thatis,ﬁ:rthc
| union of representation and function. This concept rules Scarpa’s architecture from

structure to expression. In his architectural objects the techné of the logos, the construing,
bwomcsthemmnerofproducﬁonofsignsd:umthcdcmih.ﬂcbgusofﬁcm
the constructing, which results from the expression of Veneto craftsmanship, becomes
the dialectical counterpart in the generation of the details as signs. Scarpa’s buildings
shawindeedamnsmntsa:dmbmtheacma]form(l:l:mbuiitonc],andthcvir—
tual form (the perceived one). The constant manipulation of the discrepancies between
virtual and actual forms is the method used for achieving expression. “In architecture,”
Scarpa once said, “there is no such thing as a good idea. There is only expression.™

ThcanalysisofSarpa’sdetaj]mnbencisﬁauri]ymamgedﬁmmﬂynnlybyamn-
tinuous comparison between drawings and built objects, on the one hand, and the his-
torical, practical, and formal reference that generated any single detail, on the other. It is
almnmrymwcSarpdsdmiis&omtwodiﬁemntﬂd&.Onomsidqhisdeing
is the result of interfacing of design and crafismanship on the site and of the constant
“sensorial verification” of details during the assembly of the building. Scarpa made a
practice of visiting the building site during the night for verification with a flashlight,
thereby controlling the execution and the expression of the details. In the normal day-
lighe it would indeed be impossible to focus on details in such a selective manner. It is
also a procedure by which the phenomenon of the indirect vision becomes an element
in the process of decision in the design. The flashlight is a tool by which is achieved an
analog of both the process of vision and the eye’s movement in its perception field (with
only one spot in focus and the eye darting around). Another Veneto architect, Piranesi,
usedtl'lemetcchnjquci.nvisitiugr.hesi:esufthcbu.il:iingshemsgoin.gmsurveyand
represent in his etchings of the Antichita Romane. To single out the “expression of the
fragments,” that is, the details, he used the light of a candle.®

Onmeothﬂsid:,Smpa’sdemﬂsarcﬂmrcsultofaninmlEmualgamcpcrformed
on the “working drawings” that arc the result of the interfacing of design and drafts-
manship. That game is the matching of the construction of a representation with a
construction of an edifice. The relationship between architectural drawings and build-
ings is generally thought of as a Cartesian representation based on visual matching
of lines. However, Scarpa’s drawings show the real nature of architectural drawings,
that is, the fact that they are representations that are the results of constructions.
They are a construing of perceptual judgments interfaced with the real process of
physical construction of an architectural object. The lines, the marks on the paper, are
a transformation from one system of representation to another. They are a transforma-
tion of appropriate signs with a view to the predicting of certain architectural events,
that is, on the one hand the phenomena of construction and the transformation by
the builders, and on dlcothcrhmd,thcphcnomcnaofoonsmingand the transforma-
tion by the possible users. Consequently, on the same drawing there are present several
layers of thought.

A design is developed by the same technique in which the drawing is made. The con-
dnmmmfmmmpmonwhichdlcduignpmisbuedktmsfumedinamqumoc
ofmad;sonpapuﬁimamanmhglbrthepmofmmucﬁonmdmmmlg.m
piece of drawing paper selected for supporting the slow process of the construction of a



