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Teaching at the drafting table

I, who had ham as a professor whan there were still drafting
tables in the institute, remember hirn as a man of few words,
ready to mspre with images, sketchas, notes,

Scarpa had an almost refigious respact for the drafting taba,
evidenced bath in the “rule of life” underiying the care of his
pancils and tha choice of the most approprate papers, and
in his recormmendation to work at tha table and on drawings
eviary day, recalling Leon Battista Alberti, according to whom
“nufla dies sina inea”.

With regard to drawing instruments, he urged the students
to use objects of “the best quality because only then can you
laarn to draw well” and could aven go 50 far a5 to give instruc-
tions on whach brand of black graphite pencils to wse, He al-
weays used wooden pencils because of the lightness of the
object, which had to be forgotten in his hand as one forgats
their vocal cords, 5o ha always urged his students to use them,
joking that they would remember him as “the one who taught
them how to sharpen pancils”,

For Scarpa, drawing has a precisa role as a took °| want to see
and therefore | draw; | can only ses things if | drawe them®. So
I think of his drawing as a slight screen for his design methaod:
bacausa what he says is for him the condition for doing,

Semi, F[F0L0), A lezicne con Carky Scampa, Cioeno, Menice, po 41






The new Tables

fn her book | tavoli Scarpa per hiay, Vakaria Tatano reports on
a Menetian episode that goes bayond the design of & single
design artefact, the deawing tables designed by Carlo Scarpa
for the Venatian Liniversity Institute of Architecturs, now Uine-
varsita luav di Venesa,

The tabdes have bean designed and crested since the 1970
for the histon: verues of the former Tolentini Corvent and Ca'
Tron. These tables ara a response 10 the practical needs of an
acadenss ervironment, an affirmation of a way of designing,
and o represent 8 modular and adaptabde design project,
reflecting & rationale on the wse of space and working tools,
Scanpa's Inbention was to create a standard table for drawing
on Al size sheats that would be able to simultanasesly actom-
midate three paopls, and this choice met a precise naed for
space and functionality. The structure of the tables & simple:
wiith & bength of 181 crmand o sturdy table top, the tables could
also be positioned on the short sade vertically, thus becoming
a versatile support for hanging drawings. Nor generations of
buzry stwdants, they have provided the decor and backdrop for
the ravision of projects, @xams and theses, Given the structural
stability that enables the tables to be stacked in a shghtly stag-
gered rmanner, resulting in & great saving of space, the tablesg
display a great warsatility that makes them valuabla and part of
the luav landscape to this day.

Scarpa's design revolutionised the way of designing, which
had formerly bean delegated to small technograph tables,
wihere peaple drew while standing or itting on high stools.
The Scarpa table extended the wee of the parallel line to all uay
architects.

Tha T-squara of the English style, made of off-centred ham-
mered wood, afthough wery functional and balanced, is not
wall sutad to the somewhat imperfect adges of the tablas
used by studants.

In contrast, the Scarpa table permitted the use of portable
parallel rulars and evan tha most advancad tools of the tima,
sauch as tha fabled Amerncan parallel rulers, the Maylina Par-
allel Bars, equipped with ball bearings that meant that the
Rapidograph ink did not smudga on the tracing papsar,
Mowadays, with the armal of digital technologies and the
widespread use of devices such as computers and tablets,
the interaction betwesn architects and their workspace has
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13- The new Tommat of Scarpa tabke
measures 80 x 130 om to accammodate
twa people, mstead of three as in the
origingd desigh. Ina configueation that re-
flects the changing nesds of the comtem-
porary studic. Photos: Luca Pilat, uaw.



changed profoundly, There 15 a clear ndication that the AL for-
miat sheets on which Scarpa’s tables were sized are no longar
used, while the sdoption of digital formats consideralily redue-
ez the space neaded for contred and design.

This i why wa changad the canonical size of the Scampa tabls,
T optimize space and adapt to the new way of working, the
existing tables, commissioned from 2023, were redesignad,
rasized and adapted, The new proposals measure B0 x 120 cm
to aoomrimadate twoe people, instesd of three &< in the original
dasign, in & configuration that reflects the changing needs of
the contemporary studiao,

Instially dessgned om a wadih of 101 e, the AD shest i3 no
langer necessary, and has baen decreased to B0 crn— the miax-
imanm measurement of an axtendad arm — in ondar to reach the
opposite edge of the table when seated, taking into accouni
that the arm span of 8n average peraon acconding to Brsgech's
brachial mdax s B2.9 cm.

The width of the tables ranges from 180, suitable for 3 persons,
1o 120, for 2 persons, based on a width of 60 cm per person.
The expansion of the luav University’'s study spaces and the
angaing adaptation of the working tables show how Scarpa’s
ariginal approach i still relevant today, and not only confirm
the far-sightednass of Scarpa’s onginal design, but also un-
darline its versatility

The tables made from a system of iron tubes and okummdé
panels retain their primary function and still offer potantial for
transformation and reinterpratation of tha format. Therafora,
the Scarpa idea is resistant to time and the transformations of
wirking techniques, adapting itself naturally to nesw demands,
in & dialogue batween past and future that is surprsangly tops-
cal and clearly marks the identity and spint of luas.

Benno Albrecht
Rector of Universith luay di Venezia






Introduction

This text was bom out of 5 personal curiosity and developad
through research that imolved different interlocutors alang
the way. each of whom brought some original elament mto
the work and contribited to the final result

This is an open nasrative 1o which othes voloes could be add-
ed, bacsusa tha topic addressed, the table designed by Carlo
Scarpa for luay Liniversity. still prasents unknown aspects, tha
knawiledge of which could contribute 1o a betber understand-
ing of the history of an object apparently far removed from
the complecaty of forms and relations between materials that
charactense Scarpa's work, vet gtill able today to respond to
the vanous and changing demands of its many users, resulting
in s constant prasence in the spaces of the Venetian unvar-
sity for aver S0 years.

Born as a swriace on which to draw freehand, the Scarpa tabla
quickly became a wirk tabbs, lectern and deck, expanding it
fumctions cver time and adapting to the changes in teaching
and in the way of understanding and developing design, with-
in a “unversity of desagn” that today articulates that term in
architectwre and city planning, fashion dessgn and multimedia
arts, industrial design, theatre and the performing arts. Cistin-
guished by a formal, essential nature that balancas the simphc-
ity of the materials weed with the craftsmanship employed to
azsermible them, it has increased in functionality, adapting itself
to ex cathadra lassons and workshop classes, not to mention
WA Me a form of teaching that involves a temporal and men-
tal imrersion in design, and that for weeks transformes that
surface into an autonomous and self-sufficient boat that wall
land on the shore ance the project & completed, becoming its
exhibition backdrop.

The Scarpa table is a place of learming whare the physcal prow-
imity batween teacher and student creates the nght distance to
foster a system of relationships that wnderpin the pedagogy of
design that has its moment of diract exchanga “at thea table”, But
it is also a place of seoal mieraction whare neamess nurtures
sharing and the habit of tearrwork, an operating method that
students will put nto practice once again in the working waorld,

It overcama the challange of m-class and remote dasses n this
difficult pericd, conmecting students in the classroom with dis-
tant classmates, but abowve all with its generous size it avosdad
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the lonaliness of tha forced distancing of the “indnidual work-
station”™, With two modern materals such as stesl and phy-
woond, and an unusual dimensional choics for a table that was
angmnally intendad to fit into & universsdty with limsted space,
as was the nember of people attending, ithe Scarpa table has
become & constant presence, of fereg itself to a vanety of ex-
parimants of use that hawve almost always seen it as the wannar,
even though its durability has baen sevarely testad,

This book tells the story of the tables and their keag presence
in the university through the vaices, experiences and reseanch
of those wha live and work at luaw,

by opening text reconstructs the orgin of the tables and thes
continuity ower time, Massimilisne Condotia introduces. us to
the world of steal tubing and Rosaria Revelling to that of phy-
woood, recounting the baginnings and fortunes of the two ma-
teriaks, while Marghenta Ferran takes us inside the artisanal
raalitsas that continue to make i possibla to produce objects
and projects that combine craftsmanship, design and architec-
ture with traditional kknow-how.

Baurn Maiotti skatches a personal and operational account
of the tables, and Urnberto Ferro and Luca Pilot do the same
thraugh their eyes as photographess,

Finalty, Enrico Calore, Marco Crosato and Eva Jervoling bring
students’ fealings and experiences to these pages, rendersd in
a visual narrative that becormes a jounmney recounting life with
the Scarpa tablas,

‘Waleria Tatano
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Valena Tatano!
Artfully crafted

Those who have studied, taught or worked at the Inav in recent dec-
ades, living in the spaces of the Venetian university, know that class-
rooms, studios and offices are almost always inhabited by “Scarpa ta-
bles”, the name the lnav community® has given to the tables with a
steel tube structure and a wooden top of which there are mimerous
variants, differing in the colour of the supporting parts, the type of
top and the dimensions, but always identified as “Scarpa tables”,

As flexible as haedly any other piece of furniture has ever managed
to be, they are the tables on which lectures are attended, drawings are
made, models are produced amd revisions are made among papers,
books and computers, but they also serve as lecterns for lecturers and as
surfaces for meetings, conferences, academic senates and any other kind
of activity that can take place in a university, They are placed in protes-
sors studies, in the workspaces of administrative and technical staff, in
the offices of department, research and academic directors, where they
replace the traditional desks and the hierarchical bogics often implied by
their diversity of size, materials and forms in workplaces.

They have encountered pencils, Indian ink pens for drawing on
transparencies (the legendary Rapidographsh pins to anchor sheets
of paper, portable parallelographs, not to mention cutters, awls and
hammers.

They are table tops, and when turned on their sides thev become
walls for displaying project exhibits during graduation sessions, they
are elements that can be used to construct exhibition routes for shows
and workshops, and when stacked they become sculptural fans that

free up space, creating new conformations.

| Professor of fechitectural Technology, Universita luay di Venezia



In their formal simplicity, combined with a determined resistance
to time and the unexpected, they have accompanied thousands of
students throughout their studies and are an unequivocal testimony
of how Carlo Scarpa is still a fundamental presence for Inav and its
COM MY,

Yet there is no trace of the origin of the Scarpa tables.

In the archives of university projects and documents there is no
hand deawing, not even a sketch or description. 50 much so as to cast
doubt on the widespread certainty that links its genesis to an idea of
the architect Carlo Scarpa, who was born in Venice on 2 june 1906,
died in Sendai on 28 November 1978, and was a professor at the Uni-
versity Institute of Architecture in Venice, of which he was Director
from 1971 to 1974,

This lack of authenticity, but certainly not of clues, was evident in
2020 when the reed arose to acquire new tables for Ca"Tron, one of the
Inav campuses that houses classrooms, offices and research facilities

The tables were needed for the new layout of the Sala Camino, a
large room on the main floor overlooking the Grand Canal, long used
a3 a classroom. With the redevelopment the building has been subject-
ed to in recent years, in particular the refurbishment of the roof and
tacade, the former Aula A5 was converted from a teaching space to a
conference room for meetings and seminars® [proros 30-35],

Specifically, the Venetian-style terrazzo floor was refurbished, em-
ploying ancient artisanal techniques involving a long sequence of op-
erations necessary to heal the wounds inflicted over the vears by ex-
tensive traffic, preparing it for future natural wear and tear. The work
restored clarity to the design and colours of the floor, and prompted
consideration of a layout that would allow an overall view of the room.

