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Editorial 
David Theodore 

But tlw flowers that bloom in tht sprmg, trn lna 

Ah, architecture. What's a student to do? The 
professton is thoroughly quetamr and the academy 
is, well, academic. Academic study of architecture 
has reverted to a seesaw between embryotOm) and 
anastylo:,ts. At least my recent fora} mto in covered 
i\"Or)' towers had all the markings of a Da\'id Lodge 
novel and none of the profits. ls architecture ailing? 
It's difficult to know. \\'hen I try to put my finger on 
the pulse of architecture l come to the !>Clme condu
ston about my patient as Hackenbush m A Day a/the 
Ract~: "Either he's dead or my watch has stoppt.'d" 
(go figure). 

Anyway, I wanted to report to you a com l'r
sation I overheard in the Arm:; and Armor room:. of 
thl• Philadelphia Museum of Art. 1 was pondering 
the cfficac\ of carolignian armour after a weekend 
architecture conference/tournament at the Gradu
ate School of fine Arts, Univers1ty of Pennsyh ani.1 
(motto: "Laws "·ithout morals are use!~") where it 
<>ecmed clll my steel-tipped lances were dullt'li, all 
my lambent jousts repelled, all 01} champions un
~Nted b) Lnconquerable Indifference-or wa~ it 
ml'rely a "dismten.>sted prof~rare?" Anyho''~ I wa.. ... 
' ' andering around imagining Jenmfer Bloom~r and 
Christine Bo) er cnca:.ed from sollerets to gorgt:'b 
about to be hoisll'<i onto surh moun~ \\hen -.ud
denly I heard the :.ound of one hand clappmg. A 
young man ''as tal~ing and laughing with two 
youn~ ),\die:.. I rem.uk.ed their Sou them aC\."l'nb and 
listt•ncd v agucly to their com-er:sation: 

'Ht:>y' 
"Ill'} wh,1t '" 

"Xo, ju:.t hey!" 

'Xo just hey what?" 
~Be nice!'' 

"Be nice what?" 
Looking out over the Schuylkllll saw myself 

as a creature driven and derided by vanity; and my 
eyes burned etc .. \1an, I hate it when that happens. 

Ah, weU. if you',·e read th1s far you're prob
ably thinking I'm cynical, and you'd be correcto 
mundo. But it's ju:.tified, aU right, well-founded and 
justified. ~ext issue we plan to feature the work of 
recent Quebec design school graduates [:.ub::<ribe 
now! ed.]. What are the~r pro:.pects in a town chodful 
of good. imaginative, engagt.>d (m the s.utrian :.ense) 

architects who ha\·e absolute!} no \\Orlc. (d1:;engaged 
in the Captain Picardian sense)? \\'ell, they can teach! 
These young latterday Pol) philios (and fifl) per cent 
Polyophilias) are finali!.ts on Tilt Pnce lS Rtg1tt-let':. 
see what you could ha\"C won behind door numw 
one-Beauty; door number three-Truth (ooh, aah); 
and what did you win behind the middle door num~r 
two? Congratulations! A tenure track f».>ition at an 
h-y league school! As quip~tcr Jamie Smiley u.."'!d to 
say: "Ha ha. \'cry funn):" 

As Freud u:>ed. to !>Cl)~ dream on. 
But I tn.bt )OU won't find thi,. cynirum dG

I:r'e!>Sing. J don't. 1\e merely adopted a new motto: 
what(!\,· er s worth doing i ... v. orth doing, period. And 
th~:. l!>:;ue :;he's a-done. C) rue!> ha\·e the Ja .. t laugh, 
the last ,. ord, and, at lca .. t in thi!- ca-.c, the) get to 
sing the finale. 

You 'n·lwJ your ,11llrt of ttars a11d troublt 
But m"Y CDrt m11 l\' a bubblt 
if ytlll can Jiut tht :;ctting >1111 and say 
Tcmwmrd', tomorriTd', to11t1.1rrow rs atwl!ri.'r day. 

Yo! Word up. Check thi out. 
)ou re hoo..._ed to the samt• crew that brought 

you Vol. Q2. \\'e would· keto~~ a big 'hout out to 
Erica Goldstein J k t Fitzsimons and Eric Majer, 
wh~ !>Uperhuman t: oru. 'mootht.'d out the admm
•~tratlon and production of \'ol. 9.2 allowing te- to 
br ng down the t,,.,u~ 'ou ha\ c in) our hand_ 

E\t~n ihH•'re al\\3)' b1ggmg up the idea ot 
C\.mtinuit),at tht•-..unetimewt>\cbcenk.i l.:mg to new 
tlavour.-, and new fla\ our.- rnal.:c dunge 1akc .. ure 
to ·t:'l u::. knt'w \\hat you think (Donations and com
ment!. are alwa\ ~ \H ·tOll\(') 'ou K('('p 11 k•ded; "e11 
!..t'l'p 1t flowing. It~ 11 real. 
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~~il~u'A.RC.AD. is.1 tht.>,ltrecamp located on 
an old farm~tc.ld in the E.1~tcm Township~. It offer.. 
... ummt•r classes tor youth age scven to sewn teen. IG 
dirt'Cillr ,b\..ed for ol prott'Ctcd practi!><' area in the open 
fields tl) accommodate a group of students and teach
er~. and to serve as a -,tagc Sl't during public perform

ann·~. 

following the spirit of the place, the project, 
nicknaml-d the "Chilmelt'On," borrows the traditional 
fom1s of the b,lm. lt is positioned at the intersection 
of a :-mall clt.>.uing .md an open field, 150m from the 
farm. ... tead. One appmachl'S the stte along a narrow 
path which. through a prt-determined scenography, 
choreograph~ thl' \ i ... itor's gradual disco,·ery of the 
pa,·ilion. 

Because the construction budget was ridicu
lously low, we u~-d rl>eycled materials such as old 
barn wood and windows. The old materials are al
ways framed or \'isually detached from the new struc
ture, making a surreal collage of surfaces, textures, 
and impressions. 

The Chameleon is made of movable parts that 
the actors can use to create a particular stage set. The 
side walls are composed of 6 frames that can swing 
inside the :-.tage to become scenic walls, or outward 
to become wings. The back wall is composed of a 
mo ... aic of recycled windows. In the middle. two 
woocil'n paneb CO\Wl-d wtth cedar shingles (named 
with affection the "French Fl) Stand") can be opened 
to frame the actors and the ~cne. The front wall acts 
as a theatre curtain. Piece~ of canvas are stretched be
tween four wood framl'S. Thl' curtain opens like an 
accordion. 

Spl'ctators can sit outside the pavilion and 
move around it to follow the scenes, or they can sit 
insidl' while the actors open thl' appropriate door to 
frame their scene. 

Thl' projl'Ct will be completed in May 1997. 
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11•• f fflh Column 

A Te levi sion bu t No Wall s on the 

Outsk irts of Pa rad ise 

Juliette Patterson 

One l'\ l'ning I ,,m at the top of a slope, draw
ing tht• "'-'ttleml•nt below and the \ 1rgm mountain 

acn'"' the h1~hw.1} I ,\In worJ..ing in Zihuatanejo, 
~lexico, with SIX other student~ from the McG1II 

School of Arl.hltl•cturc We are studying an informal 
settlement called I a Espcranza, which has grown up 

on thl' outskirt~ of Zihuatancjo as a result of the de
mand for cheap !.1hor in the touri~t industry} (Ixtapa 

b the nearby artifici.1l tourist town which sustains the 
economy of the whole region.) A woman comes out 

of a ncighboring shack, sib down beside me and stud
ies m~ dr.1wing critically. I'm racing agaiffit the short 
tropical sum-et. "My neighbor told me that a group 
of you drew her hou~. n she finally says. "Why didn't 

you come to mine?" I try to explain that hers isn'tone 
of the fifty houst.>s cho,cn at random, but don't know 

how to~)' it in Spani!>h. "It doesn't matter," she an
swer:-. ''I did a few drawing~ of what l want my 
dream-house to look like. Could you look at them? 
My husband promised me he'd build us a new house 
when he come~ back from Texas." By now there's not 
enough light to draw, so I close my sketchbook and 
walk m·er to her house. 

