FABRICATORS

Let's try this statement on for size (or scale): all architects
are fabricators.
; In both senses of the term. In the sense of those whe
' make things and make up things. As in the legal definition
‘4o make up with the intent to deceive’. As in the fact that
all architects make real the imaginary, make up imaginary
worlds in order that they can be constructed, that they
fabricate reality ... with the intent to what? To deceive or
to ._cemceive? That we as architects rather than receive realit
‘as 15, de-conceive one reality and conceive of another, in :
- the manner and matter of fabrication?
.S The definitions of fabrication range between all these
. states: 1. To make by art or skill and labour, construct;
2 To make by assembling parts or sections; 3. To devi;e
:)P:.mc\{fegt (alegend, lie, etc); 4. To fake or forge. But doesn'’t
as;zma;];iftl;:;ri;:;tszé?rchitec.ture as.well: a skilled
e ions, with the lntEltlt tt? d.evise
Tl » anew (as of yet.) still fictive
T e eing constructed into the world?
parameters of Parlzs orrizz?ca;]y mmal.j]e: bysaditisbing e
T it s I;)ns of. rea‘l:ty we can fabricate
e oscillating play — between

the parameters
of : ;
ot the received reality (the documentary

and : :
et (the tf?e_Par ametric fabrication of a re-conceived
2 ctional mode) - that is architecture.

Now this i
§0es against the received story we often like

to tell ourselyes:

hirary ‘Ifrelz-t :hat we architects are engaged in the real

B eriods whe er ﬁf real construction, except of course
architects play with matter and manner

asin Manner
Ism. 7
Hoes vk, Somethmg someone like Giulio Roman©

en, with i
F n? nod.and a wink, he fabricates, in both
+ @ triglyph as if it were slipping down
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from its ‘crucial” position in the entablature of his 1534
Palazzo Te courtyard. Even if, or especially because, a trig-
lyph is just a faked beam end, a fabrication of the legendary
wooden origin-myth of classical architecture. Or as in Luigi
Moretti’s ‘fake’ rustication of his 1947-50 Casa Il Girasole.
But what makes Moretti's rustication fake? Given that it
is real stone, developed parametrically along the diverse
range of material and cultural parameters of its identity —
as picturesque landscape elements, rusticated blocks, fluted
surface, classic figural statuary, modernist thin cladding —
a transformative performance not only of the historical
biography of stone in architecture, but also of Moretti's
own autobiography as an architect.
At Casa Il Girasole, Moretti reveals stone in its then
real factual constructive condition as a form of veneer,
in contrast to the deceiving stucco-over-brick ‘rustication’
Bramante devised 450 years earlier for the piano rustico
of his 1501 Palazzo Caprini. Contrary to certain received
notions of architectural authenticity, this fabrication was
already a performative material mode in the High Renais-
sance, given that the architects of the Cinquecento were
imitating the rustication of the ancients, putting on a fictive
front — frontin’, as it may be said on the street today, fake
playing. This stuccoed fabrication of ‘rustication’ (and other
attributes of classical antiquity) reduced, as Christoph
Erommel notes, ‘the costs of construction considerably and
made the possibilities of a direct imitation of the ancients
very inviting for patrons of reduced financial means. With-
out this economical technique, Bramante’s direct successors
- not just Raphael, Peruzzi and Giulio Romano, but also
Jacopo Sansovino, Sanmicheli and Palladio - would never
have been able to achieve some of their most important
works.2 Thus it can be said that the very production of
the Renaissance in fact depended on this wholesale full-
scale fabrication.
Speaking of Palladio: standing in front of his
1565 Palazzo Valmarana in Vicenza, Guido Beltramini,
Director of the Palladio Centre, said to me that this was
his favourite, because it ‘has all this nervous energy’, and
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TECTONIC ACTS OF DESIRE AND DOUBT
directing my attention to the nwzx.aning window cyt out
dle of the top entablature, said that here Palla.
B ote s o this joke’. Now jokes a nd fabricationg s
what we expect from Giulio Romano not Andrea Pallad; (4
particulazrl)' as — to cite chapter and verse, chapter XX lino'.
i Book 1 of his 1570 Quattro Libri, in the section entitled ,EOI
Abuses’ — Palladio rails against any fabrication of any by;| 2
ing element that diminishes its primary purpose, whicly ol
cording to him is ‘to appear to produce the effect for W;,,-il]:.
they were put there, which is to make the structure ... | .
secure and stable’® The-equivocal choice of words is l'le;ll?c)k
‘appear’ feffect’, ‘make the structure look” — but appear ng-
affect, fabricated structure are; as Renaissance histori o
us, some of the main modalities of the Cinquecento \]:]:'S ol
was a matter and manner of representation rather fi’\' iy
ity. But then again this is no more or less fabricat .
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in his imaginary ‘reconstruction’ of antiguity, particularly
in the illustrations he provided for Daniele Barbaro's 1
publicatinn of Vitravius, wherein he makes up; fakes,
forges, invents, fabricates parts of buildings (such-as the
use of the giant order for a private house) that have no
reference or justification in Vitruvius, but which he will
then use in his own work to reconceive the very form of
the villa and the palazzo. And in the case of Palazzo
arana he reinvents his own received transmission
gn. He transfers and
of the