It was thus decided to opt for transparent tables made of glass or
plastic that could be placed side-by-side to create a broad work sur-
tace, but the search turned out to be unsatistactory, especially since
transparent tables are often objects with a great formal “character”,
which are difficult to use in large numbers as we needed them for our
function. It was thus almost natural to think of a variant of the Scarpa
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table, maintaining its structure and replacing the wooden top with
glass, studying a suitable solution for their connection, starting from
the original drawings,

Yes, but how exacthy are the Scarpa tables made? And who has the
drawings?

Inaw’s technical affice does not have any project drawings, yet it ac-
quires the new tables to replace the damaged ones, which are replaced
only after they have undergone various maintenance operations in-
volving repainting the frame or installing new wooden tops, ruined
not only by the normal wear and tear of time but also by cutting/en-
graving/nailing/gluing and many other activities that the transfor-
mations of the university's curriculum have brought about, not only
in its educational abjectives but also in its spaces?

Yet while no original documentary material is available, the tables
have been constantly present in the university, with a continuity that
has alternated between replacements, maintenance and renovations,
made possible by a knowledge handed down drawing on the one hand
on the memory of the technical office staff, and on the other on that
of the artisans who had followed their production since their concep-
tion. And it is precisely the constructive wisdom of the craftsman, he
who “conducts a dialogue between concrete practices and thought™,
that has kept alive the re-edition of an artfully crafted object,

Starting from these elements the history of the tables has been re-
constructed, also relying on the memories of those who knew and
worked with the professor, with accounts that in the case of Carlo
Scarpa’s life verge on the legendary because the more than 40 years
that separate us from his death are rich in studies and research but
also in anecdotes and stories linked to the desire of the many who
knew and worked with him to keep his work alive®,

This narrative has many gaps, which perhaps others will fill. Our
intention is to leave a trace of the present of an “object” that for half a
century has seen thousands of designers, professors and students use
its surfaces for drawing, sketching and discussing, building a strong
bond with the lnav community.



1-2 Apchitecture and lecturs hall for
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Fago Istituta Supesane 4 Architetiura at
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im 1934, The photo befongs b an official
collection af e “Yenstian pholographer
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soe's rooms after the rencwstion work
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wanous aching Tunclons. Sounce kg
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We do not have a firm date for the appearance of the Scarpa tables, but
it can be assumed that they were designed at the beginning of the 1970
and that thev replaced the previous rilred drafting tables, coinciding
with a time line that saw the convergence of student protests in 1968,
the university for the masses and a new project for academic reform.

The Graduate School of Architecture of Venice was established in 1926
on the initiative of Giovanni Bordiga, president of the Academy of Fine
Arts®, At the campus of Ca' Giustinian, along the San Trovaso canal, les-
sons on theory were held in the tiered lecture hall set up with the long
benches behind, those for drewing in the classroom with the plaster casts
used for copying real objects, those for architecture in the classroom with
the adjustable tables for architectural drawings” [rsoros 1-2). Each class
had 115 own dedicated space and equipment®, a condition that would be
put to the test by the growing number of students for whom the origi-
nal location becanre too small, leading to the Institute’s relocation to the
former Tolentini Convent® in the early 1960s.

The process of identifying the location and finalising the transfer
of activities was not a short one as the monastery complex required
major works, entrusted to Daniele Calabi and Mario Bacci, which
lasted until 1964, when all academic functions became operational in
the new location. In addition to the restoration work on the convent
and the reorganisation of the spaces, it was also necessary to think
about new furnishings, and an initial commission was issued in 1962
to Franco Albini®®who suggested the purchase of 300 tablet chairs,
although some members of the board of directors asked for a more
general plan for the furnishings so as to avoid separate supplies.

In 1963 Calabi and Bacci wrote to the director of the Iuav to inform
him of the progress of the work and the expenditure to be made, mak-
ing a specific request for the furnishings:

[.] For the use of the premises themselves during the coming
seminar periods, however, we consider it necessary to order
the following equipment, which also requires the completion af
some finishes and systems (lamps, etc.).



a) M0 or 400 drawing tables for students {in addition to the existing
130} with their stools;

bl M or 40 drawing holders, 14 drowers with their keys, Olivetti type
or similar

¢h 200 or 300 chairs, passibly with tablets, for the classrooms:

d) some shelving, cabinets, coat racks and the like®2,

The sudden death of Daniele Calabd in November 1964 prevemnted
the project from being completed. and it was taken over by Mario Bac-
ci in collaboration with Egle Trincanato.

The situation that the archive photos show us regarding the organi-
sation of the furniture in those years is very heterogeneous: adjustable
trestles with wooden shelves occupied the dining hall, used asa draw-
ing room [Photo 3], between 1965 and at least until the student pro-
tests of 19681, which became the great hall the following year, while
the classrooms are furnished with metal chairs with tablets designed
by Albini™*

The vears of protest, which at Iuav began in 1967 with an occupa-
tion that lasted 100 days®®, were animated by debates and discussions
that remained respectful of the spaces and furnishings. When the oc-
cupation was over, “in the survey carried out to check the damage,
everything appeared in order, the walls white, intact. There was a
great respect for the place, not so much the dining hall as the great
hall, the hub of university lite. It is with this that the large banner in-
teracts, cleverly arranged on the back wall, stretched between three
ladders: an installation in which the quoted phrase takes on an as-
sertive, almost axiomatic tone: ‘Occupation is the only and current
instrument of protest and research’. Among the architecture faculties,
Inav was the most open to teacher-student dialogue, an exemplary
‘utopia’. But after introductory seminars and theoretical co-manage-
ment, occupation - denying a state of affairs, a system whose survival
depends on and is identified with the place and the activities that take
place there - remained the only viable path, the most current, the one
cast in its own time, the most concrete™%,
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The student protest was interrupted but then resumed in 1977 with
other political and social undercurrents,

In the meantime, the university had changed, even in its numbers:
in the 1968-196% academic year the number of students enrolled at
the University Institute of Architecture in Venice was 1,447, with
248 freshmen. In 1970 the freshmen rose to 1,288 and then 1,400
in 1973, bringing the total mumber to 4,355 students?”. The years of
rapid growth were those in which Carlo Scarpa directed the LULAV,
dedicating himself to teaching but also to developing various projects
for the Tolentini campus, such as the entrance, on which he had been
working since 1966 and which would be completed posthumously, the
study for the roofing of the terrace that opened onto the cloister, and
the fitting out of the grear hall for the 1975 celebrations for the 30th
anniversary of the Liberation®,

In the photos of the arrangement of the former dining hall (promo 4],
the two red panels housing Emilio Vedova'’s large Mack aml while
work entitled Scontro di sitwazione conceal the wash house and form
the backdrop to the mezzanine floor destined for the oratories, or-
ganised with rables made of simple trestles and wooden tops, Only in
the pictures taken towards the end of the 1970s do the Scarpa tables
appear in the same position [pHoto 6], and they would remain there
through new protests, assemblies, faculty conuncils even when the set-
up was dismantled in 1996 It would be Franca Pittaluga’s project for
the new library, realised between 2011 and 2014 in the east wing of
the former convent, that would definitively replace them in the great
hall with a long table equipped to manage the monitors and electrical
connections, indispensable for the laptops and tablets that had once
again changed the way of designing, but also of studving and “being”
at the university.

That the tumultuons 19705 were the vears of the new tables’ debut is
confirmed by a new source, not as far as the author is concerned, but
in the form in which the clue came to us.

21
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Caormsant wad used af & drawing i in Cortsert thal has bocome fhe graat hall,

1965, after restaration work was camied with Cafo Scarpas 1975 kayoul In the

out 10 house the unbversity camgpus de- background are the hao lame ed pareks

signed by the architect Daniele Calsii covering the washibasn an which Scarpa

Soireg Juay Technical Office plages the weork Dy Emilio Vedowa entitied
Scomtra di skuarione, Souwrce: luayv Project
Archive



ISTRUITEY |

HIIEH“ BISOG
LA YOSTRA

% Great hall of the Tolkenbm campus

with Soafpa’s layout photagersphed in the
|afa 19705 Tha pihotn eciudes the Scar-
pa tables on the mezzanine floce. The mi-
A 15 submeguent to the 1975 lavout, o
wirich the same tables wene nat present
=5 shown by the panel in the foreground
tare= af the thres that Scanpa placed n the

PERCHE

() ] | Tl'ﬂA

AR

GRANSCI

ICHHTI, SuspeEndeg in the ar and conrescs-
ad By kel mods anchoded to e wialls]
wehibch Dsears the Gramacl gugds "iast an
roucation because we will nesd 2l vouwr
mt=ligence”, m which the ward b=l
gencd” was reglaced with “am™ during
the protests of the ate 1970, Source
luay Project Archires, fram Cuccrmielio



8 Mam ficor of Ca' Tron, 1980 ar-
ranged 35 & studly space SOUnce Juay
FPhiotographic Laboratary

7  Mardooo Classroom on the Talentni
campus [now home to the Carfographny
and GIS Laboratory Cartograpny liorany],
HEL L &t A computer moepm in the 15950
Source |y Photographic Laboratory



Giuseppe Davanzo, Carlo Scarpa’s assistant from 1962 in the
Interior Architecture and Architectural Compaosition course, fat-
er professor of Intertor Architecture until 19912, ten vears after
retiring wrote a book set in the historical campus of the LUAV.
entithed Quella notte ai Tolentini™, It is a sort of mystery novel cen-
tred on the murder of Professor Rambaldo, a fictitions name giv-
en to Enzo Cucciniello, a protessor of architectural technology
engaged in research on accessibility issues who turns out to have
been killed by a disabled student who held him responsible for
his paralysis®, The story is an opportunity to recreate the small
academic community of the institute at the time, with the power
relations and inevitable tensions between the various characters,
highlighting Cucciniello’s efforts to get the planners, and above
all his colleagues as teachers, to deal with the issues of overcoming
architectural barriers. Among the many descriptions of the Tolen-
tini campus given in the text, we find an indirect testimony for our
research when one of the protagonists, Professor Serafi (Davanzo's
fictional name}, enters his office:

He opens the door with difficulty. The key jams, as always
because of the many copies made: one for each professor,
assistant, expert, researcher who hangs around the office.
The two grey tables that dominate the space are yet anoth-
er edition derived from a 1970s design by Carlo Scarpa and
freely adopted by the Institute’s Technical Office, barbarised
by the application of black or grey Formica to prevent the
pornographic but always hilarious hieroglvphics left behind
by generations of students as evidence of the boredom of
many classes?.