She lh·e:, with her mother in a cedar plank 
hou!'-C under a tar-soaked cardboard roof. Her hus

band has gone to work in Texas and they ha\·en't 
heard from him !'ince. Like most houses here, the sin

gle room i~ divided in two by a curtain; the back of 
the room holds a double bed; the front of the room is 

fumbhcd with a table and chairs. I sit down at the 
table. She takt.>:> out a yellow pad and, after much hesi
tation, shows me a drawing of a concrete house with 

disproportionately largr archrs. "I want the arches to 
be closed in with glass." I look at her and wonder 
where bhe found her inspiration for this neo-colonial 
house, so far from everyday life. l prefer the soft ce
dar planks and pebbled floor of her present house. I 
tell her that according to my !muted knowledge of 
construction such large panc.>s would be \'ery expen
sive, even in Canada. Why have window panes at all? 
You don't nt't'd them in this climate. ln fact, not a sin
gle house in the settlemt•nt has a window pane. She 
telb me that she h,ls scen a house in lxtapa that had 

large archt'S of this kind. 
I'm !>truck by the ~trl:ngth of her de:.tre to own 

!>Uch a houo,c. Slw's typical of many people here: the} 
want a future outside of rural po,-erty and it is the 
~trength of this deslfl' which makes them overcome 
the many obst.1cles in their w.1y h1r in La Esperanza, 
any small inili,ltlvc rapidly runs into obstacles: no 



running water, no roads, no telephone, no money. 
Practical and reasonable desires lead you nowhere. 
The strength of their will and their dogged persist· 
ence can truly move mountains. I'm quite !>ure this 
young woman shall one day own that house of her 
dreams. 

Down the street, Juana Chavarria·Torres and 
her husband recently completed their concrete house. 
They first built a house of bajareque, a simple timber 
frame with walls made of mud packed inside a frame 
of wood sticks. As soon as they could afford it, Juana 
and her husband started building concrete walb 
around the bajareque house. Eventuall}~ they moved 
into the finished concrete house and tore down the 
bajt1reque one. Bajareque with:.tands the heat better than 

concrete; but a concrete house is considered secure 
and modem. 

Juana is very proud of her concrete house. It 
has an entrance hall, a separate living-room, dining· 
room, kitchen, bedroomand ... a bathroom! When I ask 
about the outhouse in order to locate it on the :.ite 
plan, Juana tells me that they pulled it down when 
they finished the house.l nod, then realize the bath· 

room cannot be functional because there is no sewer 
in La Espcranza. The couple, betting on the sewer's 
imminent arrival, pulled down the septic tank; but 
since many things remain fore,·er imminent in La 
Esperanza, in the mean time they must climb up the 

hill to the woods. They would rather have nothing at 
all than mar the perfection of their new house by k'!?p
ing the outhouse. The thmgs people do for social sta· 
tus! I think. Then I realize that my conception of a 
bathroom-a utilitarian room I forget about eh -.oon 

as I close the door-is just my own. Practicalit} ha:. 
little to do with her appreciation of a bathroom. So 
what if it doesn't work? lt's a commitment to a mod· 
ern future. 

Other situations bring me up ag.1inst mv pn'

conceptions about basic needs. For example a hou~ 
might lad. running w.1ter and a water-proof roof, but 
it aiwav~ has a colour TV. One of the houses we meas
ured wa::; primitive even b\ La Espt!ranza standanh~ 

a wood fr,lme nwered with two blankeb, on the l~a. ... t 

desirable of all plot:. at the edge of the pin~ ton: t 
.1b0\ ~the settl~ment The room's fumitu~ Wib a dou· 
bk• h\.'<1, ,, f~?w cha1rs, and the color tel~\·ision . ~ 

famil) sat on the bed, mc:.merized by an anim.ltt:><.i 
carh)()n. 

Poverty in this coastal n.>sort town 1s not a ~tory 
clbout hung\•r, crime, Of stuJtifvmg \Hlrk. it 's ,}h\lUI 

complete boredom. Half of the community :.tay.; at 
home swinging in their hamacs. They watch us work 
in the heat. We do not see any book:; or magazi~, 
although most people are literate. La E~pcranza has a 
small school built by the Ford foundation-a lo\el} 
new building of interlocking hexagonnl classrooms. 
But its rooms are depres!>ingly bare: no books, no 
drawing:.. Outside of theSahJrday evening dance and 
other (albeit frequent) celebrations, telcvbion provides 
the sole entertainmenL And since grandparents and 
other keepers-of-tradition ha\e been left behind, it abo 
pro\·ide:. an easy opportunity to anchor oneself, to 

connect to the community and to the world outside. 

La Esperanza b a society in the process of de
fining 1ts identity. Right now 1t is .:>Omewhere between 
the rural past of its inhabitanb and the ~orth
American suburbia of its futur~. I can't under.;tand 
its enthusiastic adoption of cinderblock archite(ture 
and laissez-faire urban planning. Trad1tional build
ing methods are disappearing, and the surrounding 
tropical forest is slated for de\elopment. But in an 
uprooted society where traditional \'a lues have been 
left behind in the search for a bt?tter life, moderniza
tion is the easie5t or at least mo:-t obvioll5 ne)l;t mo\·e. 

We are innted for lunch by Carla5, his wife 
Paula, their five daught~. and Paula\ mother, who 

bore sixteen children and outli\ ed twch e. We :-it un
der a thatched roof in their gardm (a tmpical jungle, 
an oasb amidst the cardboard I'Ollf, and mud -.tn.>t.~) 
eating a delicious salad of octopu:-, hot chili pepper.; 
and crackers. Carlo,- owru; an apartment in the go~

emment-subsiCitzed hou.:.ing proje."t but prefe.-.. to IJ\ e 
in La E:.--peranza, without running water. "I don't want 
people li\ ing beiO\\ me and abo\l' me," he argul>s "I 
want my own hou!>t? and ganil'n." l'n• ~en tht.~ 

housing proJectS Euro~ans happily li\e 'in similar 
apartmenr.:. all thetr life. The apartments ~ not big, 
but what's wrong \\;th them? 

Carlo-.. _s not alone; no-cne here want.. to lh e 

in a mid-n...;e building, buy tht'ir grocerie" on the 
ground floor and walk to work. lhey \\ould rather 
commute It eo~ quilt:> naturally from their rural 
Nckgrounu ~ WI)U)dha\eto~ht:>UpfheirdliCJ.:· 

en.-. and dog~ and p1g' to ~o mto an apartment. Be
~ides, unhke Europe, there ... tllJ j .. a lot of unJc,ei

OJ.X'CIIand m \1t:>xico. \\'hy ~uldn't the) build hori
zontally rather than' t.>rti~all\ tall, lean m1agme thb 
town m a few yea.-..· a corlgl ll'\i, trotllcular metropo
lb. a mim ~te'\ico Citv. 
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One ot thl! reasc.,ns w~ an.' hl'l\ t~ le.' cc.mtc~t 
t•w .. 'u.ton The nt?t~hlxlurin~ colc.'n~ tlt l T\1 is t'n 
t\' o opposmg tac6 oi ,1 ra\ inl•; all hou~>:> th~n.·fc.,re 
look towal'tb ~~ Cl'ntre. lt i~ much mon' ti~htly-knit 
and political!) actin> th.m 1...1 r~pt.·r.llllc\.1 ,, F~~rc1ll2cl 
dcwloped on a slope along th~· highw.1y which runs 
from downtown lihuatanLiO to th~ airpt.lrt. All houS('s 
look towards the road rather than thl' community. To 
create a 5ense ot identil), the re-..idl·nt w,mtt>d us to 
design a public :;paCl' in an i.'mpt) llll at the entrance 
to tht> communi!)~ optimi-..tkall) calk-cl la l'la:n . The 
communi!)· wanb a pa\'ed pia) ~·tound and ~rhap::. 
a multipurpo:.e t>uilding. • t 54?C," a inend m Me\ico 
City says later, "they want a :007/o .. Any ~li-n."'pt.--ct
ing tllwn in~ le\ico ha:; a :Ocalo, that k, a main ~uare. 
At present. la pia::J 1!- a dumping ground for tht> pre::-i
dent':. wife's dishwater which makes a muddy cn.-ek 
the pigs greatly enjoy. 