556

Valm
of contemporary Roman palazzo desi
transforms the Bramante Palazzo Caprini model —
rusticated ground level and the use of orders in the pianoe
wobile that he adhered to in his earlier 1552 Palazz0 Porto —
from the social Fabric of Rome to that of Vicenza, by
expanding the orders across levels, representing (with some
still nervous laftover Porto traces of rustication and those
single-storey piano nobile secondary columns) that the
nobles there oecupied both the ground level and the piano
nobile. All those tectonic elements — columns, entablatures,
rustication — which-even in Bramante’s palazzo were faked
depth, Palladio now develops as multiple superimposed
layers collapsed into:a radical surface relief yet still main-
tains the legibility and interaction of the separate layers —

which certainly has made many an architect and historian

nervous since.
This kind of superimposed pictorial and tectonic

layering had already been suggested on the exteriors and
interiors of Giulio Roma no's Palazzo Te, and by now it

has been demonstrated that Palladio took a lot from Giulio
Romano, a lot more than had generally been assumed, and
not just credit for the Palazzo Thiene commission (which
was in fact Giulio Romano's design and for which Palladio
was the local on-site assistant). In his 1546 Basilica, Palladio
was also inspired; as Beltramini and Howard Busns have
noted, by the elastic and adaptable serliana system that

Giulio Romano developed ina radically iterative and re-
sponsive manner in the renovations at San Benedetto Po
of 1540. The serliana — that motif so associated with Palladio
that it is mistakenly labelled the Palladian Window
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+ECTONIC ACTS OF DESIRE AND DEURT
Bramante, promoted subseq uently
by Serlio) - is all oo often described as an arch with
flanking rectangular openings. [n fact it sh&)u Id really
understood as a mutant figure; 2 hybridising of the twg
! structural forms to the point of enda ngering the actua]
ctructural stability of both - the archiinterrupting the o,
chord of the trabeated rectangular frame, the rectangular
frame removinig the:arch sides — were it not for the crugiy)
colunn supports that arrive at this precarious moment
of interface to save both from mutual collapse. Which
in Andrea Palladio’s use in the Basilica creates the effect
of an extraprdinary if repetetive diaphanous screen,
syricapating major and minor order, with its notable
compression at the corners.
_ ‘What Giulio Romano developed (in the 15205 and
15305 at Palazzo Teand in 1540 at San Benedetto Po), and
wyha!l’ailadio‘bormwed from him in part, is not fht: repeti
tive serial use of certain motifs, but what has been clai & l;
;‘st&e very definition of parametric design: iterative s i,
tems thatare able to ad gl
- apt and respond in a motivated
manner tointernal and external forces. Par i
‘have been a main wave of exploration, in n:rf::trlc systems
proach, for the pas : . it
in 1950 Luig; Mgr:t[f?:ff;ﬁidfj}ﬁlthuufgh it turns out that
: e desi
eters right from his editorial S EE S ol DAl
al send-off in the first issue of

his journal Spaz;

fura Praramebfc?fflwfendbb}f, 19'121 was calling for an ‘architet-
»even before i ;

computers in his 196065 € was pioneering the use of
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on Bramante’s Bel-
pansion in the lateral
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Sunt Eustachio Il Caffd), 1 can say that it turns out that Giulio
Romano was operating parametrically even in the early
15205, In this palazzo he developed a series of tectonic
elements in the piano rustico, piano fobile and attic storeys,
which transform along a set of parameters horizontally

in each of the three exposed facades and vertically up
through the building levels. The latter transformation
begins to radically shift and mutate the strict class division
of rustico retail and nobile residential of Bramante's Palazzo
Caprini, remixing the mixed-use palazzo in ways that
resonate with the rise of the merchant and middle class in
this period, as already indicated by Frommel's assessment
of the shift in patronage at this time.