Davanzo's temporal location is reflected in the words of two Vene-
tian craftsmen who worked with Scarpa for a long time and made the
first tables for the university. They are Francesco and Paolo Zanon of
Officina Zanon in Venice.
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In a 2010 interview, referring to a small wooden foot in the workshop,
Francesco Zanon was asked whether it came from the Iuav tables,

Yes, we made hundreds of these tables designed for the IUAY, even
after the professors death. We made a lot of them and the first
ones had these wooden tops made by a carpenter-turner. When
he died, we made them oursebves, still in wood. But they added
significantly to the total cost of the table, s0 we remade them in
Teflon, which is much cheaper. This |[pointing] is the original foot,
it was left here. Then came an item from the Olivetti shop that
went under some shelves: it only came to me recently but it had
been here among the professor’s things for years. | went to the
Oiverti shop recently becanse we have to fix it up, and 1 saw the
shelf and thought of the little piece that went underneath it

Hence if the chues lead to the artisans, it is from them that the testi-
mony of that direct, continuous and untiring relationship between con-
ception and production should be sought, typical of Carlo Scarpa’s way
of doing things, the ITuav tables being an example of constructive and
functional consistency condensed into a single small object.

The tables were developed directly in the workshop, as recalled by Pao-
lo and Francesco Zanon, who took over the shop inherited from their fa-
ther, Gino Zanon®, who worked with Scarpa from the 19505, collaborat-
ing among many other works on the construction of the Olivetti stare, the
renovation of the Querini Stampalia Foundation and the Brion Tomb®,
From the voices of the two blacksmiths, still in business today, and from
their ancient manual skills, linked to gestures rooted in memory, we were
able to listen to, and in the workshop observe in person, the aperations
that, starting from individual tubes cut to size, lead to the assembly and
construction of the table’s structure™. An example of craftsmanship that
has survived the competition of large-scale mass production and which it
is our responsibility to preserve, highlighting the peculiarities of a work
that in each operation and in each step retains the sense of its making, in
the meaning and necessity of the individual processes.
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12-14 Images of 3 small table with a
metal frame ard glass top designed by
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The= tainle 15 nowr et by Tobia Scapa
Photographs by . Pietmopoi



Anatomy of a table

The Scarpa table for Tuav is a designer object, although it cannot be
called a "design” object.

It is recognised for its value and quality as the result of a design that
created a functional and “beantitul™® element, replicable — first and
foremaost by its trusted craftsmen - like a mass-produced product, vali-
dated over time by those who have used it, and which has moved beyond
the confines of academic spaces also thanks to its evocative capacity
tor recall the school and the time spent at the nniversity. It is otherwise
impassible to explain the many copies found in endless variations in the
workspaces and homes of former luav students [Frotos 36-45).

This ts not one of the bespoke, one-off pieces of furniture that Scarpa
designed for his architectures, nor of the designer objects conceived for in-
dustrial production®®, including a wide range of tables?®.For example,
despite using the same materials, it has nothing in common with the
Doge table, designed for Casa Zentner in Zurich and put into produc-
tion for a wider market as early as 1968, replacing the original wood
and marble top with glass®, The drawn and brushed metal bars, con-
nected in the Doge table with burnished screws, as will be the case for
the Sarpi table of 1974, possess a figurative strength that makes them
absolute protagonists of the space, so much so that at Casa Zentner
when not in use the chairs that go with the table are kept separate
trom it, placed against the side shelves to leave the pedestal and top
clearly visible®2,

The Tuav table is essential and rigorous, its archetype possibly being
traced back to a small table that Carlo Scarpa designed and had made for
himselt, depicted in the images of his home at ¥illa Valmarana ai Nani in
Vicenza®, where he lived from 1972 until his death [pomos 12-14)*. That
same table is now owned by Tobia Scarpa, who remembers “always” see-
ing it in his father’s house™ [potos 15-19].

The professor had it made with "plumber’s” pipes, using curved fit-
tings to connect the glass top, lifting it from the base of the structure,
a technology reminiscent of the chair that Mart Stam experimented
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with in 1925 using gas pipes connected by flanges and that would lead
to the definition of the 533 the following year, the tubnlar steel “can-
tilever” chair that would go on to join the furniture that at that time
exploited the novelty of Mannesmann seamless tubing®, giving rise 1o
the great season of modernist design®,

The small table is made up of a few standard pieces that manage to
construct an object of great elegance distinguished by the succession
of horizontal lines of the tops, interspersed by the shadow created by
the gap between the structure and the glass plate.

A rigour in form that is found in the luay table®™, composed of two
parts: a structure of welded steel tubes?®, and a plywood top*®, with a
finished size of 181x101 cm, and 72 cm in height"?, although over the
vears the university has requested different sizes for specific needs®,

The structure is manufactured nsing cold-formed welded steel tubes
with a diameter of 33.7 mm and a thickness of 2.6 mm*.

The tubes are cut to the required dimensions, milled to obtain the
recess that connects the three corner pieces, then turned, assembled
and finally welded to build the structure the wooden top will be an-
chored to by means of screws inserted into holes in the mbes, Thanks
to the milling of the pieces, the angle determined by the connection
between the two horizontal elements and the vertical leg gives the ta-
ble a discreet elegance, a detail reinforced by the material and colour
contrast between the metal and the wood.

Initially the tubes were treated with a red lead coat that gave the
structure a typical orange colouring, but today that coating, made by
mixing lead-based minium powder with baked linseed oil, is impossi-
ble to use due to the toxicity of the lead, and has been replaced first by
a sandblasting treatment with subsequent powder coating. and later
by an even simpler black paint.

The first tables were also complemented by turned wooden feet, 2
cm high, which were soon replaced by Teflon caps, which were cheap-
er than the earlier handmade versions.

The choice of a plywood top makes the table lightweight, facilitat-

ing their movement for interior layouts and continuous reorganisa-
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tions that are increasingly frequent in the classrooms of a school of
design that today offers a wide-ranging curriculum, demanding total
tlexibility of classroom spaces and their furnishings.

Classrooms that host architecture students, but also fashion, design
and theatre students, who no longer open just ralls of drawings on the
tables but also fabrics and clothes, mock-ups and set designs, working
with computers, scissors and cutters.

Tables that are islands, on which one can spend entire days. alone
OF in groups.

Tables that can be joined, doubling in width or length, creating in-
habited landscapes. silent for exhibitions, noisy and messy during
workshops.

Tables that demonstrate how democratic design can not only com-
bine beauty and functionality, but remind us that engagement and the
sharing of ideas are nourished by well-designed objects and spaces.

Tables whose longevity certifies the good ortume of the "product”
and the satisfaction of the customer, who has experimented with doz-
ens of different seating solutions over the years, but who has not found
a replacement for this “object” that can also act as a “space”, part of the
history and identity of our university.
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1518 Caffe= tabl= cwmed by the

archit=ct Tobia Scarpa, from the fam-
iy hamse in Vicenza, It 15-3 small takie
desigrad by Carkn Scaspa, with g siruc-
ture mads fram water pipes and a glass
plate & standard 907 curved fithing and
farge was used 1o creaks the Cormection
o the top. Photographs by W Tatano
Picrem mrbemr 2020






In the workshop

Photographic sequence of some of the processes involved in build-
ing the structure of the Scarpa tabie.

The images depict a series of operations necessary for the construc-
tion of the frame and were taken at the Zanon workshop in Venice,

The structure is manufactured using cold-formed welded steel tubes
with a diameter of 33.7 mm tequal to 1 gas inch for gas pipesi and a
thickness of 2.6 mm. The tubes are cut to the required dimensions,
milled, turned, assembled and finally welded to build the table stroc-
ture. The milling creates the recess for connecting the horizontal tubes,
which is indispensable tor fastening the three pieces of the corner.

A series of holes are drilled into the tubes that form the base of the
plywood surface to allow them to be subsequently attached using flat
SCTEWS5.

20 - Steel tubes 26 The different parts are pre-assem-

21 Cuttng and turmeng the peces that et Pl

wil makes up the structurs of the ectan- 2T ‘Welding of the contact points of the
ginar bada and tha Tour Teet of Tha tile. warkngs parts

23 Milng the pipes at e point where 28 Dietall of the jant Trom an overheed
they will be connecied with the oiher e Ve,

= 78  The completed table strudire
23 Detail of the pipes nesdy 10 be oined.
24 Detsl of the table beg placed 2t the proegraphs by the sy Photogiaphi
Dase Structire Labaratory-and W, Tatano, Mach 2020

25 Detad of welding parfermed ol
levaiedd Dy Filing
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At Ca' Tron

Photographic sequence of the assembly of the Scarpa tables for the

Cala Camino at Ca' Tron.

Tops amd frames were transported by boat, separately, and the as-
sembly of the glass plates was done on site.

Unlike the structure of traditional models, where the tube hole is
left open as it is covered by the plywood top, for this version a steel
disc was placed to close it, which is necessary to allow the glass top to

be secured.

A0 Traraport of the cryetad (ps,
31 Preparation of the sieel structures

33 Appkcation of gue LV adhecse] o
the skeel disc.

33 Placement of the glass plabe on the
fraeme and ueing & U lampoto e the ad-
hiashaa

B+

34 Detall of the comgletad fing, with
the steed disc fly visiole

35 Corner detail with the plate shghthy
detached from the struchiees

Photegraphs by W, Tatand, Meay 2000,






Outside luav

Crver the years many former Tuav students have had copies of Scarpa’s
tables made with different functions, replicating shapes and materials
ina manner faithiul to the original, or betraying some of its principles,

These re-editions demonstrate the evident quality of the object, but
also testify to the persistence of a strong bond with the school, the
table — re-edited with the customisations necessary to cope with new
functions — providing a sort of affective continuity.

A brief survey identified a number of examples that can provide a
picture of the heterogeneity of the solutions adopted

36  Staging for the exhintion Cano Scar-
pa. Wanird 1932- 1947, custed By Mark-
ni Barces, 2% Auguet 2012-6 Fanuary
2013, argaresed & part of Le stanze de|
wetng on the tzland of San Giongio, Venice
Soemie of Thee warses on display were placed
on the faghful repicas of Scarpa’s tables,
with @ choice that caomibined o distinct
el of the peokascors wiark i ferms of
functionadty and chiorakigy.

37 suchetectural fem, The tables rein-
terpret the Scarpa model, unattered m its
sheel struchure, ot adopling a biack larm-
nabe top with a wooden frame

38-38 4 pholographer’s shudio Spapes
ol archiing maberials S5 never endugh and

s Thes Tadples Deoome sioiae "araas”
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40-41 Small table for the spaces of
tha EMI Ervice Mathel Foondalion afl Cs'
Tron, Bult by Officinag Zamon, the sinuc-
ture iz based on the lusy wersion for the
Ca" Tron conferenta room, modifying the
freasyiemsnts, adapied fo the Tunchon
of a tabletop in & comeersation area. and
zame of the maberais fthe oystal and
the metal of the tabletop fastening dsd|
The detal of the conmschion bebween
the vertical and honzomtal s=ment of the
COIMEr damonstrates the care taken o i
production. Photographs By luay Phota-
graphic Labaratory, 2020,

4245 Domeshc vesons, funchomng
ag dinirgg table and kitchan parsnsagla.












Hotes

1 Froen it founding to the present
clay, luay has changed Bs onganisational
structuna snd name from Scuols
Superices di Architetiura di Venezia
[Graduate Schoal of Archiftecture of
‘anice], tha name under which it was
foundad in 1996, to LLULAN, an acroawm
for Iatituto Universianio di Architettura
di Veniaria [University nstitute of
Architectune of Wanioa), o Liniversits
luay df Verezia in 2001 in this text, the
abbreviation hey will ba usad toidentsy
the university witen not nscessary to
place it termporalhy

2 | followed the work on Ca' Trom as
tha Rector's delegate for bulding and
resal egtate, & posiion assigned o me
by Prafesser Alberta far the
durabion of his mandate {2085-202 1)

3 Obniously ol thess aperations coulkd
bz cammied aut without “harming” the
tables, allowing even the most “daring”
workshop operatons to combine
practical esperiancs with respect for the
schoal's fumishings.