dcsi.gnptmsmncunmdymﬁalmwdhmbonulsecdon&aswdlmdmﬁomofﬁte
dmignedpica.ﬂscdmwingsmmundedbymﬁmedvignmﬂ:ﬂm?h‘rmm-
dimensionally any joint of the object, as in a prediction of the role ofad.a dct:tll in gen-
erating the whole text and in the perception of them in the “indirect vision. Scarpa’s
drawings do not define future architecrural pieces as a simple sum of lines, surfaces, and
volumes. Rather they present the process of transformation of the details from one sys-
tem of representation to another, from drawing to building.
InScarpa’sdmwingsitisalsnpossihletohﬂcthc“pmof"aft?}esymemof
appropriation that rules the perception of architecture. These representations oftih{ee-
dimensional structures on a two-dimensional surface result from the interaction existing
betwcmﬁsuaimdmctﬂcpemcpﬁom.ﬂeceuudpanofthcdmwingsgcmmﬂy
presents graphic constructions that might be labeled a technical dramng. But they
are not what are traditionally identified as plans, sections, and elevations. Scarpa’s
drawings are not merely devices of Cartesian descriptive geometry; rather, thcy are
descriptions of the future perception in relationship to the making oftl:fe architectural
object. The visual components of perception are analyzed for a detail and nm_f’or
the whole, whereas the tactile perceptions are verified for the whole. "['hesedramng;
present components that are not visible but that are the result and the projection of
construction and construing, Alberti’s mental edifice. They are the rvcsult‘ of the
memory effects of the organs of touch and sight in the making and using of architecture.
Thescdmwingsarenmrﬁﬂlyrendcred.On}y&agmenmandpmu:nfﬂumam
This practice shows by analogy that, while it is whole, Scarpa’s architecture cannot
be characterized as complete. An architectural whulcisseenasaphcnomenon»oom;xne::l
by details unified by a “device,” a structuring principle. This principle, in ScarPas
architecture, is the order generated by the use and the understanding of classical
architectural ideas such as fagade design.** : :
SqrpahaMagimrMmdhishﬁHingsmmwhcminthedcmkmdmmm-
imal unit of signification. The joints between different materials and.shapcsan.dspams
are pretexts for generating texts. The interfacing of commentaries with precndl.n.g texts
inthearrhitecmrenFSa.rpaisa!waysaprohlemofjoims,a.ndintheiomtheadnev-s
the change of conventions. That possibility is a consequence of the fact that many of_hls
architocturaltextsarclmmedoommcnm}'topreoedingtextsandinmanymses,aSI-na
medieval scholium, the commentary in its interfacing with the original text is generating
a new text. In the design of the addition to Gipsoteca Canoviana in Possagno, Scarpa was

able to change the convention that asks for the background walls of a :;:oﬂectiorf of gyp-
sum casts to be tinted. Scarpa’s solution was to put the white casts against a white back-

ground wall that was washed with light, without directly lighting the casts. The problem

and the solution are in the use of light. Scarpa solves it in a detail in the joint of three =
walls in a corner made of glass. In a lecture given at the Univessity of Venice (1976) he

described the architectural making of this corner. The achievement of the effect of light
occurs by a formal manipulation. The solution of the formal cause solves the final cause.

He described it as “clipping off the blue of the sky,” a formal cause, but t!1e .result was
the lighting of the wall, the final cause. His own words are the best description of the

making of an architectural detail:

T love 2 lot of...natural light: I wanted to clip off the blue of the sky. Then what I want-
edw:smuppuglasmnm...ﬂhcghsswmnbnmmcsablucblod:pushﬁdupmd
inside [the building), the light illuminates all the four walls. My bias for formal
solutions made me prefer an absolute transparency. Consequently I did not want the
mmofghsswﬁeinaﬁzmcl:hadbemaw&ﬁm:bmuschwmnmmibk
mohumd:hidaofpummnspnrmq:\?henlw:dzpduglmlmedmmmmy-
way especially if the glass is thick. One may as well put in the frame. Then, besides this,
if it is a clear day one may see the reflection. Look, when I saw the reflection I hated
mysdﬁldidmtdnkukofinﬁesemmhmkcswbichmemaksinthinking.xﬁng,
andmalu'ng,andﬂlaefom[it]isnnocssarymhavcadoublcmind.auiplcmind. the
mind like that of a robber, a man who speculates, who would like to rob a bank, and it
knmymhmdnuwhichlaﬂw&gmam&uumionmrdmdingaﬂ
that is happening.’*

Thcdﬂdantofﬂchiteﬂumind::worksdmignedbySmrpapmceedsbystcps
and stages. These are in the details. Each detail represents an interim result that cannot
&wmﬂ%MﬁdtSmrpamddhmtdmﬂsthcpmdszudﬁMmﬂﬁmc—
tions of which would become clear only after they had been used in several different
designs. The range of those architectural functions goes from the immediate to the medi-
ammdamdingofdlemaningofdmd:milﬁlismmeofdemﬂsindesignis
fully in accordance with [Ludwig] Wittgenstein’s understanding of a creative use of lan-
guage. The “exact” meaning, that is, the function of words, would only become known
byalaterumﬁfuncdonofdemilinadesignbcmmcsdarbyre—prcsentatiun,thatis,
by re-use. The detail often appears incomplete and vague in its structuring principle.
But, unifying in itself function and representation, the re-use of a detail becomes a cre-
ative catalyst. It becomes a fertile detail. The re-use of details is analogous to Richard
Wagner's re-use of leitmotifi*® The leismonifs are structural devices used by Wagner to
assemble and reconstruct the architecture of opera from within and are the smallest
units of signification in the musical text. Scarpa’s details are structural devices used to
assemble architectural text from within.