We spend three day~ and a night making draw
ings and a model to show to the president of the hous
ing and development corporation. Since the housing 
corporation owns the ,·acant lot. we are hoping they 
will lend their support to the project. Atter an unfor
tunate experiment \\1th blueish paint in which La 
Esperanza became a snow-covered lnuit settlement, 
"e are ready to go. We arc ushered with great pomp 
through hea,;}y guarded and air-conditioned pre
cincts. Six or 5e\·en of the director'., a-.. ... btanb arrh·e. 
After elaborate introductioru., we .... u down, and
wait Finally the great man arri\'~, and after stand
ing for more introductioru., we c,it and listen to his 
speech. He speaks com·incingly of "justice for the 
01Tilpt5ino" and of the Mexican soul'~ dcqHooted de
~rre for pri,·ate land owner~hip. But he showl> no signs 
of acting on his words. Afterwards, we take a group 
photo and go back to our apartment. 

Any effort at organizing La Fsperanza strug
gles against similar problems: public officials are not 
re,ponsible to their con~tituents. Civic institutions, 
including those protecting basJC property right.s, or 
legal rights or even equal access to bureaucrats, are 

weak in Zihuatanejo. The one-party system is kept in 
place through bribes. For example, our c;tay in La 

E'>peranza coincided with a municipal pre-ek'Ction 
campaign. Suddenly, doctors were roaming up and 
down the slopes testing children for malaria. Con
struction workNs and large truck!> matcri,llilc>d in 
large numbers to install the much-awaitl'd s<?wer. 

1'\everthcless, the issue of lht• squar(• opmed 
my eyes to the crucial roll' tht• square will play in the 

w9 n.31~ 

crt>ahon of ct\'ic-mindl•dn~:.~ . Isn't tl a nccc~sary con
dition for the de\l'll,pmt•nt of effective dvic institu
tions? "Wt• want a pl.lCc whcrt• our children can play 
.:tnd wt:'ddings bt• celcbr.1tcd," says Humberto, who 
lh cs m frc.mt of tht• J'la:.:a. llumbcrto is our great friend. 
Whenever we dr.1w m mca:<urc near his house, he 
brings us chilir:. to ::.it on ilnd mang<ll'S to cat. Through 
these ~cstures llumberto inaugurate~ the square as a 
kind of agorJ, a spl•cific cinc space that encourages 
the e\change of ~ood~ and ideas. He draws us into 
the life of the.? communi I~~ civilizing us, making us see 

the plac~ his way. 
When it b built, the square in La Esperanza will 

provide a play art'a for children, a basketball court, 
and a !>helter. But it will tx> much more than that; it 
will pro,;de the opportunil) for discussion and de
bate, and for communication and exchange, and for 
the grounding of the foundation of democratic insti
tution~.lt will be archilL'Cture at its best, \'isible as form 
and agent of sociallife.J 

1 In tht· 'ununcr of 1'191>, '" 'tudcnts of McGill University and I 
went to Zihu.ltant'jo, Mc•ico, under the au,pice:. of the RAIC-CIDA 
)ooth Program. 1\t• •urW)'N the -..·lllcment and drew a geographic 
m.1p of 1t. made me.hun.'(f drawm~:' of 30 dwcllin~:s. and conductro 
a >OCioi<J!,>JCal study of the r~m·IJ·.,.. the~ hou.....e. The •ix other stu· 
denbo who wrnt to La Espt'roU\l..t. Mc\1.:0 "<'re Laurel Miles, Je.m· 
\la\lmr Dufresne, Scrgc Ga-con. Sul..atna Kubba . Sandra 
Haefeitmger, and A1tor ltorraldc Our co-onhnator, m the \tinlmum 
Co,t Hou-•ng Gradwtt• ProgrJ.m """' \1J.nud Lara and Saruat 
\'iqu.u In 'lt''l\ of the square' ' potrollal to organize the rommuni· 
~-' polihcal acti\11), I bdit'H CIDA's continumg lll\Olvernent b cru
oal CanadJan romm1tmrnt L' a nece.-ary rondttion to the square's 
realizatwn 

2. For more about our wtor!.. m l.a [,pcran/a, s....-Frnxm ~(Hopt(Mon· 
treal· Mc<~tll Schml oi ,\rrhlh"Ctun•, IW7). 

fulll'ltr Pallerson,/3.Arch McGi/1'96, is 11ow worki11gJor 
lilt• firm of l!mglots, Smillt, Vixm11/ 111 Mott/1'1.'111. 
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La Pet i te Ma ison 

A Sma ll Farmhouse 

Bromont , Quebec 

Atchi. L'CieS 

Cooception 
E>.t.'CU!lon 

Dessins 
Cnllage> 
F.ntrepreneur 

.'\1ario Sa.ia 

Sasa et &rb.t~. archih"Ctt:s 
MdnoSaia 
y, on Throret rt ROOm Dionne 
vt..dunlr lopout.annv l11'u~tna S.11a 
l'il>riM Sasa 
Pro C~lruct, C.h11 Wh1h·lwad 

In thb rc~ion the hill!> descend gently to 
mMsh~ and ponds a~ain~t the silhouette of distant 
mountain~. Of thl' numerous buildings which origi
nall} compri!-t.-d this farm, only the house remains. 
Sh1rted downhill to find surer footing on new foun
dation:., 1t still r(•tains a strict alignment, as per cus
tom, w1th the main road. Gardens have replaced the 
stables ;md other outbuildmgs which once nestled 
contrastingly w1th the irregular lay of the land, and 
within the houst.' it~ H. new elements are whimsicall} 
shifted to l'l'Call this delicate imbalance. 

llw sobriety of the original structure with 1ts 
steeply pitched roof, small unadorned windows, and 
one perpendicular wing fronted by a gallery, has been 
largely prL>served; only the yellow-painted front and 
back fa~ade~ :.tand in lively relief against the grey of 
the other surfaces. ew aluminum roofing tiles, laid 
on angle, contribute to the house a sense of splen
dour and permant?nce previously reserved for less 
humble architecture. 

The brilliance of metal also characterizes the 
entire surface of the volume which protrudes from 
the side, its mi:.allgnment suggesting both defiance 
and the poss1billty of a dialectic with tradition. This 
same treatment is also found over what was once the 
formal entry door. 

ln the back, a massive new field store chimney 
anchors the house to the hill while at the same time 
shouldering a lightweight steel balcony. One ot the 
ground floor windows, while conforming to the 
rhythm and size of the original openings, is embed
ded in a larger picture window to accornodate the con
temporary desire for light and \ iews, again within 
the framework of a dialectic. 

The interior responds to the simple lifestyle 
and r!:'fined taste of the new owners. All the parti
tions have been rPmoved to create two large rooms. 
The dining area-an extension of the kitchen, is fin
ished not with a traditional wallpaper, but rather with 
carefully buff-jointed plywood panels. This first axis, 
punctuated by waxed brushed steel columns, culmi
nates at a stair with a matching steel guardrail. 