4 Richard Sennett explones the warld
of marl labour, foousing on the
intirmate connection betwean the hand
and the head, in his 2008 book Luomo
artigianda, Feftrinali, Milan,

5 With regard to Carlo Scarpa, there is
niot only & rich biblisgrapkny on his works
of architectune, fumiture and design,
but also texts that conway tha character
of the profeszar hirmsalf, describing his
Ivedy and complex persanality and hows
this charactensed his relationships with
his dients and the peophs he worked
withe These include the boaks by Guida
Puatropaoli, first a studant and later a co-
wiorker of Scanpa, who wiote two books
that are both personal and professional

34

narratives: Pletropoli, G (2020), Caro
Scarpa 1968- 78 Quasi un recconts
and A flanco di Carke Scanpa, Amazon
Fulfillment, and & samoes of lectunes
gnven at luay collected by Framca Serm,
wha was Scarpa’s assistant in the
Apchitectural Composition course and
later in his professional acthvity: Semi,
F, (20100, A lezinne con Carle Scampa,
Cicesrn, Wenios,

& Fora history of luey from its
iception untd the 19808 see: Fucooni,
G Carrarn, ML feds.} (2011}, Cfficing
ILLAL, 1925-1980 Sagyi sulla souola di
architetiura di Venesia, Marsiio, Venice.
Uin the taaching organisation from its
baginnings to 1963: Canulls, R, [2009),
LAY Didattica dellarchitatiura dal
1926 al 1963, Posbrass, Ban.

T The angariation of the clagamams
and its fumishings was captured by the
phatagrapher Giacomedi in 1934 and
the mages ara collected in an album
entitled La sede dal Ragio lstituto
Supenione di Architettura a San Trovaso,
1934 and today kept n the luaw Project
Aunchive,

8 To “breathe” the air of those years
e Franco Manouso's fine essay for the
day of studias on Brmo favi; Mancuse
F. (3019, “A Venezia, collegando

by srane scientificon sull’ antics al

lavorg suil tavol da disegno”, in Riossi,
P jed ), Brumo Sevi e la didattica
dall'architetivra, Quodlibet, Macerata,
P 119-141

9  For adatailed hestory of the Tolentini
campus see Broding & [2020], Lo
Ieeny @i Tolenting Carle Scarpa e g st
Stona @ documenti, Firenze Linversity
Press, Florence,



10 Franco Albini arrived at luaw n
the 1949- 15950 academic yaear as

& professor of Interior Aschitecture,
Furniture and Dacoration and remained
thepe uvtl 15964,

11 Brodini, op. cit, p. 56

12  Letier of 18 lanuary 1963, [AD
luaw, 5 %11, 1-6], quoted in Bredini, op.
it p. 140

13 On 1968 at luav; Carrarn, M.,
Maguala, M. [edh (2012, “*Cronacks
dai Tolentmi. Studanti, docanti, luoghs
1554-190%" in Giomale luay 110 ard
the rramographic sue of the joumad
Engramma no. 156 Mayiune 2018,
1 68 che verra”. Edizioni Engrammay,
in particular Maguolo, M, Masiera, B
(ZOLE), “uaw 68 Labinnin politaoo, Un
saggio per immagini”.

14 In 1958 Franco Albini designed
a chair with a tablet made of painted
iron tubing, with a seat and backrest
in phewood, produced by the Poggi

comparry for luasw.

15 Magualo, M. (2011), “Gli anni
tempestasi, in fuccom, Carram, op, o,
pR 177-188,

16 Maguoln, Maseno, op, ot
17 Magualo, op ot p. 185,

18 The design and construction
phases of the great hall ane wel
described in Brodini (20200, op. cit.

18 The data is green in bMonaco
Mazza, L, Reina, MM, [2018), *Progett
per |'lstitute Universitario di Architetiura
nel convanta dei Tolertni®, in Famghi, A,
jed), Venazia di carta, Letberabentidus
Edizioni, Siracusa, pp. 142-145,

M Giuseppa Devanzn is the author
of the project for the renovation of the
heay Tolentini library betwean 1987
and 18EEB, He used a smalker than usual
viersion of the Scarpa ables for the
furreshings, with a black laminate top
and woodan frame,

21 Davanzn, G (2001, Quela notte &
Tolantin, Edimedia, Treviso,

2 Enzo Coccniello [1933-2013) was
a professorm Building Soence and later
n Architectural Technaology, director of
tine baterials Testing Laboratory and
author of the cuftural praject cailed
Veneria per tutti, and of ArchEtica,

an inifiakive inspined by the guiding
petncipes suthned by the Mational
Uinevarsiy Conference of Dedagates for
Disability [CHUDDY, taunched in 2000.

I3 Davanzo op of, po 13,

24 Video interview by Alba D8 Listo
of Francasco and Paclo Fanom, at

the Officing Zanon Gno di Paoks @
Francesoo £anon in Venice, on 22
March 20100 The mtersaw is availabla
n its entirgty on tha Pallado Musaum
wehsita, at the link: httpomediateca,
palladiomuseum.orgfscarpad waby'
vidaomierwstaphpfid=3 (last accessed;
4 Aprl 2021)

5 I the documentary Lin‘ora con
Carlo Scarpa, a Rai Incontn production,
edited by Gastone Favern, directed by
Maurizio Cascavilla, 1972, Ging Zanon
dascrbes his collaboration with the
professor in thase words “He always
gives us very difficult jpbs, but we agree
on tha way to buld and finish them®,
while a very young Francesoo fanon
enthusiastically recounts the experience
of being able to produce a truly articanal
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winrk whaene sach alement i designed
amd built® s if it were a "unigue plece”,

26 For Scarpa, work in the workshop,
a5 i was for work in the carpentry
wirkshops, was ral simply an activity
of supervesion and verification, bt an
oparational and creative interacton with
the actual makers of his deas, whsch
took place deecthy on the dranvings,
insarting news axplanations.in the
diesigre. ar skefching new descriptions.
It is thesedore not surprising that &
growp of dravangs by Caro Scampa from
the Officene Zanan, the result of this
cofaboration, was acouired in 2004 by
tha Venato Region for the colectons

of the Castelverchio Musstrm, furtier
expanding its already vast archiva,

¥ Awisit to Officing Zanon Gino in

Viamice was organsed on 4 March 2020,

wihich was attended by staff from the
Proparty Management Service and

the luay Photographic Laboratony, as
wiedl &= anchitect Mangherita Ferrari and
myzelf, during which we absereed the
processas employved to buikd the table
AT AT

28 I a brief tedephons interview on
15 lanuary 2021, Valeriano Pastor,

a professor at luav, of which ha was
Rector froem 19749 to 1982, recalls
that thi reception of the tables by his
colizaguas was a “pleasant surpnse”,
With an “elermentary” solution that
wids; 85 obeSoUs as it was right, Scanpa
outlined a new way of standing at the
drawing table.

29 Bazsi A (2014), “Carlo Scarpa
architetto & designes”, in Bagnoli, 5, O
Liata, A, (eds), Carlo Scarpa, Sandm
Bagnol: || dasign per Dino Gavina

S Dasign for Dino Gavina, Sibsana
Editoriale, Milan, pp. 21-53

46

i The tedsles dessgnied by Scanpa
are collected in the publcation: Varous
authars [2009), | tavol di Carlo Scanpa
slla Fendamane Quenni Stampalia &
Vieneria, printed by Grafiche Antiga,
Ested-Simoa,

31 On Casa fentner and is
furmizhings. see: Formart, O, lean, G,
Martinis, R, (20200, Carla Scanpa Caza
fantner a Sungee una wila gahans m
Svizzera, Ehecta, bian, in particular
the esgay by Fomarn, D, “Amed fissi e
muobili: dal pazzo wnico alla produzione
seriale”.

FE  “The mmportance af the table -
dhie 1o the format complexity of the
padestal structuna and the matenat
richnegs of the top - i emphasiced
bry the arrangement of the chairs in
harocchetto shde: tumad towards tha
sheheas, to heave the view of the table
unobstructad, except at mealtmas”, In
Formari et al., o cit,, p. 1146

33 The architect Gusdo Pietropali
made me avware of the existence of the
coffes table and the photos showing its
prasence at Scampa’s home in Vicenza,

34 According to Philippe Duboy the
tables were inspined by the counters
of the Rialto market. Dubay, P [2016),
Carlg S5carpa. Larte di espore, Johan &
Leswi, Monza, p. 203

35 The information on and images

of tha table were received duning a
meeting with Tobia Scampa in Moveambear
2020,

36 The process of manufacturing
seamiess steal tubes, latar known as
“Mannesmann tubas”, was mvented in
Germany in 1885 and was to form the
basis of fumiture dessign from the 1920s
onwards, with some famous peces
guch &= Marncel Breur's Wassily armmchair
of 1925 and the Cantileyer chairs by



Stan [S33, 1926}, by Brever (B32,
1925, with the artestic copyright of
Mart Stam| and by Mias ven der Hoha
{5533, known as “fres swing”, 1927,
24 produced by the company founded
by Michaed Thomet, who switched from
using curyvisd wood to cureed tulialar
gtesd Sea: Sala, b, Sala, M. [2005),
Gegmetne del design, Forme & materal
per il progetto, Franco Anged, Milan.

37 Bradbury, D {2019), Modermismae.
Arredi, dasign e grafica 19201950,
Electa, Milar,

28  The descrption of the producton
of the Scanpa table (s takesn from the
docurnentation in the archives of the
luav's Proparty Managament Senvice
and from discussions with e artisans
Paslo and Francescs Zanon

38 The description of the production
of the Scama table is taken from the
decumentation in the archives of the
luay's Property Management Senvice
and from discussions with the artisans
Paslo and Francesco fanon.

40 Scarpa‘s material of choioa

wiaes; ariginally a blockboard knowmn
commercially as “Moralt”, which was
fodlorwed by phowsood.