These themes of parametric and performative muta-
bility are evident throughout Giulio Romano’s work, from
the buildings to the decorative arts to the tapestries to the
frescos to the drawings. In the same period as his design
of Palazzo Stati Maccarani, Giulio Romanu is preparing
his infamous etchings for I modi (The Pasitions), a collection
of representations of erotic couplings paired with smutty
sonnets from leading author and cultural figure Pietro
Areting, which as Bette Talvacchia has noted was scandal-
ous not for its smuttiness but for its expression of the mu-
tual desire of both sexes in the exchange.” Indeed, what
are Kama Stra-like manuals —move her leg now here,
move his arm now there — but a form of relational paramet-
ric positionings? Yet in Giulio Romano's case these itera-
tions of relational and interactive body components or
building components are not merely a formal parametrics,
but a parametrics of identity, A social parametrics, address-

ing and enacting the social and psychological transforma-
tion of class and gender relations in his time.

Lest anyone think I'm trying to fabricate a justification
from the past, rather than a provocation for the future,
1 would concur with Manfredo Tafuri that the pastis only
\iseful when used not to settle but rather to unsettle the
present and future —just as the possibility of new paramet-
ricand performative technigues of analysis and fabrication
should unsettle our understanding of the past. So let's get
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of architecture then, the fabricated future

back to the future
p Recent

ale Fabrication.
tell me:

ly Eduardo Mclntosh wrote,

of full-sc
incisively, to
o these software work-

have been sendingme t s
::::s :rhere companies g0 and bragin front of other

i se ___to make the new hot-

o abo:: howt‘;h:oy:e small unknown offices,
:::s;'.:;joer;-i::-ma;e_a- homogeneous sk.in out of diﬂ:e.‘-ent

anels. If you want to be cool your cLalfn :f-houl.d be Like
g ‘s team: ‘We made this skin with | trillion panels and
;:-panel. is. the same’ - 50 | don’t know, for a mome'nt 1
thought that maybe it was cooler to make a more ‘“t_el“est-
ing form with exactly the same panel. The other topicis
“We evaluate curves to make sure they are good
ought | was with my high school
everything has to

curves:
curves' - for amoment I th
buddies in Ecuador. And continuity,

be continuous here.

As Eduardo’s ‘for a moment’ suggests: continuous or
discontinuous, curved or straight, all different or all same,
these should not be our exclusive choices in this still new
century. In regard to parametric design, if anyone were
asked to explain some important situation with the quest-
ion ‘what are the parameters here?’, the meaningful answer
would never be a trillion gradient responses, but a very
limited set of relational and consequential actions (and
reactions and interactions). As any other perfm'mative
medium teaches us, some of these actions and reactions
and interactions would logically sequence the events in
question and some would cause a surprising turn of events:
What parametric fabrication promises today is the ability
not just to indiscriminately slide the software slider bar

or CNC mill or waterjet contour cutter back and forth in

an infinite gradient, but instead to track certain sets of par
maters, Exploring the parameters of social and cultural
‘.de“ﬁty through the exploration of formal identities. And
if we take the word fabrication even further back to/its

root as ‘fabric), it is still amazing to realise that all the
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definitions, beyond the first ones regarding cloth, have
everything to do with the conceptual and material and
social sense of architecture and urbanism, everything

to do with the complex, underlying structure of what we
make and what we make up: 1. Framework, structure: the
fabric of society; 2. A building; edifice; 3. The method of
construction; 4. The act of constructing, esp. of a church
building; 5. The maintenance of such a building. Even

the petrography definition refers to the ‘spatial ﬁrmngement
and arientation of the constituents’ of a rock, a definition
that if understood in the material and political meaning
of constituents could parametrically refer as well to the
fabrication of the city, to a skilful and responsively adaptive
assembly of parts and sections, with the intent to devise
and invent, to forge a new urban fabric.

So let’s imagine new spatial arrangements and
orientations of our tectonic and cultural constituents,
investigating and instigating the fabrication of those
underlying structural assumptions of our seemingly
‘secure and stable’ social and built fabric. Let's fabricate
social relations — at every scale.
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