Acascofﬁmf:dcnilshlSarpa’smhitecnutisthcuseofdlc“ziggumt” motif. The
architectural function of these fertile details emerge in the Brion Cemetery at S. Vito
d'Altivole and in the fagade and the interiors of the Banca Popolare di Verona. In the
Cemetery, th:ziggum:iscmcut:dinmstconcrelr,mditisaoelebmrionof:hepo&i—
bility of casting as generator of mouldings. In the bank, especially in the fagade, the zig-
gurat detail is a prima donna in Rosso Verona, the brocade-like local red marble in which
it is executed.

Scarpa’s first use of this detail was a cosmetic treatment of a temporary fagade
executed by piling up concrete blocks in front of the Italian Pavilion at the 1962 Biennale
in Venice. But as Heraclitus has pointed out, the primary root of “cosmesis” is “cosmos.”
This same cosmetic detail becomes the principle of order in Scarpa’s Museum of

E  Castelvecchio in Verona. The ziggurat motif becomes the solution for terminating

drlqemof:hcmﬂofﬂmfaqadcmshowﬂnevhmﬂjointbamnthcoﬁginﬂwaﬂs
and the Romantic replica of the Memﬂmnmuaedby.&umninﬁvmin:yzq_

- In the Museum of Castelvecchio, the medieval equestrian statue of Cangrande and



Carlo Scarpa, Museo di Castelvecchio, Verona. Joint, with Cangrande statue.

the structure which supports it are set in a spatial location that allows a view from the
balcony, the bridge, and the court below. This location allows one to view the statue from
close-up as well as from below, as it was seen in its original location on Cangrande shrine.
This joint originates the full text of the spatial organization of the Castelvecchio
Museum. It thus becomes the cause for the formal solution of the museum and the text
in the context.

An carly design of the platform holding the statue of Cangrande shows it as the pre-
text for a celebration of the virtual joint determined by its collocation. This drawing
shows the idea of the ziggurat as a generator of the wall. The layers of the wall become
independent units and each one of them is expressed in a vertical ziggurat. The space
opened up by the cutting of the fagade wall helps the whole composition of the new
arrangement of the museum devised by Scarpa. The space, a virtual joint, is then the key
articulation in the museum’s path, but at the same time becomes a “negative joint” in the
articulation of the masses of Castelvecchio. The open space, instead of separating, helps
connect the left and the right masses of the castle. These are situated on the sides of the
tower which articulates the joint between the bridge on the river Adige and the castle.
The selection of the ziggurat as the ending of the wall mediates the transition between
inside and outside of the articulation. It exposes the materials of this complex architec-
tural hinge composed of vertical planes defined by their framing relationship with the
statue of Cangrande, the visual pin of the hinge. The ziggurat detail is also used in many
other parts of the museum. In a study plan of the entry, this fertile detail is used in solv-
ing the joining of the stones used for the floor as well as in solving the deep reveal of the
windows in the thick medieval wall.

The ziggurat detail is also used extensively in the Brion Cemetery. The material, cast
in place concrete, gives new meaning to the detail. The interaction between form and
material moves the fertile detail from the realm of a production swb specie wrilitatis to a
production of sub specie aeternitatis. It is construed as a “ruin” loaded with memories
before time. It becomes a perfect detail for the architecture of a cemetery, a place of
memories. In this use the ziggurat finds its proof of being a fertile detail. A detail proves
its fertility when it moves out of a private architectural language and becomes available
through a collective production. A famous case of this is the Serliana Window that after
being used by Palladio became a standard detail known as the Palladian Window. The
Scarpian Ziggurat has indeed been used by many architects in their designs, but now is
used in collective architecture. It has become a standard derail of Veneto cemetery archi-
tecture. The neoclassical temple in ansis which has been the type for many family chapels
has been modified by a new model reference. The detailing of the Tuscan or Doric
Orders has been replaced by a new detailing, a concrete cast-in-place Scarpian Ziggurat,
a New Order.