41 The indicated size cormesponds
to tha dimensions of the frame and
the dimansions of the panel, although
in neswer tables the measumements of
the top hawe “increased”™ to 182102
cm. A5 to the reason for the sze of
the tables, thane are tao warsions:
aocording to some it is related to the
size of the phywood sheat vsad, which
wiak produced in double the size of the
table, allowing bwo tops to be made
from aach panel, without any scrap, For
others, they were related to the size of
the Schoaler card stock, which was

vary popular with the professor, so that

twwer sbudants could workl on each table
facing each other,

A2 In 19592 the then Rector Maring
Falin requested & quote for “the supply
of 17 "Searpa mode’ tables measuring
1500075 moand b tables measuring
0.5l 4% m. Thesa tables will consist
of @ metal frame panted matt black and
a 20 e poplar wiood top covesed in
black laminate”, luay srchive documant,
AMMuay Wit 1-2. The previous year, the
umiversity had purchased 40 *Scarpa-
typa” tables measunng 102=182=72

in hesghit, with a black-coated metal
frame and togs miade of 19 rmm ckoum
plandong sy archive doomant
21031991

43  The sizeof 337 mm comesponds
b e gas inch, a comentional
measurermant imvented to dassify the
diameter of pipes for the passage of
fiuids, diffarant from the standaed inch
equal to 25.4 millimetres.
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Maszsimiiano Condotia’
The steel tube

Anancient Chinese tale describes the life of 3 man of letters who chose
to isolate himself on & mountain and build a garden

[.-] with his own secret place, a small bamboo grove that he could
go to on his own. In the middle of the grove, next to a spring,
liwed the tirst bambaoo he had planted, and over the years he had
developed a strong attachment to that plant. He played the zith-
er and conversed with the bamboo as it grew towards the light,
learning the secrets of nature trom it. But a terrible drought hit
the country and one morning the man went to the bamboo with
a sad face, The bamboo asked why and he explained that the
only way to alleviate the drought that was killing everyone, hu-
mans and plants, was to get water from the spring across the ra-
vine, But there was only one way to get there, only the bamboo
had the necessary length to cross it. The bamboo thought about
its long life, thought about the fact that it was the man who had
planted it and cared for it all those vears, and decided to sacri-
fice itself, transforming and continuing its life in another form®.

The story underscores how the importance of tubular shapes has
always been clear to man throughout the centuries, and in my view
poses a relevant question: is it possible to consider the tube as an “ar-
tefact” resultingfrom the transformative processes of human activity
or is it a “tool” to be used in production and artisanal processes?

There is no doubt that human beings throughout history have made
use of pipes and tubes, at first finding it in nature, already shaped and

| Professor of Architectural Technology, Universith luav di Venezia

a1



immediately available in the form of bamboo, marsh reeds, branches
or hollow tree trunks. In this condition, we can think of it as & tool,
one that man wses, tor example to convey water from one place to an-
other, or a5 an instrument to produce sound, or even as a construction
material used in the building of small shelters.

Subsequently, man began to handcraft pipes out of different mate-
rials, first out of clay and wood, and then into metal pipes and tubes.

The first metal pipes were made of lead. In Roman times, the plum-
bari [craftsmen who worked with lead [promiba in Ttalian, still today in
the English language the plumber) started from sheets as long as the
size of the finished product and rounded them around a cylindrical
woaden core. To close and seal the gap that inevitably remained at the
junction of the longitudinal joints molten lead or an alloy ot lead and
tin was poured.

An evolution of this technique consisted in casting the moiten lead
into a mould in which a cylindrical metal core was inserted to pro-
duce the desired diameter. This resulted in seamless pipes, obwiously
not perfectly circular, elliptical in shape, but still more regular than
tubes made from hand-pieced sheets wrapped around a core.

From this moment in history, the pipe was no longer or was not
merely a gift of nature to be selected according to size, length, and
strength requirements, but a product of human activity, manufac-
tured in varions combinations of shapes and sizes, each designed for a
specific purpose. Hence, the pipe could no longer be considered just a
mtltifunctional tool, nseful for multiple occasions and purposes, but
for all intents and purposes became an artefact

The industrial production of metal pipes would start much later, at
the beginning of the 19th century, initially produced in cast iron and
then in steel, in different sizes, diameters and thicknesses, and with
different alloy qualities. A further breakthrough came in 1886, when
the German brothers Reinhard and Max Mannesmann registered the
world s first patent for the invention of a process to produce steel pipes
and tubes using a wire-drawing process, not by bending, thus obtain-
ing so-called seamless tbes, The process consists of transforming
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a billet through the Mannesmann rolling mill into a hollow shell of
limited length and high thickness. Subsequently, further stretching
processes reduce the thickness while simultaneonsly increasing the
length of the rube

Modern production processes have introduced other methods and
variants for the production of seamless pipes and tubes, Neverthe-
less. many of the production techniques currently in use are still de-
rived from this original system. The hollow shell, still commonly
produced using Mannesmann-type rolling mills, is processed while
hot with a rolling-stretching mill (including the pilger mill) whereas
the final dimensions are achieved with further processing (hot or
cold) by means of a continmous mill or by means of a reducing and
stretching mill.

From a petformance point of view, seambless tubes and pipes have
no localised weak points and are therefore highly resistant, making
them ideal both for conveying liquids and gases at high pressures and
for structural use, Industrially mamifactured pipes and tubes there-
fore have a variety of uses. These obviously range from the plumbing
and chemical industries to the use of tubes and pipes in the construc-
tion world, both as an element for erecting scaffolding and temporary
structures in preparation for the construction of buildings, and as a
constituent part of the building itself.

In this changed scenario, characterised by the industrial production
of tubes and pipes, it is undeniable that they must be considered man-
ufactured products,

Due to its construction characteristics, the seamless tube is also
particularly suitable for bending. Its use has therefore spread to oth-
er sectors. ‘It was used as early as 1890 for hospital furniture, from
1919 for car seats of the Czech manufacturer Tatra, and in the Fokker
workshops for aircraft seats from 19242 It was in this renewed con-
text that Marcel Breuer, “then director of the wood workshop at the
Bauhaus in Dessan, came up with the idea of using steel tubing for
furniture construction, enthusiastically inspired by the solidity of his

new Adler bicycle™,
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In 1925 Breuer designed the Wassily chair, which went into produc-
tion in 1926. It was precisely Mannesmann, after Adler’s refusal, that
supplied and bent the steel tubing used tor the chairs construction,
“The artisanal technique of bending tubukar steel was fin fact] shortly
afterwards revolutionised by the Mannesmann cold-bending process,
which, nsing a series of solutions, avoided the flattening of the circu-
lar section during bending™.

At the same time, other experiments and chair designs were devel-
oped based on the use of bent steel bing, exploiting its structural
capacities of durability and at the same time elasticity. Thus were born
the cantilever models, such as the Kragstub! by Mart Stam, a cantilever
chair known as the “cubic chaic’, or the Weissenhof chair (also called
ME10and MR20) of 1927 by Ludwig Mies van der Rohe and designer
Lilly Reich, or such as the B4 Cesca of 1928 also by Breuer.

The steel pipe therefore entered the home:"Breuer thus initiated an
aesthetic breakthrough in furniture construction, and invented a sig-
nificant new branch of the industry™®,

The economic and aesthetic model of this new sector was therefore
industrial production: the seamless steel tube, manufactured in the
desired size, length and diameter, curved to measure according to the
designer’s drawings, in painted, chromium-plated or stainless steel,
became a refined industrial product and the protagonist of the design
of the modern movement down to the design of the 19605, Pipes and
tubes thus had a new vocation alongside its original nature as a tool to
support artisanal activities, a nature that nevertheless remained strong
in the world of widespread architecture, in the hands of masons and
plumbers. Where construction is still carried out in the tradition of lo-
cal craftsmen, the steel tube is still an indispensable multifunctional
tool in the hands of the artisan in adaptation and repair work.

This connection between the tube and craftsman-builder, and tran-
sitively between pipe and building and between pipe and city, is so
strong and ingrained in popular culture that one could imagine pipes
and tubes alone being used to configure an entire city. One thinks of
Armilla, the city conceived by Calvino “which has no walls, no ceil-
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ings, no floors: it has nothing to make it look like a city except for the
water pipes, which go up vertically where there should be houses and
branch off where there should be floors: a forest of pipes that end in
taps, showers, drains, overflows™s

In depicting this city, like many other artists who have modelled it
over time through paintings and sculptures, I imagine pipes branch-
ing off into space between straight stretches and curves to form loops,
corners, narrowings and widenings, thus configuring formalty differ-
ent spaces where each one becomes an environment with a distincrive
value: a use that is not improvised, but tailored to the specific need.

In the same vear that Calvino published Le Ciera envisibili, in 1972, in
their book Adhocism Charles Jencks and Mathan Sitver theorise about
this concept of adapting in a constructive and non-improvised man-
ner. Adhocism “can also be applied to many human endeavours, de-
noting a principle of action liaving speed or economy and purpose or
utility. Basically it involves using an available system or dealing with
an existing situation in a new way to solve a problem quickly and ef-
ficiently. It is a method of creation relying particularly on resources
which are already at hand™.

Only a year later, in 1973, musician Mike Oldfield released an al-
bum entitled Titular Befls. It is a musical work {an LP, as vinyl re-
cordings were called at the time) whose title and certain melodic parts
of the composition were inspired by a handcrafted instrument in the
recording room, tubular bells: an idiophonic instrument composed of
a series of brass metal tubes of different diameters and lengths cut to
the precise size necessary so that when struck and made to vibrate
they produce exactly the frequency of the note intended.

Interestingly, Tubwlar Bells was the first album released by Vir-
gin Records - now one of the world’s major music labels - which
was founded by Richard Branson specifically to release the Old-
field record that no record company wanted to produce. It all start-
ed with a recording studio put together in an "artisanal” manner,
thus founding what we can consider the first "independent label™
in history,
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These were the early 19708, a decade that expressed the need to inte-
grate the consumerist model and industrial production with a reform
of social culture and personal relationships. This context led to the re-
affirmation of popular cutture, of art as soctal commitment, of work
culture. These concepts of the artisan are traits that we can synthesise
and make our own:“the craftsman represents the special human con-
dition of being engaged™.

The outcome of one’s work should therefore be understood accord-
ing to the meaning of the word “craft”, a manual work, the result of
a trade learned through practice, but not for this reason trivial or of
little wahie, In this changed cultural landscape, tubes and pipes once
again take on the value of a tool. Therefore not a tool custom-designed
to perform a specific function to perfection, but rather a kind of flex-
ible tool adaptable to multipe uses and for this very reason “creative”
“getting better at using tools comes to us, in part, when the tools chal-
lenge us, and this challenge often occurs justbecause the tools are not
fit-for-purpose™.

This way the tool contributes to the designer's creative process. “In
both creation and repair, the challenge can be met by adapting the
form of a tool, or improvising with it as it is, using it in ways it was not
meant for. However we come to use it, the very incompleteness of the
tool has taught us something ™.

It was in this period and in this cultural landscape that Carlo Scarpa
conceived the table design for luav, probably, according to a hypothesis
described in the first essay "Artfully crafted” (Valeria Tatanao), starting
with the creation of an artisanal prototype whose frame was made
from bent plumber’s pipes, welded together, and elbow fittings. In the
final version, the tbular steel structure of the table is even simpler:
the tube is of the welded type, there are no curved parts, no fittings,
just straight sections of steel tubing with a nominal diameter®® of one
inch, an external diameter of 33,7 mm and a thickness of 2.6 mm. The
only “special” machining is reserved for the horizontal cross-pieces,
which are milled in such a way that they can be connected and subse-

quently welded onto the four uprights (the table legs),
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A simpie but by no means teivial technological solution with contri-
butions of the cultural temperament, the technological question and
the tool-industrial product relationship. The use of welded tubing,
which is more eco-friendly than Mannesmann-tvpe tubing, was in
tact a significant choice that influenced the simple and essential de-
sign of the frame, further reducing the production costs of a table that
must indiscriminately support the work of students, lecturers and
scholars and therefore be produced in large quantities. The techno-
logical solution adopted is thus the outcome of a process of simplifica-
tion that took place creatively within moments of “artisanal probiem
solving”, where the adaptation of the imperfect tool-industrial prod-
uct - the welded steel tabe - led to the production of a complete object
that responds to functional, cultural and social needs: in practice, an
“artfully crafted” object,
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Rogaria Revalling®

Wood-based

The top of the "Scarpa table” consists of a simple wood-based panel,
which is a support. a “place” of learning and experimentation for sev-
eral generations, as the signs of time aften show throughthe slightly
rounded corners or the grooves caused by the cuts.