A perpt?ndicular axis is established by the en
try hall and living room, barely distinguished one 
from the other by a griddt>d wood screen. Here, a re
ces~>d brickclad inglt•nook and fireplace terminate the 
&>quence. The stairwell on the nght pierces the wall 
at an angle and opms the 11\ ingroom up to mountain 
views and a Oood of natural light. The enhre room is 
banded by horiwnt.11 cherrywood paneling, with 



each moulding strip continuing the line and profile 
of the ~tair n~ings. 

This small farmhouse is a studied response to 
the spirit of place which simple architectural forms 
inspire and which the landscape commands. 

Sur le rang, a l'endroit de cette ferme, les pentes 
descendent vers les •Hangs, tandis qu'au loin se 
profilent le::. montagnes. Au hasard des buttes et de 
I curs creux s' etaient nichees les etables et toutes sortes 
de petites dependances. Seule la maison s'alignait sur 
la routecommec'est la coutumeetseuleeUea trarerse 
le temp::.. Elle a abondonne ses fondatioru. dbormais 
murs de sou tenement pour se retrouver legerement 
en contrebas sur des assi.ses solides. Main tenant, elle 
conjugue en eUe sa retenue propre a la fantaisie des 
angle:. qui etait celle des constructions disparues. 

On a conserve intacts le sobre batiment origi· 
nal avec son aile perpendiculaire et son appentis, les 
toils en pcnte, les ouvertures, le declin de bois, la 
galerie. Cependant les facades avant et arriere 
s'egayent d'un prerruer plan peint en 1aune qui entre 
en contraste avec le gris utilise partout ailleun.. La 
toiture en carreaux de tole d'aluminium dispose:; en 
angle confere a la maison une splendeur et une per· 
manence autrefois reservees a des architecture> moins 
humbles. 

La brillance du metals etend a !'ensemble de 
!'important bloc qui \'ient se greffer en btiUS sur lemur 
gouttereau lateral comme defi a la tradition ou eo m me 
dialogue OU\·ert a\•ec elle De meme, la forme 
irn;guliere du toit de cet ajout se retrouve en au,·ent 
biscomu au dessus d'une porte jadis resen·ee a «la 
grandc \isite». A l'arriere, le nom·eau foyer en pierrc 
de:; champs etaye la maison de sa mas~ solidc et 
l'ancre au t1anc de la colline.ll epaule en meme temps 
un lcger b.1lcon. L'une des fenetres du rez-de-chau~>e 
obeit .1u rythme regutier et au module des ouwrtures 
originates mais se Yoit tout a coup imbriquee dans 
unc .mtrc fenetre de facture contemporainc. Cela 
tl?moigne d'un gout actuel pour la beautt? du p.1y~ge 
l't dt• la lumi~n' du jour. 

L'inh?rieur repond au mode dl! \I(> -.tmplc et 

au gout raffin6 des nouveaux propm?taires. Tout.:s 
doi!->On::. ~upprimt>e!>. deux large- pi~ s'ou\'n.•nt, 
pl'TJX'ndiculaires l'une p.u rapport a I' autn.'. La !-a lie 
il dim•r qul' prolongc la cubine troque I' ancien papil'r 
pdnt pour dl'~ panneau\ de contreplaqul5 fincmcnt 
moulur(•s, soigncuscmt>nt decoupt$ et •'Sl'nc~s. Cc 

premier axe que des colonncs d'acier brosse et cire 
ponctuent, s'acheve sur l'escaher a\ec son garde-fou 
de meme materiau. 

D'autre part, le se-jour et le hall d'entree, en 
liaison directe l'un arec !'autre, a peine separes par 
un ecran a carreaux forment en realitc une seulc piece. 
Sur cc deuxieme axe,le mur du fond met en evidence 
un court passage voute entierement revctu de briques 
a feu qui donne acces au foyer profond. A droitc,la 
cage d'escalier troue le mur lateral, contrecarre 
l'orthogonalite generale et offre des vue::. de la 
montagne et un riche edairage nature!. Cet accident 
de la ,·olumetrie exerce un impact <;ur l'espace du 
sejour. Tout autour, les boiseries prolongent chacune 
des marches monolithiqllfS en bandes et en moulures 
pleine.. toutes du meme bois de merisier blond. 

Cette petite maison resulted' une recherche de 
l'espnt des lieux que de::. formes architecturales 
sunples inspirent, que le pay :>age impose. 

Marro Sa in IS a partner in the firm Sa10 cl BarbarN, arclri
tectes. in Montrenl. 
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An Interview with Paul Schrader 
Erica Goldstein 

v9 n3/C 

Paul !Xhr.ldt•r is a scn.>t:nwritcr and director 
who-.c work include~ Taxi Drir•cr, Raging Bull, Ameri
can G1golo, Mosqwto Coa~t • .1nd, mo:.t recently, Touch. 
He w.1s in Montreal in January 1997 working on hb 
current film Afj1irfl011. 

Till! Fifth Colwun: Tl~e• reason I'm here is because 
Aunt' Pr1tdwd /Monfrt•nlllroduction designer] sugge;teti 
that you 1111xhtlikr doing an intm•iew for an architecture 
maga:mt• Shr told nu• that your lwuse was designed by 
Petrr £1. ·n •um 

Paul Schrader: [laughs] \;o, not my house. 
That wa~ a loft that I had before the current apart

ment. I went through a period where I was following 
architecture closer than I am now. I was on a number 
of architl•ctural jurie~ • .\1ichael Graves' class and 
Stanley Tigcrman's class. I was coming back on the 
plane with Peter. We were talking about my loft. Af
ter that he designed this free-standing office in my 
loft. Like much of his work, it evolved and was driven 
by mathematics. 

So that il'llS the first time you met him? You 
fl't'Tt'n't friend~ with him b.fore? 

I think I'd met him before. Actually, I sort of 
got in\'olved and mterested through an old friend of 
mine Kitty Hawkes, who was married to Michael 
Gra,·es for a while. 

Wm you intrrestrd in whntthey wm doing with 
architecture? Did you start getting into the architectural 
dialogue? 

Oh, yeah, yeah. I don't have much to say on 
the subject at the moment because I'm not current. 

But at that time I was p.1ying much more attention to 
what was being written and built. 

I tlunk tilt' scr,•ruplay and the •lrchifedural dran>
mg llrt' t~try much reltllt'll. A ltllof architect> dmw 011 thi~ 
cormection-Rem Ko!JI/uws, Stt"t'tll Holl. TI1rre x-em> to bt 

a corrdillion brtn~'t'll tlrchit,•ct ure aiUI film. Do youtll,Tt>r? 

Wl'll, ob\'iou~ly, it\ graphic. But architectu~ 
is alc.;o drama. Gr,md .mhltl'cture such a~ the Gothic 
church wa~ built on tlw forl'·notion of drama-takmg 

pl'oplt . .' through ·l!ipclCl' thclt will induce certain L'mo
tional ft•l'hng. And 10 f.1ct I rt'ml'mbt•r discussing with 



an architl'Ct about whether a person b the same if they 
stand under an arch or if they stand under a f».>t and 
lintel. I think the person is somehow different. 

Do you klrow tiL/lt Eisenman said that/re aspires 
to do what Dnvrd Lyncfr does? Tlll!re's an article entitled 
"The Davrd Lynch of Architecture. "1 EisemtL/111 feels iiLIIt 

they both explore themes of alielwtion, anxrety and dwos. 
Can you compare yourself to an ardritect in tiLIIt way? 