To conclude this discussion on the role of detail as a minimal unit in the process
of signification (that is, the manipulation of meaning), it is useful to restate thar archi-
tecture is an art as well as a profession. This is because of the understanding generated
by the detail as joint, Architecture is an art because it is interested not only in the origi-
nal need of shelter but also in putting together spaces and materials in a meaningful
manner. This occurs through formal and actual joints. The joint, that is the ferrile detail,
is the place where both the construction and the construing of architecture take place.
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(Furthermore, it is useful to complete our understanding of this essential role of the joint
as:hcplaccof:hepmocssofsi.gniﬁmﬁonmmﬂthaticmmingofdle
original Indo-European root of the word art is “joint.”) As Kahn has said,

The joint is the beginning of ornament
And that must be distinguished from

) G cai g lied
Ornament is the adoration of the joint.*”

I Philip]ohnsun,“&d:imurachails.” Architectural Record (1964): 137-147.

2 WS. Heckscher, “Petites Perceptions,” Journal of Medieval and Renaissance Studies 4 (x974):
Io:ﬁThtidaofdnpmmofslgniﬁmﬁmmﬂmdmﬂsmbenmedthmughldbnizm
Rameon Lull.

3 Injotﬁngdownthuudmmnmiﬂgﬂxadagr,lhadakpwmﬁmn&mdinﬂudof
spdlingGodwi:hon:a,Ispd]editwiduwoos.lamondlesamepagufmynnwbookI
scribbled down a note taken from a passage from Vitruvius's treatise on architecture, De
An*!u'umS.Pmi.ad.andmmm.{ane::gﬁo},m.Afewd:yslam,whﬂ:mriewing
those notes, I was amazed by the presence of the quasi-Platonic transcription of 2 quasi-
Aﬂstut:hmmaﬁm—i.&,‘Goodﬁesinﬂm&ﬂaﬂ'—ummammmﬁngchnCaﬂhum,
d&cmyﬂ:imldmignﬂoffhc&ﬁndﬁmmpiml,wbwenamcmed:mm“chbo
E@smng!yforbaum'hadbann}dmamndﬂmim:byﬁcm&dﬁ
hngmdmmpﬁmmdalhsd&chﬂwnhnsmognimd&ﬂimmm’sm:knﬂ:emﬂtdm
acdﬁty:hnpmmodedwidlmdonalmedmdm:daspuiﬁcproduc&veajmandisa
knoﬁngindlcddng.feahéhmﬂeui@in:ﬂimcmbodiﬂdindmdcﬂih(h&hdi
Parente, Techné [Florence: 1966]). This curious misspelling accident and association of
wordsbmuglnmcmmmiduth:mlcofmnﬁnﬁnd:cpmdmdonofuchimmdin
the process of architectural signification.

4 In the architectural detail, the practical norms (technology) and the aesthetic norms

{sminda)mmmgcdldinadidncd&lmhﬁomﬁp.ﬁedcﬂﬂisd::uﬂtofamhimurd

pmducdomSncFurd:euﬁginofﬂ:is:hemyinthcﬁghwmthomman:rmFmﬂ,

= Sortes Architectii in the Eighteenth-Century Veneto,” Ph.D. diss., University of

Pennsylvania, 1981.

5 Forasurvcyzndadixuminnufﬂacdiﬁumtdcmcntsmddwndﬁdadopedin
architecrural semiotics see: Martin Krampen, Meaning in the Urban Environmens (London:
1979), 691

6 J. Labarut, “An Approach to Architectural Composition,” Modulus 9 (1964): 55-63.

7 Sufmadiﬁermtappmch,bmmchlugd:cmewnduﬂomkogﬂhumn.m#
Architecture (Princeton: 1979), 77

8 Aaseisﬂ:.coo]lapseofthclﬂa:dam],jbmryin\f’uﬁn:.Inhisﬁ.mt\r'mﬂianhui]ding].
Samﬁm.indmdaskjﬂ:ﬁd‘pmm.'umdknmdcuﬂing(mkmu},whjch
bdeeddidnmmrkianim.S&TTmedeipﬁnkéﬁmnﬁmﬁ:mM
Veneziani (Venice: 1778). X