It is difficult to pinpoint a precise date or specific work that iden-
tifies when Carlo Scarpa tirst started using this type of panel, but he
would sooner or later employ such "modern” materials because he was
a skilled researcher?. In fact, while wood-based products have a rath-
er ancient history, it was only during the 19th century that they were
increasingly used in furniture and architecture, but also in the naval,
aeronautical and antomotive sectors, thanks to the introduction of
glues and industrial production.

The following paragraphs will explore the history of plywood. the
material used to make the tops of the Scarpa table today.

From veneers to plywood: a brief history of
compensato

Plywood belongs to the veneer family and is manufactured by over-
lapping several veneers that have been dried, sanded and cut in stand-
ard formats, of an odd number (minimum three) to ensure the sym-
metry of the panel and with a thickness varying between 1.5 and 4.5
mm, placed orthogonally to each other, glued and pressed. The Italian
meaning of the term compensato derives precisely from its ability to

I PhiD and Research fellow in Architectural Technodogy, Universita luawy di
Wanezia.
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“compensate” the tensions. In fact, such layering gives the panel excel-
lent properties in terms of shrinkage and swelling as well as mechan-
ical strength?, More specific performance is provided by structural
phywood, although it is little used due to its high cost, and “marine”
plywood, which was created for the nautical sector and is particulardy
resistant to lmmidity®,

The sale and use of plywood in Italy is regulated by UNI 636:2015
and is classified according to wood species (generally spruce, Douglas
tir, poplar, birch, beech, walmat, sak, rosewood, or teak and okoama
tor marine plywood) and their respective durability, the type of ad-
hesive (urea, phenolic, resorcinol glues), the type of use (structural or
otherwise), the surface appearance and its compaosition.

Among the wood-based panels, mention must also be made of
blockboards such as laminboard and Moralt®, Unlike plywood, these
have a core composed of glued strips arranged edge to edge and sand-
wiched between two veneers. Such panels have considerable stability
and rigidity and are very light. Strips of various sizes and generally of
lesser wood species can be used for their construction, while birch or
poplar wood is usually used for the veneers.

Until the second half of the 19 century, the most common term for
plywood, or rather its “precursor”, was veneered or veneers, thus defin-
ing the veneers used to cover furniture elements often made from less
valuable woods - a practice in use since Ancient Egypt — or in any
case to emphasise its nature as a material "derived” from solid wood®.
It was not until the turn of the century that the term three-ply, plywood
panel and plywood began to be used®, the term by which plywood is
universally identified today, although for a long time veneer and piy-
wirod Were used synonymously,

Between the 18th and 19th centuries plywood was widely used for
making furniture, especially in France and England and later in the
rest of Europe and America, Thanks to the mechanisation of veneer
cutting. an innovation introduced in the second half of the 1800s,
there was a sharp increase in the plywood market.

These two centuries saw the first patents, the first in 1793 by the

]



English engineer Samuel Bentham from which we have an initial defi-
nition of plywood, ie. a product obtained by laminating several ve-
neers then glied together to form a thicker panel. Then there are the
patents of the American John K. Mayo of 1865, according to which
“The invention consists in cementing or otherwise fastening together
a number of these scales of sheets™ arranged with grains ranning
crosswise in order to achieve greater strength, and that of Gardner
& Company of New York of 1872 for perforated plywood panels to
be used for seating in railways and stations. America pioneered the
production and use of plywood with the birth of the plywood asso-
ciations. Here in 1905 the first example of a “prefabricared” plywood
panel was presented at the Lewis and Clark Exposition in Portland,
and in the same year the material began to spread worldwide as an
industeial product, In spite of this American supremacy, in the late
19th and early 20th century it was the Russian company Luther that
was the top producer of standard-size panels (482 mm = 482 mm and
482 mm = 610 mm) and curved and exterior panels using a “water-
proof” adhesive.

Plywood architectures

During the 20* century plywood was used in the field of architec-
ture for “its cheapness, its uniformity [..] and the fact that it was fac-
tory-produced in modular sizes™ for the construction of tempaorary,
prefabricated and “decomposable” buildings, both for exhibition and
residential use.

While research in this direction advanced, the interiors of public
buildings. shops, offices were often clad with plywood panels, such as
the famous office of E. |. Knauffman in Pittsburgh designed by F. L.
Wright between 1935 and 1937,

The vears between 1939 and 1940 were significant for the wide-
spread use of plywood in the two expositions in San Francisco and
MNew York®, In the Californian city 37 buildings were constructed to-
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tally or partly with plywood panels. During the New York World's
Fair the House of Plywood built by the Douglas Fir Plywood Associa-
tion was presented, which was a house with a wooden frame structure
and plywood cladding, while the Finnish pavilion - designed by Alvar
and Aino Aalto — was made with curved plywood cladding panels ar-
ranged on three levels in vertical succession,

Even today, plywood is commonly used for temporary works, as
in the case of the lce skating shelters in Siberia (Patkau Architects,
2011} or the Wander Wood Pavilion in Vancouver (University of
British Columbia workshop, 2018). With regard to experimentation
in prefabricated housing, the first steps were taken in 1890 by the
Portable House Company based in Grand Rapids, Michigan, with
the production of small structures using three-ply plywood panels.
In the earfy 1900s this type of structure also became popular in Eu-
rope, for example with the American Red Cross buildings in France
made with double walls of plywood and cork insulation, or with the
Plattenhiuser (panel houses) produced in Dresden in response to the
demand for low-cost housing.

During the American Great Diepression, research conducted betwreen
1932 and 1935 by the US Forest Products Laboratory was aimed at stim-
ulating the mass production of housing: three-ply panels were produced
with standard dimensions of 4 ft = 3 {t (1.22 = 2 44 m) for vertical en-
closures and 4 fe= 8-14 £t (1,22 = 2.44-4.27 m) for horizontal enclosures,
which were glied to the solid wood structural frame during assembly.

Other experiments songht to achieve greater freedom in floor plans,
a3 in the case of the Packaged House System devised by Walter Gro-
pius and Konrad Wachsmann, a system patented in 1942% that al-
lowed the construction of dwellings with innumerable architectural
and structural arrangements thanks to the Y-shaped steel connection
system between standardised elements. However, these houses never
reached the market and only prototypes were produced??,

To this day, experimentation continues, stimulated by the use of nu-
merically controlled machines that allow the cutting and shaping of
panels as designed in 30 as well as the need to build houses quickly
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and at low cost, especially in emergency situations. One example is
the work of the British company Facit Homes, which makes homes by
snapping together phywood cassette elements, Another example is the
WikiHouse® open-source projectwhich provides two- and three-di-
mensional drawings to be "printed” on structural plywood panels and
then assembled/constructed on site, even with unskilled labour

Experimentation with furniture

Phywood has been used to make furnishing elements since ancient
Egvpt. In the history of modern and contemporary design, howey-
er, this material has only slowly “shown its face™, sometimes con-
cealed by colour textures thanks to designers who have enhanced its
“nature”. In tact, the 20" century was an important turning point for
experimentation and large-scale production of plywood furnishing
elements, especially for seating.

The Red-Blie chair designed by Gerrit Rietveld between 1917 and
1918 was the first example of a modern seat made of two plywood
panels for the back and seat, connected by 15 beech strips. Here the
structure is concealed behind coloured finishes that clearly recall the
De 5tijl movement, while the "naked” prototype - made a few years
earlier by the architect - reveals its real composition,

Inspired by Rietveld’s work on wooden furniture, Marcel Breuer
was the first in the Bauhaus to use industrially produced plvwood
panels rather than artisanal versions*, especially for the mass pro-
duction of tables and chairs designed between 1922 and 1924, which
are fitted with padding on the seat and headrest to provide greater
comfort. However, it was undoubtedly Alvar Aalto who exploited the
full potential of plywood, first with the Armchair 419 {1930-1931),
composed of a seat made of very thin curved plywood and twa lami-
nated wood armrests forming its structure, and later with the Stool 60
(1933) made of strips of plywood coupled with solid wood to obtain
the L-shaped curvature of the three legs,
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The search for greater comfort was the basis for the work con-
ducted by Charles Eames and Eero Saarineen with the Organic
armchair and the Conversation chivir (1940-1941) and the conception
of a three-dimensionally moulded plywood shell, an ¢rgonomic
form that did not require the addition of padding to be comforta-
ble. In the 19405 Charles Eames continned experimenting in this
direction with his wife Ray, and in 1946 the Dining Chair Wood was
born, whose backrest and seat again exploited the three-dimen-
sional modelling of plywood to “adapt” to the human body. The
tollowing vear, the Dining Chair Metal was produced, which dif-
fered from its predecessor by having tubular sreel legs. thus repre-
senting “a return to the modernist distinction between supporting
and supported elements™.

Throughout history, this matertal has been the foundation for
numerous other projects by designers and architects who have
tried to make the most of its characteristics, but it also fostered
the start of the do-it-yourself movement that spread in the 19503
and 1960s in the USA with actual kits for assembling furniture
and small boats. Later in the 2000s, thanks to the availability of
this material as well as the advancement of digital fabrication and
the possibilities offered by computer numerical control (CNC)
machines, designs to be “printed” on plywood panels for low-cost
self-building of furniture were born,

Abbott Miller was among the first to do so, and in 2009 he pro-
duced a plywood chair whose parts are cut entirely by CNC ma-
chines, Opendesk® works in a similar fashion, providing a digital
platform that offers free furniture designs (such as the Edie stool
or the Lean Desk from 2013) in digital format, to be configured on
one’s own CNC and produced locally by cutting plywood panels.



Plywood in the works of Carlo Scarpa

“Scarpa designed the house, the library, the exhibition..the restora-
tion of the old country house, a chair, 4 table, a spoon™®, working at all
scales in a similar manner, from conception to construction.

In his works he used different materials, often combining them in
original ways. Among these, wood was masterfully used in its sim-
plicity and fully exploited in its properties. Scarpa’s drawings teem
with notes, measurements, underlinings, corrections — and some-
times even the occasional expletive — in order to best express his will
and “simplify” the work of the craftsmen®® during the production or
assembly stages,

It is precisely in the drawing of a table for his home dated 1936-
9378 that yellow underlining appears, defining how to use the
chosen material and diagrains concerning its layering. The table is
made entirely of plywood, and its veneers are highlighted (with yel-
low lines) to be left visible, The vellow marking, identifving the ply-
wood veneer, will characterise other furniture designs where Scar-
pa uses this material®2.