Let me think. I've never thought in that di-
1\.'Ct a fashion. In different films 1'\·e been interested 
in different architectures. I did a film in ltaly where I 
wa::. fairly interested in Islamic architecture-trying to 
make \'en ice look eastern, make it look like Istanbul. 
Let me back up a little bit. l came from a background 
where the Chn!.tian reform church was Dutch Cal
vinbt. ln that background, ideas were considered a 
province of words. lf you had something to say, you 
sa1d it in words. lt wasn't until I was an adult, this is 
when Charles Eames came into my life, and when I 
fell under his influence, that I learned that tmages, 
and in this context shapes, are also ideas. THAT was 
a re\·elation to me. It was a new way of seeing the 
world. And so my interest in architecture and the 
visual came from that point on. 

And then a secondary influence c~ from a 
vel) brilliant production designer, a man named 

ando or Ferdinando Scarfiotti who had bet>n work
mg with Bertolucci on Tlrt CvnfomrL.:.I and TI~t Ul:.t 
Tmtgo" I brought him over to the t:S; we did A mmaw 
Gixolo" So what Eame:, had put into my head a::. a 
theory, ando had put mto my head as fact. He was 
a tme visual artist; he had designed opera!' for L.1 
Scala. I once asked him why he was never temptL>d to 
go m to architecture. He said he lo\·ed the idea that he 
could built these things, rooms, edifices, and then they 
would film them and tear them down. He said, "!love 
that. I would hate to be an an:hitect who'd han~ to 
dri\ e .uound and ~ my old idea::. :.nil standing" 
[laughter). 

I rrod "Pt~tlryof Jdl'll~.w 1 1kartickuu.' written 
111 l970;!f\111 talkrdahmt rt~UII you admrmti11 &11k~':rork. 
Do yt.lll tlwrk tlrr artrcft•1w~faml fl.'tll? Do you ~till tlrink 
as ll(i;lrly of lum tton• .1~ wu tliJ llzm? 

\\t'll Charlt~ had a number of thmgs going 
for him tx•,..idt•s bemg an architect. He w.1s a H'l)" char
ism.ltic tMn, .md he iniluenced .1 lot of pt'<lplt' on .1 

personal level. You couldn't really be around him tor 
very long without being affected by him. He wa abo 
a renaissance man in that he Web not only doing chair.. 
and buildings, but he was also doing filrru; and ~lide 
shows and photographs and toys. He had a fabulous 
workshop down in Venice, California, where it was 
just the world of visual ideas. The reason I tayed in 
his world is because my wife at the bme ended up a::. 
his head designer. I knew a lot about the workshop 
and I was in and out of it all the time. 

Do you thrnk tlwl, in your lrfOllies, you hare lntd 

to emulatt somr cf IIIOSl: thrngs that you odnrut most? 

Well, the dean-nes!>, the pristine-~!>. the 

\'alue of shapes which is a volume over dutter.ln so 
many films you ~. the set decorators think that if 
you put a lot of junk in a room, somehow, 1t's be~r 
or more real. It's probably more real; ~pie do live 
with a lot of \'isual clutter in their live::.. This room 
[motioning around] b full of \isual clutter and the 
eye doesn't know what to do with thb room. But 
when you film you han! to in:.truct the e)C, )OU ha\ e 
to teach the eve what's right 'tou can create \isual 
worlds b\ mstructing the C) e in shot atter. hot, loca
tion after locabofl, on what to loo' aLSo the mlume 
of the room b very important, and the placement oi 
critical shapes~ that the e)e is trained to appreciate 
the sort of symmetry you· re after, or the asymmetry 
you· re after. Often thb ju:'t mean_..,Je..., oi I!\ erything 
You ju:;t put enough things in the room :-o that peo
ple aren't taken aback that the room i-. JU"t ~bare. 
Sometimes you '.'et' a mo\ ie and the ~~ b :.o bare that 
) ou are knocked out oi the ~ne bt.'Ca u~ you realiu 
that no one can actually lino like that. YllU have to 
put enough in there so that peuple buy into the illu
sion that it is real life they're watching, but oot ..;o 

much that their e)e dOl"-n't know what to do. 1k> 

moment you see a scene, you should iru.truct the eye 
ju:;t like a paintt?r i.nstrucb the eye where to loo~ fir-t, 
~me "ith an ima~e. Then'~ hen) ou -.plicl>, the t?) e._ 
leb S!) 1 haw directed }Our eye here, you counter 
balance up there some\\ here. \\hen I la) the .. plice,l 
know that'!> where your C)t? b gomg to be; !-(.1 that 
) ou :hould be able to pie up and killow through on 
that so that it :;eem~ harmoniolb 

11'::- not con: rou::- wu do rt, arul tlzat's what makts 
!f\11/T nrorne-ftou•? 
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I think th.1t's wh,lt makes all good movie:, 
flow. The nl.lstcr of ,111 of thi::. was Antonioni, who 
ust.'<i actor~ a~ .nchitccturc. 

I also rl'tld yell/ I' article about Robcrt Bressou ami 
Pickpocket. 1 Bn•ssou i$ m complete coutrol. You just talkecl 
a/loutlww Aulonioni IN's actors as architecture. How about 
Brt'SSOII? 

Bre:>!'On, in many ways thought of actors as 
objects in which he would invest his deep feelings, 
by the cadence of thl' imagery. I don't ha\·e the tem
perammt or pcrhap::. the talent to do that. I believe in 
actors more than Antonioni or Bresson. They are too 
ac:-thctic for my taste or for my abilities. 

You pmist•d Pickpocket to an extreme; you really 
lovr:d if. Hat••' your taslt's changed? 

No. My critical taste is not necessarily what I 
am best at. The critic was headed one way, and the 
filmaker went slightly off on another way. 1 didn't 
make films to follow up on any critical theories I had. 
I made films to explore certain emotional and psy
chological dilemma!>. 

I ltatJt some q11t-stions about film rersus arclrilrc
turr. How is archilec/ural space rendered in your movies? 
I lOOS tlzinlcmg about Taxi Dri\·er and Mosquito Coast 
a~ two mouirs U'ilere $pecijiCJJily ... 

I can't really take credit for, I didn't direct ei
ther of those films. 

But you wrote tlw scnpts ... 

When you write you don't write architecture. 
All you do wht>n you wnte is you write theme, char
acter, dialogue, plot. There'::. nothing visual, I do not 
think visually. 

Wlrt'll y(lu wro/t' Taxi Driver, thr u~1y I sa it, 
inhrrent i11the script arc tdms about urban roil. 

Thu!>C are all ~·en from a character's point of 
view, they are not visualiz<.'d, those are literary idea~. 

If I WC!'(! to dtrl•ct that, tht•n I would have to sit down 
and find the visual t•quivalcnt of that, 1vhich Scorsc:.t• 
did. Tht• film rill' Comfort o[Stmugm ts from a novel 
by !an McHwan. IIMold Pint er wrote the script and I 



directed. That was an attempt to take a story, a rather 
pcrvcr~e story, and very spare kind of dialogue, 
llarold Pinter dialogue, and find an architecture to 
make that work. I was presented with a very rotten 
piece of apple and the goal was to shine it up and 
make it look like a religious apple so that the hero 
would be tempted to bite in and find himself with a 
mouthful of worms. That was a case where architec
ture was very important. Also the film Mishima, set 
in Japan, is all about architecture. It's about a hyper
de::;igned man with a hyper-designed life, where the 
intellect is creating all these compartmenb. [~ a 
scn'CT\writer) I really don't think ,·isually. 

But n•l1m you dm~ct, you do tlunk vi~ually. 

Yes. 

Which mot>ies did you diTect, other tha11 The 

Comfort of Strangers, in which you felt thl' importann• 
of tire l'isua/1magery? 

Well, Amrrican Gigolo was the first film that I 
directed in which image was primary.l did two films 

before that which were just illustrated storit>:>, Blur 
Collar and H.rrd Corr. \\'hen I came to do Ammcan 
Gisolo, what the characters wore, how they :,tood, the 
shape oi the room, and the colour of the palett..> were 
a~ important or maybe mort• rmportant than the 
scent~. The film is just driwn by 'isuab. That wa. ... 
the stMt of my thinking in tho:;e term.-.. 