9 Functions in architecture depend on both the building itself and on who uses it or
organhcsimux.ﬁmmandmpawdumgsmdnbmafﬁmaiom.mdﬂmamnm
ontypafmmsbmalwaiguiﬁcsimﬁmu&onsmdanb:oryniudinfumﬁmcﬁoml
horbonsdlepmcdaLthehimnddelemdﬂ.mdth:hdiﬁduﬂ.Fmadisumionufthc
ihmﬁmaionﬂhorfmommdaquogyofﬂmcdomue].Muhmky,“Ih:Pla:afﬂu
Asdmdcﬁmcﬁon&mongﬂ:c@d:mFucdouslnArd:imm’inm,ﬁguad
Function (New Haven: 1978), 240—243.
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The French commercial origin of the word, which differentiates between the selling of slices
of pizzas and the sale of whole ones, besides darifying that details are parts, does not help
in the understanding of the detail as joint and its nonsubordinate relationship with wholes.
A better and meaningful term is the Iralian, particolari architertonici, which is also
o;;nemdwiﬁ:hcﬁmmqﬂsmdsof&udghmﬁmnmﬁrmhnmnio&nﬁk
idea on particolareggiamento.

Despreaux Nicolas Boileau, LArs Poétique I (1670; repr. Paris, 1966), 158.

G. B. Piranesi. “Parere,” (1765) in J. Wilton-Ely, ed., The Polemical Works (Farnborough: 1972).
J. Soane, Lectures on Architecture (London: 1929), 177.

For a discussion of the origin of the analyrigue in Lodoli’s garden at 5. Francesco della
Vigna see Frascari, “Sortes Architectii,” op. cit.

For this role of the analytigue and the process of detailing see the discussion of Antonio
Conti’s theory of particolareggiaments in Frascari, * Sortes Architectii,” op. cit., 141-150.
G.O. Garney, The American Glossary of Architectural Terms (Chicago: 1887).

D. Ramée, Dictionnaire général des termes darchitecture (Paris: 1868).

J. Lotman, “The Dynamic Model of a Semiotic System,” Semiotica 21, no. 3/4 (1977): 194.
Leon Bartista Alberti, De Re Aedificatoria (Bologna: 1782). The principle of the nibil add is
presented in the first book, but it is theoretically developed in the sixth and seventh books.
For this new interpretation of the concept see the discussion of the role of “decoration: in
the small temples: s pare che, & vi si possa, & vi si debba aggiunere.”

This tripartite discussion of beauty is developed by Alberti in his seventh book (X, ),
229-230.

Ludwig Wittgenstein, Remarks on the Foundation of Mathematics (A, 1L, 14, j; cf. 11, 47
and V, 46) (Oxford: 1956).

On the use of the human body as basic design reference and generator of measures see
Marco Frascari, “The Search for Measure in Architecrure,” to be published in Res.

For the concept of anilogy in architecture see Vitruvius (Ferri, ed.), soff.
Mukarovsky, “The Place of the Aesthetic Function,” op. cit., 240-243.

H. Von Helmholtz, Uber Geometrie (Darmstadt: 1968), 218.

R. Torretti, Philosaphy of Geometry (Dordrecht: 1978), 162-171.

Erwin Panofsky, Gothic and Scholasticism (New York: 1946).

‘Walter Benjamin, [luminations (New York: 1968), 242

Torretti, Philosophy of Geometry, op. cit., 168.

Accademia Olimpica, Carlo Scarpa (Vicenza: 1974), 1.

Mukarovsky, “The Place of the Aesthetic Function,” op. cit., 240-243.

Carlo Scarpa, “Frammenti, 1926—78,” Rassegna 7 (1981): 82.

H. Focillon, Pirgnesi (Bologna: 1962), 166.

Scarpa, “Frammenti,” op. cit.: 83-84.

Ibid.: 83-84.

For a discussion of the use of “fertile details” see the analysis of the “fertile motif™ in Anton
Ehrenzweig, The Hidden Order of Art (London: 1962).

Louis Kahn, Light is the Theme (Fort Worth: 1975), 43.
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