For the design of the Manlio Capitolo courtroom at the Venice Ri-
alto courthouse (1955-1957), Scarpa used only wood, except for a few
details in metal: the entrance portal to the courtroom, the wall clad-
ding, the platform and all the furniture elements were in fact made af
solid wood and plywood. More specifically, the panelling is made of
8-10 mm thick makoré mahogany veneer fixed to the fir sub-frame
with brass screws. The stalls for the public, consisting of two shells
and a seat, are also made of plywood, here hot bent poplar wood ve-
neered in makoré mahogany on all surfaces®®,

For outdoor spaces Scarpa also experimented with the use of ply-
wood. This was the case with the Water Pavilion at Brion Tomb in
San Vito d’Altivole (1970-1978)24, composed of different wooden ele-
ments, namely green marine plywood panels for the lower canopies,
while larch slats without additional treatment are used for the upper

part and Moralt for the gilded panels arranged inside®s
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There remains a lively and still evolving interest in wood-based
products, which have been used throughout history in the world
of architecture and beyond, having proven to be both versatile and
“madern” thanks to their simplicity and workability as well as their
mechanical properties. An interest that is destined to contimue in the
future thanks to new experiments in design and technology.
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Marghemta Ferran!

Artisanal solidity

One day Carlo Scarpa showed up at Gino Zanon's workshop in Ven-
ice with an elephant tusk, He had an assignment for the artisans: to
make a detail on the crucifix to give to Onorina Brion, a copy of the
one placed in the funeral chapel in San Vito d'Altivole. Mot having
fonnd an ivory billiard ball, he had looked tor an altermative!, This ep-
isode probably took place in the 1970z, so the collaboration between
the smiths Paolo and Francesco Zanon with the professor had already
been ongoing for decades®, The gesture itself may seem bizarre, and
the image of Carlo Scarpa strolling through the streets of Venice
with a tusk under his arm may raise eyebrows - even though in
those days the ivory trade was legal?, so it was actually not so un-
usuall - however, when you consider the relationship Scarpa had
established with the professionals around him, this gesture takes on
a different value.

There are numerous testimonies of people who knew him directly,
just as there are many publications dedicated to him that draw from
a rich national and international bibliography, offering interesting
points of view® that constantly drive the debate on Scarpa’s works as
well as on his person as a teacher and as a professional, Probably one
of the common factors that most identifies him is precisely his atten-
tion to materials and details, an attention - one could almost say —
that was universally recognised. Behind every detail there was in fact
always a path dictated by the desire to define the shape of the material
and thus the architecture of the element, whether it was a glass vase, a
wooden door or a metal frame. It is also well known how many draw-
ings Carlo Scarpa made to express his reasoning and reflections, it

I PhDin Architecture Technology, Universitl luay di Venezia,
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was the only way for him to be able to proceed and achieve a result and
the definition of a design.

Faced with this mulritude of drawings, it is perhaps superfluous to
explain the reasons for so much research, whether it was purposeful
craftsmanship or constant uncertainty®, though it is certain that he
was not alone in these pursuits, This 5 in no way intended to cast
doubt on the authenticity of his designs. On the contrary, the intent is
to appreciate even more the design process that led to the definition
of each work. a process that was particularly characterised by discus-
sions with craftsmen such as metaiworkers, carpenters and painters.

The starting point for any design process was in fact “constant fi-
delity to tradition™, which implied an accurate knowledge of the ma-
terials and rechniques developed over time, This knowledge consti-
tuted a fundamental point of the design process, and technique was
nothing more than a way of knowing the material, so the form could
be imbued with meaning and express the intention of the project’,
This interest matured over time, and was further invigorated by the
context in which Carlo Scarpa grew up and was educated, the city
of Venice®. In this same city he would meet the craftsmen and pro-
fessionals he would collaborate with for decades, for works not only
in Venice. Among the best known are Eugenio De Luigi for plaster,
Luciano Zennaro for stone, the metalworkers Francesco and Paolo of
the Zanon Gino workshop, the Anfodillo carpentry shop with Angelo
and Saverio, and the Augusto Capovilla carpentry shop with Gianni
Capovilla and Iginio Dainese®, These were the artisans he established
a working relationship and trust with, which he took with him even
after his move from Venice to Asolo

In itself, the collaboration with artisans can be considered a prac-
tice peculiar to architects, who through professional affinity solidify
their relationships over time, However this collaboration should be
contextualised geographically and temporally. Indeed, beyond Scar-
pa’s own desire to get to know the techniques and materials in order
to experiment with formal solutions in his designs, these were crafts-
men who distinguished themselves in a city as special as Venice and at
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a time when technology was not only advancing, but doing so rapidly.
Working in Venice meant — and still means today — masaging higher
costs compared to similar companies based on the mainland due tos
example to the transport and storage of materials and tools, thus im-
pacting the companies’ competitiveness®®. In the meantime, from the
19605 onwards mechanisation of manufacturing grew rapidly, driven
in particular by the sutomotive! and metalworking industries. This
change bronght about by the use of automatic machines would boost
mass production, and thus the production of identical parts in less
time, even drastically, compared to similar manual processes. Thus
industrial elements and products were being introduced into the
building and furnishing sectors, gradually replacing even those pieces
that were usnally custom-made by artisans.

Machine tools became indispensable for keeping up with the times,
and thus also with the competition. For the workshops on the Vene-
tian islands, it meant not only having space to house them, but also
the possibility of maintaining and sheltering them from the typical
dangers of the lagoon, such as high water. At the time, the Anfodil-
lo and Capovilla carpentry workshops, as well as the Zanon work-
shop, were also distinguished by this service, ie. having machine tools
that allowed them to perform different processes, an aspect that was
miich appreciated - and sought after — by Carlo Scarpa himself, as the
Zanon smiths, Angelo Anfodillo and Iginio Dainese™ who worked to-
gether with him also recall,

The Capovilla carpentry workshop moved from Rio de Ca’ Foscari
to Rio Marin in 1938, while the Zanon workshop and the Anfodillo
carpentry workshop were located in Cannaregic, Bio de la Sensa. The
latter had a total area of over 2,000 square metres, divided into work
space, storage and offices?. The Anfodillo carpentry shop constitut-
ed one of the largest workshops in the city of Venice, stretching from
Rio de la Sensa with the access from the foundation, to SantAlvise,
with the water gate. In the same building, with an entrance from Calle
dei Riformati, was the Gino Zanon workshop, then run by his sons
Francesco and Paclo, who were also the same artisans Scarpa collab-
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orated with directly for many of his works, starting with the Olivetti
shop in the 19505, The first works were generally metalaccessories for
carpentry products, but in a few years the workshop's activity grew,
and Paolo and Francesco Zanon contributed to the creation of artistic
installations and elements with an increasingly refined workmanship,
inchuding those of the Brion Tomb in San Vito d'Altivole, probably
among their most elaborate.

However, craftsmanship and design insight are not only evident
in an object’s degree of complexity, but rather in the attention to de-
tail. In fact, value does not derive from the nature of & material, bt
rather from its quality and the production technique employed, Thus
over time Scarpa, thanks also to constant interactions with artisans,
taught a “method” on the use of materials, namely “that of searching
far and recognising the well-made™*,

It was in this same workshop that the luav table also took shape,
consisting of a metal tube frame and a wooden top (first Moralt pan-
els and later plywood), in the first series also equipped with wood-
en caps turned on the lathe and placed on the table's feet, elements
that were later produced in Teflon due to their excessive cost, Such
furniture may seem extremely simple compared to other objects de-
signed by Scarpa, obtained by assembling a few standard elements
such as panels and tubes. However, the latter required two further
steps: machining the pipe tops at the connection points and join-
ing them together, For the first series of tables this was done with a
blowtorch and borax, which, dripped along the joints of the juxta-
posed elements, joined the tubes without compromising their shape.
Today, this technology, still in use for jewellery work, has been re-
placed by electric soldering, which is less expensive but requires a
final filing to obtain a finish that is as close as possible to the look
achieved with a blowtorch. This furnishing was designed to be a
“fixed purpose object™5, and therefore to be mass-produced, not so
much industrially as in artisans” workshops, because it was compli-
cated to mechanically reproduce the joint, which was designed to be
done manually.
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Research into materials and above all production technigues are at
the heart of every Carlo Scarpa project, whether it be artistic works
such as glass vases, furniture elements or temporary installations for
exhibitions, keeping in mind the intended use and purpese of each
object: “While the search tor form in glass objects is almost completely
free [.], solidity for a table, for example, becomes essential, and often
Scarpa. pointing out that the slightest rocking is annoying, would in-
vite people not to be influenced only by the novelty of the form or its
clegance™8.

The interest in materials is a curiosity that always accompanied
Scarpa on his travels, such work trips becoming an opportunity o
collect materials or products that could not be tound elsewhere, but
alao to get to know new ones, as the Zanon smiths and Saverio Anfo-
dillo recall®™, However, this research was not always successful so he
was forced to seek out alternative solutions, such as the time he had to
use an elephant tusk instead of a billiard ball to ebtain the ivery for
the detail on the crucifix.

It is therefore clear how the bond built over time between Carlo
Scarpa as a designer, in the broadest sense, and the craftsmen who
were experts in materials and processes, was aimed at the goal of pro-
ducing with care, and sometimes even with daring, while also going
along with the “natural” evolution of technigues and work tools, such
as the introduction of machine tools in craft workshops.

The ability to use tools in the most appropriate manner does not de-
rive solely from technical skill, but is the result of a profound knowl-
edge of the materials these tools act on_ A knowledge capable of exalt-
ing the intrinsic properties af the material, even able to overcome the
nostalgia associated with the techniques of the past®® that can some-
times hold back a natural evolution of craftsmanship, and thus of its
VEry meaning.
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Mauro Maott!

From the classic model to special formats

This short text of mine is meant to be a testimony of the life of the
Scarpa tables over the last 40 years, from the beginning of the 19805 to
the present day, from the point of view of those who bought those ta-
bles, maintained them, and managed their movements and placement.

At the beginming of the 19805 the classrooms were equipped with
Scarpa tables in the classic (historic, certainly the original) 181=101 cm
size, with adjustable-height stools for seating. At that time, the cam-
puses in operation were Tolenting amd Villa Feanchetti in San Trovasa
{Treviso).

The Scarpa tables were located in classrooms and some teachers’
offices, while the administrative offices were equipped with the fa-
mous 1963 Olivetti Sintesis BBPR model, and later supplemented and/
or replaced with the 1970 Series 45 model, which were so angular that
every time you sat down you were sure to bump your legs or knees on
the edges, uprights or drawers, resulting in bruising.

The “classic™ Scarpa table was being used; we could even call it “the
original” if only we could find a drawing, a sketch, a description by
Professor Carlo Scarpa. In any case there was only one model with di-
mensions of 181101 cm, a smooth one-inch tubular iron frame treat-
ed with red lead rustproofing in the classic orange colour, with a fir
plank top and wooden feet {called caps), usually oak,

When I arrived at the technical office in the early 1980s, one of the
first jobs I took on was to purchase the Scarpa tables for the class-
rooms in Palazzo Tron and Palazzo Badoer, which were coming into
use as restoration work had been completed.

I Head of the Real Estate Managernent Service, Universith luav di Venezia
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The first question | asked was: “Who do we buy the Scarpa ta-
bles from?’, The answer was: “We don't buy them, they're built”,

And who builds them?
“Just call Zanon in Cannaregio”.