So tlrat's how you contn1/, bt'i11g a Jirrcltlr you 
fi•t•l you lrav..· m on• co11l n1/ Ol'er tlu.• r>i~ual asprct titan lite• 

SCTt'l'll!l'ritt•r. 

Scrt>cnwriter. the \'isuab really aren't any of 
his business. When I write e\·en for my:.elf, I ne\ er 
\x1thl•r with ,.i~u.1b. 

11'- Jll't wnti11~ a ~ttlry 

You ju-.t !>J) "interior, li\ ing room, da\ ," 
&)(1m, wrill• the scene. You don' t think ,,b.,ut "hat 

th.11 room's go in~ to look like. You're ju~t writing ch.lr· 
acter,you'l\.' ju~twritingdramJ. Tht•n, when )OUCOme 

ltl it' isthllly, you :-.ay "what' ... this 1'0(1m gtlin~ to 1\)('k 
like? ' Sonwtirm•:; I put littll• dinxtion' in the xript 
ju~t ltl makl' it ~>t·m ,\little more real. Th~ pnxiuction 
dt•signt•r r\',\d~ thl" ~ript ,1nd thinks M'ltnt•how I nll',Ull 

that seriously. And I sa} Nno, don't take any of that 

seriou~ly!" For the one we're domg nght now (Af
Jllction], it ;.tarts in Scandinavia. The Scandtnil\ ian 
a~thetic, that's where the re::.earch lay, trying to cre
ate a kind of world with that framework. The idea 
for Touch, which corn~ out the 14th [of February, 
1997], was to do a kind of pop ballad, a muted pop 
ballad; colour planes and hard edg~. 

&r.owr directing and scrmnmting, l!'hiclr do 
ycu prefrr? An' I liLy ju<.t difftrf111? 

Yes. 

And whnt you do both at tire samr timr, do you 
/rare conflict;;? 

Well, you have to be careful. The writer al
ways lies to the director and vice \ersa. And so wh~n 

you are both, it's a problem because thE! writl!r is ly
ing to the director. The writer is saying, "you can pick 
thb as a director." And the dirt .. >Ctor ,.., saying, "I can 

pick this." And it's true, because he'!> the director. 
There'.s a trap in doing both jOO-. 

)'Ou ii'l'1l' lill'king about thr mOVU' you'rr domg 
now, Affliction. \\'hm t• 11 ;a? 

I tM> lhin..ling about 1ur.v ardrrtl.'dun' zs rrlll1td 
to ,;itr. Et't'n llrau~ thr architect tnes to Jmy rJ ;amr

trmc~ it'" lumlto dmy, zf, ~m.tlur.v rrlattd to ~tte .. HOil.' 
do ytl!l thm reconcz7r shooting a mcwie in Montn·al U'hich 
is set 111 1'-.'t'tl' Htmtp:'ltirr? /.; tire mcwie no/ HrJ to Nr.o 

Hamp:;hirt? 

The rea~n I'm up here in \1ontreal j, thn.>e

iold. One r-.tt's a ~w plcture.l get about a guaran
llW month more oi -.now.! wa ... "hootmg \\ith a 'l -ra· 
rdte unrt in Xew Hamp ... hire on 5aturda} and there 
wa ... n't much '>n<l\\ out th('!t' I need thi ... extra pro-

1\.'\.'"tion of latitudl• ~that I don't gct caught. So origi
no~lly I decided torome up here that l could ha\ea 
guarant~ of anottx>r month of -.no\\. ~'OO!ldh, tht.~' 
somctlung called the zont' m film:.'' htch 1 ... the area 
"hr~h ) ou can 'hoot from the film-making centre, 
th.1t tht• crew h' t" at home and pa}' theu own room 
.md board 'wu go ouhrdl' the zont',) uu hou them, 
you fl>t'l.i tht•m. So thattl I ~h<lt m :\rw Hamp..,hire, I 
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would bnng an ~ntire cn•w to Kew Hampshire and I 
would put them up and w~ would shoot the movie. 
Thilt's ,, Vl'T}' l'Xpl·nsi\'~ proposition, and for this story 
the budgl!t wasn't therl' So by going out to the end of 
the zone here, whkh m this case is St. Hillaire, 
Howick, Blainvillt•, I can get suitable locations. By 
judiciously st•lt•cting angle~ and sites, I can emulate 
the mountilinous country in New Hampshire and still 
be in the wne. 

There·~ no conflict then. shooting m Montreal ami 
l'rt'lmding rt's Nn1• Hampslrirr. 

Well, you' 1\' alway:. pretending at some base 
leH-1. hcrything about a movie is pretend. E\·ery
thing you ~ on a !">CT( en is pretend. The clothe:. are 
pretend, the prop ... are pretend. Everything is fake. 
And everything i~ de~igned and chosen. People who 
aren't in\'Ol\'cd in films are always sort of shocked 
when they find out that every little thing in a film, 
from the fray on the edge of a cuff to where the ash
tray si~ on a table 1s a decision. Everything is a deci
sion, nothing is e\er found, everything is always 
placed and dl'Cided upon. So you create a reality 
where,·er you shoot. Often you're shooting interiors 
and exteriors. You shoot the exterior in one place. The 
character walks inside-<ut; you' re in another location 
for the mterior. MO\ ie~ are a mishmash of images that 
are held together by an o,·er-riding \'isual principle, 
so that faking Beloeil for a ~mall town in New Hamp
shire is not that big a stretch. 

Art you shooting anytlwrg in tire city of Mon
treal at all? 

l think the interior of a town hall, where we 
found a church that has a good auditorium. We're 
shooting the school a~ the exterior of the town hall, 
and then we're shooting the interior of the church as 
the auditorium. 

lnrtlt'r rrolicrd lllllf mft>riors and aferiors don't 

matclr. /'11/uwe to look out Jor flint in tlr<' futun:. 

We go to great pains to try to make that all 
match. lht• window treatml'nt and all th<tt. Sometiml's 
you h,we to h.mg curt,lins to hidl' the fact that the 
window~ <~r~·n't matching the outs1de Often the \'ol
ume~ arc,, littll' bit difft•rmt. 



Can I switch topic to lt!clmology? Eist/11111111 is 

quoted a:. saying t/1111 "cluldrtn grow up a:; ;,,~tant replay 
Jlmkh'S," 4 arni, "lww can you makr contact u>itl1 an illdr
z•idual ;, a mediattd culturt in which rotry mtSsagt• gtts 
jt1xed? How can IJOU make arcltitecture relrt'llnl to renl
'ty?". Myquestiolltsltowdomakr YOUR art relrt'i!nl in 
this reality? 

That's a good question, c;ometimes you don't 

[make art relevant]. We Ji,·e in a kind of cuisinart 

world in which everything is thrown into the blender 

and spun around together. Following the old prinet

pb of art, the hierarchy is dra\\-'Tl. The notion that 

wood is somehow more valuable than formica, the 

notion that the handmade is more valuable than the 

machine-made, the notion that the clas:.ics ha\ c mol'\! 

primacy than pop-art, all these things an! being called 

into question. In fact, the ,·ery linear-nes!> of art ha~ 

been called into question with the primitive being 

tooth and jowl with the classic. What seems to matter 

now in the arts is not so much an historical, linear 

imperative, but just how things are thrown together 

at any gh•en moment. ln that way, art has become 

ironic rather that existential. Mm·ies are now mto the 

irony of art. The thing that is called deconstrudion in 

architecture is called ironic art, in mone, it s retro. 

The template of it all was Pu/11 Fiction where every

thing was in quotation markl,. My feet are still some

what in the 19th centW), or more maybe in the 20th 

century. The exi~tential hero of our century, h~? wa:. 

born atthe end of the 19th cenlul}' \\ith Do:. to} e\·sk~ 

and has carried pretty much through until \ t'l}' n.._ 
cent I}. He's starting to die off now. I don't know quite 

what replaces the existential man. I'm not con\'in.:ed 

that ironic art or deconstructed art is rc.lll) th.1t SJtis

fying and really can replace the existential art . The 

qut'shon of existential art is 'should I exist? The qul~

tion of ironic art is 'who caJ'\!::i'' I'm not .1t all con

vinced that art is condemned to this whole irontc 

world, that there aren't some \'alu~ th.1t l-l>ep cirding 

bJck .md around. 

)(m ju~t mmt t.1 kt't'!l domg rd111t yt,u'n• dtling. 

Yeah, try and kt>ep thing~ rooted to char.1~ lt'T. 

Ilw \ 1~ual world b another" Mid 'tou •an do th,lt in 

,, kind lli hip, ironic wa: . Tourlr 1., a 'Cl') ironic film. 

[Thl' dsuals art') \Cl') hip .md contl'm~'lOr.u·y Ajjllc
litm is .1n cxistenti,ll film. I'm llO the bridgt' bch,·t'l.'n 

tlw~ trends; I don·t J...now wlwn· I fl.>el m<,.,t ,,t honw. 

Emt retro film is sort of past. Taranlitw ha$n't 

madt a suca!'4ulfllm sma Pulp hction. He am't do tt 
agnm,lre can't put rotTI(tlung m quotatwn marks becaust 
it won 'I rrork anynwre. 

Right. Others ha\'(' donl' it about a doz.cn 

times since. But you can Sl'e it'" alre.1dy worn thin. 

Do you thmlr: th.11 thry'll ever be anotlttr Pick

pocket. auytllmg lilt Pickpocket? Do you thmk audz

ruces ca11 tau tlt.1t uou•? 

\\~ill the exbtential hero make a comebad.? 

Certainly not in that old-fa~hioned way. 'ot anymore. 

Did you roer mmt to do tltat t~offtlm? Brrsson 
or Tarl:avsky or Gl.ssamts, ~:'01use thty trrt."re indrpend
ml, lhtyu't'Tm't rdyingonanything, tllt"YWITtabk to do 
tl'lwttTcr thty u.ranted. 

There is a kind of patronage sy~tem which is 

harder and harder to come b): TarkO\~kyand B~ 

are' ery odd ex.ampl~ becau..~ they were outside the 

constraints of commercial ~ma. There is almO:>t no 

one left today that b ou~ide the con'traints of com

mercial cinema. May be Kubrick. 

~ dirrctor~ urerr rwt ronarntd that thm mw
its •roulJ lv :;mt. 

That's a luxury that' ... \ l'l) hard to fmd 

anymore. 

)()u want to talk to pteplr. 

Well fir:;t of illl, it's ,1 ma ... ~ ml>dia. Why get 

in\·oh·L>d in a ma>-::. medium 1! you dlln't re:-pect rna..,, 
communication? En.>n in th<- low('f budget ft.lms, a 

lot of people see ~ mo\ k , nu !lions and milliOlb 

and million!> ot people. 'tou are 'pt.'a.kmg to a mib ... 

audien<X'. \\'h) pretmd) ou're not?l 'UPfX~ ii you 

ha\ t' th<-luxury, it )'Ou're independi!ntl) "ealth~ and 

~ou can jLL·..t make_ .. I -..upp<'SC if an arx:hltl'Ct wanb 

tl)!'pend ten million dollarsofhbown money build

ing a fabulou' building 

P/ultp folm><~n! 

... no tme'-. going tll'top him. If }OU can af

ll)rd to, )Oll •an "M" that wa: 
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w do you dtfmr vour nrl? 0..1 you fiYII/zat 
yo: , ~. art purrly rnlmaillmt·nt or do you a~pirr to 
~111i..,hi11S grmtrr? llilwdo you dt-lm,~r-lr nrakms a nrof'ic 
from ju~t Tnilldns money l 

Basically it come~ do11 n to borl'<lom. l just get 
so bored with molit art. ~1o~t mo\'iL's M<' boring, most 
book:. are boring. most L'\ L'rything i~ boring. If !>Omc
thing kL>eps my intt:-n~t. it u~uall) '"'' ~)ml.' quality, 
has something to~). :-onw frt h approach to prob
leiib. Becau_~ I thmk th.1t art b pn"iblem ~h·ing. That 
•-as one of the fi~t things I think I learned from 

Charll':> Eamo.:. Problt:-m ~hing. \\'hL•n) ou come at 
an artistic challenge, CO!ll(' at it a' problem soh'ing. 
What"' t.~ problem? IIK'\."'<i tl' make a chair. Ok. how 
big are pt.'l.lple':o but~? \\'hat ha peN.m's posture? 
Let's think of 1tas tht:' problem. and out of ~oh'ing the 
problem, the ae:>thetic ari~-.... The :;aml' thing with film, 
if you can get an intere~ting problem to solve, a the
matic or psychological problem to -.oh·e, the aesthetic 
is all about that. I think that one of the things that 
happe115 when an artist die~ is that they stop !'<>king 
problems and they ju-;t start repeating the aesthetic. 
The truth is that most arti~~ haw a ~hort creati\ e life. 
Ten, fifteen )ears i~ a good, healthy !-otrclch. Yet they 
keep being artisL.;;. The rare arti~t can re-im·ent him
self and have S<?\"eral creath e Jifet:irnes in one Jifespan. 
But most!)~ an artist b sort of hot, in the right :.pace at 
the right time, for maybe se\ m, eight years and then 
another buffer of -i>., 'ie\ en yea~ alter that. And then 
he ~tarts faking it. 

Do you tlli11k you'rt Jakiug it now? 

\\/ell, I think that'!> a valid qul'!>tion. The movie 
I just did I adapted from a bouk.111e movie I'm doing 
now I adapted from a book. Why am I adapting these 
books? Maybe it's because I don't ha\·e anything new 
to say my '>elf ~ay be that's why I' m using other peo
ple'" themes and problem.~. 

So lhe probltm solving IS now d~reclmg. 

Yes, it's the SCrl'CflWnting and d~rl'Cting. 

Do you tlrmk tlrtrt is anytl1mg rrrw to sa.11? 

There':. alwa)'S som,.thing nl'w to say. The 
thing is that once you'vt• s.1id it your~df, how do you 

n.'Conl i~ttrl' your ~ituation ~o that it becomes fresh; 
You can't JU~t ~l ·the ~a me thing over again. 

I l<•hn 5t·~bn~•l... • 11w [),11 od L) ru.h uf Archltl-cturc, w Vamty Fao; 
"' I U3nu.u} 1'19<1). 7-HI, ll~·~ 

l.l'dul Schr.tdt-r. •t'<><•try ,,r Id~·"· th<· rilm,ofCharles Eamlos," Filii' 
Quari,Tiy (~-prtn); 1<170), rpt 5tl~rlhll'r VII Sclorudtr nnd Olhtr Writings. 
rd. Kt'lim IJ(I..-un (l~m .. l<m f,tbt-r & 1',1bcr, 1990): 94-107 

3 J'dul ~ hradrr, •J'ickp<X k~t l." LA Frl"<' Pm-5 (April25, 1%9). "Pick 
i"><kct II."UI Frtr l'rtSS (\~·~ 2, 1%'1); rpt Sd~rada on Sdomd,7 •ni 
Othn 1\nlrnp 3S-I'\ 

4 Peter a<;('Jlman. ~g f'Oml, \\cak Form.H Rr. 1\orl:tng Er::tnlllllll 
(London: Academy EdttiOil•, IQQ1): 51-53. 

~ HcrbcrtMuschamp, •Moral Ftbcr,./nl~114 (Apnll9'11):51 

Erica Gold)tl'/lt, B.Arclr Mc-Gi/1'96, i~ pres.nrtly fulfillins 
lrtr dmmrs wurkm.~ ahmgsiJ,• Ntcola~ Cage in a ntrt' Brimr 
d~ Palma film Snake Eye~. scll,·duled to bt• n·ltN•cf ill 
Summa 1998. 