Yes, that's right, Professor Scarpa, whao collaborated with the Zanon
workshop to create his iron works, seems to have sketched (it is
said by sketching on a table top in the workshop) the design of what
would from then on become the table used by all IUAV students for
their studies,

Starting in the 1980s, in a continuous crescendo tor the universi-
ty, departments (six) were established and a large number of tech-
nical-administrative staff and faculty was hired. The campuses in-
creased in number and thus also the number of classrooms and labs.
The central library was reorganised and decentralised libraries were
opened, and so on. At the same time, the demand for tables increased
exponentially.

From then on, the Scarpa table proved to be absolutely versatile,
All sorts of colours and sizes were produced. which the internal staff
itechnical department) defined as follows.

The “classic” or “normal” format (181=101 cm) was sometimes simpli-
fied to 100=180, and especially in the 1990s there was a rush to cover
the top with a laminate (black, grey. white), the frame started to become
black with some variations (grey, orange and even white.. fortunately
only a few) and for the feet wood gave way to Teflon (white or black).

The “large” formats, those that exceeded the standard size: not many
were ordered and in some cases they were used for conference rooms,
There was also one in the Council Chamber, now the offices of the
Rectorate, 300 ¢m long (perhaps the largest one commissioned), very
difficult to move and with a structure that is too weak for its size. In
tact after a while it began to dip in the middle and was demolished.

The “kevboard” format: small tables buile for typewriters (still in
great demand today, but obviously for other uses).
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The "small” formats: those smaller than the classic version, and here
there are countless sizes {at least 30 or 5o, some differing by just a few
centimetres).

The “odd” formats: those that were 72-73 cm or less in height. They
were Usually reguested as stands for projectors or other multimedia
equipment, or for some particular activity, such as an information
desk for example.

The “special” formats: these differed in structure as well as size, and
some were requested with luminous glass tops for slides, others with
double frames with one or more removable surfaces to hold equip-
ment, and in some cases with reinforced frames to support particu-
larly heavy machinery.

What is the life of the Scarpa table?

The Scarpa tables have always been at the forefront of IUAVS history,
they have played leading roles in the studies of thousands of students,
they have stood up to the student miners who, with passion and renac-
ity, dug grooves and tunnels into the surfaces, the students with en-
graving and painting skills, and those who discovered themselves to
be poets and writers, both of the noble art of poetry and the less noble
art of vulgarity, all with the carefree lifestyle that is said to be typical
of university students.

Sometimes, when replacing table tops (especially the older ones), if
one pauses to look at them one realises how the new generations have
changed: now the tops are still marred by many engravings, usnally
the result of cut-outs from models and various activities, but the traces
of poetic writing skills have almost disappeared, probably transferred
to smartphones. In any case, one thing has not changed over the gen-
erations: the multitude wads of chewing gum stuck under the tables.

The Scarpa tables have been protagonists in the lives of all compao-
nents of the luav: faculry, students and technical-administrative staft,
From the student occupations of 1968 onwards they were used as beds
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by students spending the night inside the university, as a dining table
mwost often transported to the gardens and cloisters of the campuses, as
a comference table in the Campazzo dei Tolentini during assemblies, as
a stage for musical and theatrical performances especially in the Tron
campis, nsed for kavish buffers, and for all occasions where a surface
was needed for placing things. Several tables turned vertically and
bound together acted as a partition wall and display panel, especially
during examinations (as is still done today), Many were loaned out and
not all of them came back_You could say they were in great demand.

In conclusion

Acsolution that exemplitied constructive simplicity, as well as versa-
tility, adaptation and surely also convenience. You can sit in any po-
sitiom, and standing you can reach every point on the surface, a table
with no sharp edges, and if vou bump it with your legs vou don't get
huart since the structure is made with a round tube.

A table that’s almost indestructible, if a leg breaks all it takes is a
couple welds and then back to the classroom, a coat of paint on the
frame, a new top and it’s as good as new.

It was and is the right table in the right place, always finding the
right moment to be used, and thus transforming from a simple table
into an icon af the Ioav community

Having arrived at this point, one consideration must be made: all
this has been possible thanks to the work of an artisan who has pre-
served the uniqueness and characteristics of the original artefact,
Carlo Scarpa’s idea was made real thanks to the craftsmanship and
mastery of the Zanon workshop, establishing a partnership that has
made it possible to achieve a quality that has remained unchanged and
constant over time.

What can we wish for such a table?
Given its iron-clad health_..to live more than 100 years.
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Limberto Ferra, Luca Pilgt!

Photography as a witness to the changes
at luav

The Scarpa table is an artefact without technical drawings but with
thousands of representations. In fact, in many “design and survey”
courses the first exercise was to measure and draw the Scarpa table,
simple but not trivial

There are testimonies of those who have built hundreds of then,
and of those who have studied and worked on them, as this text has
highlighted

Amnd there are photographs.,

Images that fix memories make it easier for us to retrace them, some-
times deluding ourselves into believing that nothing in our memory
will be lost

It is precisely the pictures in this book that show how the Scarpa ta-
ble has often plaved the role of supporting actor in many Iuav events,
also helping us to reconstruct their history.

For the past 40 years the role of visual witness of the life at Inav has
been played by the Photographic Laboratory, a structure established
in 1980 on the initiative of Professor Luciano Semerani, then direc-
tor of the Institute of Theory and Technique of Architectural Design,
who had understood that the presence of a structure dedicated to phao-
tography was essential in a university dealing with architecture. In
tact, since its origing photography has had a verv close relationship
with this science that is at the same time art, It is safe to say that the
oldest photograph in history is an image of architecture that was tak-
en by Joseph Micéphore Nigpce in 1826

And ever since the experiences of the first photographers, a lan-

guage of architectural photography has developed, defining codes and

I Photographic laboratory, Universith luay di Venezia,
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design paths, rules and constraints that are still valid today, which have
characterised the numerous photographic campaigns of the Laboratory,

But the Laboratory with its images has not only looked at archi-
tecture, it has documented diplomas, events, exhibitions. transtorma-
tions of the campuses, and many events that have marked the history
af the Tuay.

Phaotographers, with the product of their gaze, have always offered
a testimony af the events thev have witnessed. They inform, evoke,
preserve objects, people and moments from the past, allowing one to
see things that wounld otherwise be forever barred to many. In recent
vears we Lave witnessad a technological revohation that has made ac-
cess to image production a kind of game for everyone, and the spread
of smartphones has added to this with a proliferation of good photos
for every occasion.

Bat as [ohann Wolfgang von Goethe teaches us, “The eye sees what
the mrined kpwows”, and thereiure belind every photographic reportage
there must be preparation, knowledge of the subject one is going to
photograph, quickness in grasping the fraction of a second in which
everything is condensed, as well as an obvious technical ability that
leads to concrete operational precision.

Among the most important events immortalised over the years that
we can recall and retrieve in the archives, whether on film or digital,
are the Permanent Assembly of 1986, the occupation that took place
in 1990, the International Photography Conference hosted in 1984,
the funeral of Professor Astengo in the Tolentini courtvard (the cof-
fin was placed on a Scarpa table), and of Professor Salzano in 2019
at Ca' Tron, Occhetto's visit in 1989, the honorary degree given to
President Dubéek in 1989, the inaugurations of the academic vears,
and the many lectures given in the great hall by international archi-
tects and artists.

The various transformations and new layouts in our campuses have
all been documented, that of the central library designed by Giuseppe
Davanzo at the end of the 19803, the demolition of the former Mag-
azzini Frigoriferi, the Magazzini Ligabue before its restoration and
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conversion to university campus, Francesco Venezia's Material Test-
ing Labaoratory on the mainfand, the restoration in the mid-2000s for
the expansion of the Tolentini library by Franca Pittaluga, and the re-
cent restoration work at Ca' Tron and Badoer.

Amnd there are the big and small everyday stories about our students,
their work, often represented by project models or drawings. A count
has never been made, but there are certainly thousands of models and
other works by teachers and students that have been photographed,
archived and memorialised by the images taken in the Laboratory. By
the way, the studio equipment consists of camera. tripod and lights of
course, but also of a Scarpa table covered with a black cloth, on which
the models are placed and photographed. And then we find images of
design workshops, seminars, fashion, architecture.

Moreaver, since 2002 the university has established the W.A Ve,
summer architectural design workshops that bring a rich selec-
tion of architects from all over the world to Venice, hundreds of
students working together in the space of three weeks, tackling
the most topical issues of the city and the region. Three weeks of
designs, models to be built, spaces to be set up, collective experi-
ences, presentations, competitions culminating in the final awards
evening. Everything or almost everything is documented, creating
a shared daily diary and a memory of texts and images later col-
lected in a printed publication.

The 2020 W.AVe, with the theme “Post-Covid Scenarios” had to be
held remotely due to the pandemic, but together with photographers
from other countries the Laboratory contributed with a selection of
irmages from the photo campaign carried out at that time in Venice and
included in a web presentation entitled “Post-Covid World Observatory”,

Technological innovations over the past decades have revolution-
ised the photographic medinm from analogue to digital, from black
and white to colour, from film to sensor, from darkroom to digital
development software, and looking at the images in this publication
with curiosity one can see how many things have changed even at Inav,

But what never seems to change or age is the Scarpa table.
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Eva Jervobing, Ennico Calore, Marco Crosato!

On the tables

In Ancient Greece, at the roots of our culture, the table was defined
by two words: &PaE [abax] labecws [-xeoc], rectangular tablet used to
perform calculations) and tpénzla linipezal (rrapeze (7], banguet table,
but also bar hung from two parallel ropes used by acrobats for their
performances) The first word emphasises an aspect purely related to
the T2pvm [téchne], a term that characterises architecture itself in its
absolute pairing with the &g larckd], i.e. the organisation and plastic
impression of man on the natural wordd, The second word, linked for
us today to the world of the circus, emphasises the idea of versatility
and maobility of the table object. These twao “eves” through which a ta-
ble sees reality are both kept wide open through Carlo Scarpa's sal-
tion, and indeed this is the premise that makes it not only an object
to be used as a “rable form”, but a multifunctional and multidiscipli-
nary expedient, to the point of becoming a room, wall and staircase.
For architecture students in particular, it represents the main support
on/with which to experience the first vears of design. Ever since the
use of the most famous drawing tables - usually tilted and equipped
with a parallelograph - began to diminish with the development af
more technologically sophisticated designs, the Scarpa table is credit-
ed with being not only a worthy substitute to work on, but a true pol-
ymaorphons tool that leaves room for infinite reinterpretations,

Thus, like a boat, it finds itself repeatedly docking, setting sail, sail-
ing out to sea, displaced by the dreams of the many travelling scholars
who lead it to new shores

I Students of the Master of Science m Architecture degrae programma,
Universitd luay di Venezia.
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starting from 2020, measures 181 x 50 cm, and sllows o be used
for ex cathedra lessong and, by combining two tablag, to restora the
ongnal format.

pages B4-BF

TRAMSPAREMCIES Farmer Classroom AE at Ca' Tron, before ard
aifter Pioor reshoration work.

Thea niesed confenance room at Ca' Ton.

pages 93-55

ACTION Spaces and tables make it possibhe (o 50t up mooims for sem-
irears, workshops, labs, W8 e mams.

pages 100-105
1M EXHIBITICN The front and back of the tables buid a muititude of
possiole spaces and expenences

The phatographs were taken by the luas Photographe Laboratony
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