Much tlu111k) to DntSI/ Cultf~t,·in for ,,~'<''"i~i:irrg tire fl/l(r 
tos,anclto A lint• Pntclmrd jilT ~".'{.~t·stiug that lifr .~o~·~ till 
ajtt·r Crrml'lllll'r!(. 
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Why Joseph Mallord William 

Turner Should Be Better Known 

to Arch itects 
Ga\'in Affleck 

t 0 • I i 11. I. I • I • I a 

THE GLOBE AND MAIL ............. 

figure• 1. 

rh~ r IIth Cc.lumn d·nJ/4 

On thL' d.1y bdorL' Christmas last year, the front 
pagl' of Canad,1's n.1tional n~wspaper the Globe a11d 
Mail fL•atun•J .1 reproduction of a painting of a mod
est group of farm buildings !.Cl among snow-covered 
hills (fig. I). The idL•a was to transform a newspaper 
m to rl grl'Cting c.1rd for the holiday season; it was easy 
to avoid considt•ring why this particular image was 
selrctL•d But how is it thilt some old barns behind a 

broken fL•nce were used to convey such a complex 
id~a as th~ altruism of the holiday season? And how 
b it that popular unde~tanding of the symbolism of 
such scenes i~ so firmly entrenched that the message 
came acr,,s, as dtn'Ctly as if it were a scene of the Vir
gin and Child? 

hen the mLht banal of landscape subjects, 
when~~ in plea~1nt surroundings and agreeably ren
dered, can elicit ~ntim~nts of a type usually reserved 
for fluffy kittens. In a process verging on alchemy, 
the rude materiality of the land is transformed into 
somcthmg cuddly· puffy pillows of snow on the 
roovcs of barns arc expressed at the expense of the 
eaves, topography becomes as gentle and curved as 
maternal physiognomy, and the very absence of any 
trace of the construction of fences and buildings com
pletes their transformation into rounded, unobtrusl\·e 
objcruo. The overall effect is striking in its homogene
ity. There is little difference beween the roof of a barn, 
the rise of a hill or the rail of a fence: all are rendered 
in a sympathetic arabesque. And there is something 
else as well, :-omething greater than the palatable ren
dering of the common-place: the spatial orientation 
generatL'<i by the skj~ the horizon and the lay of the 
land. 

The full colour and large format of the Globe's 
front page was a provocative reminder of the ubiq
uity of symbolic scenery: the landscape image is 
among the most wtdely understood and accepted of 
our symbols. And if it is easy to dismiss the painting 
in the Globt> a~ qurlailtt'.' still landscape crosses 
boundaries bt'tWL'l'n popular culture and high art w1th 
surprising ea'>4.'. From the most commercial sugar 
shack art, through glossy travel brochures and ad
\'Cnture magazinl's, to the most oblique contempo
rary art, landscape embrace~ a wide spectrum of 
meaning!>. Two group~ locatL>d like bookends at the 
extremes of thb spectrum have de\'oted the most st'
rious thought to the 1dea of landscape: geographer:. 
and environmentalists on the one hand and art histo
rians on tlw other. This essay proposes that architects 
recuper,1tt• the middle ground: the creative applica· 



tion of landscape as a conceptual model is an oppor· 
tunity to reaffirm the primacy of space as the l'Ssen· 

tial medium of the art of architecture. 

Landscape's t\vo bookends have :;et up a pen· 
dulum between a scientific and an a~thetic approach 
to their subject. Geographers and environmentalists 
sec landscape as habitat, with ecology as an organiz· 
ing prmciple; they have a weakness for moralizing. 
"We are destroying the environment!" Art historians 
bring to bear a cultural bias that values the percep
tion of nature and are wont to stray from reality in 
their pursuit of ideal models of beauty. Taking little 
initiative, architects content themsel\·es with a mir· 
roring of the environmentalist-aesthete pendulum: it 
is assumed that practitioners interested in the envi· 
ronment arc prl'OCcupied by technical details and are 
not interested in design; conversely, those attracted 
by the art of architecture display a lack of respect for 
concerns that are not glamourous in an artistic sense. 

As a discussion of landscape as a repository of 
multiple meanings, an essay by geographer D.W. 
Meinig entitled "The Beholding Eye: Ten VISions of 
the Same Scene" puts the environmentalist-aesthete 
pendulum in pers-pective Meinig shows how land· 
sea pc, as both a pleasant word in common speech and 
a technical term in special professions, may be con
Sidered variously as nature, as habitat, as artiiact. as 
system, as problem, as wealth, as ideol<>g}~ as his to!}~ 
as place, or as aesthetic.: A powerful and irrevocable 

fact, landscape obliges all points of \·iew to locate 
themselves within its frame of reference, gen('rating 

a broad and largely unexplored conceptual territol"). 
Understanding the bookends remains, howe\·er, the 
most effective means of gaining access to th~ unex· 
plored territories. Since much has alread) been writ
ten about the effects of science on the shaping of our 
built environment/ this essay will concern itself in· 
stead with the aestheticization of the phys1cal world 
.md the bias of architects for a particular reading ("I( 

the land '>Cape that it has fostered. An t-'l.amination of 
the work of two English landscape painte~, J~\1.\\'. 

Turner and John Constable will show how a parallel 
thread of pragmatism, quite distinct fmm the domi
nant aesthetic attitude, runs through thl' h1'to "\ llf 
landscape The pl\.-sentation of three ca:;e studll">" ill 
shm' how this pragmatic approach to lands<.lpl' nlJ) 

be us<.'d to structure tht-creation of architt.>etural :-p.1Cl". 
The id\.'.1 of landSCJpl' .1~ a conc~ptu.1l modl'l 

is .1 surprising!) late d'-'' elopment in\ \est~.' m C\lltun•.~ 

Thl' new idl'il first appt\1!'('(_i in two distinct gui~: 

both romantic and pragmatic \'isions of human inter· 

action with nature were to be found among the early 
manifestations of landscape a cultural expres..,ion. 
The romantic sensibility ultimatl•ly prevailed at the 
expense of the pragmatic the ninctrenth century par a
dig m of landscape a~ aesthetic experience has re
mained the status quo for the twentieth century. \Nhile 
we can trace the origins of landscape myths such as 
the fertility rit~ of the Nile or the legends of Arcadia 
to ancient or antique times, the Cl') stali1.ation ot land
scape~ an independent collC('pt and the con~uent 
appearance of a word to de:.cribe it date to much later. 
The word landscape entered the Engli!>h language a:. 
a Dutch import only at the end oi the siJCteenth cen
tury. J ts original meaning wa~ an}1hing but romantic: 
in Holland, the word lantkhap was used to dN:nbe 
areas of the great coa-.tal flood-plain reclaimed from 
the sea. A landschap was as much a work of human 
engineering as a scene of beauty to be depicted.' In 

the paintings of Brueghel, constructions on a territo
rial scale such as dikes. roads and canals combine with 
buildings and the traces of agriculture to create in
habited en\'irorunents that are totally integrated with 
nature. Human activity of a common, evety-day \'a
riety per\'ades these images, penetrating ~race to ap
pear as a far-away ship or ad\·ancing into the fore
ground as a solitary figure absorbed in manual labour. 
Human work and its connection to the land is the storv 

of these pictures; work is not an isolated C\ ent but 
rather a way of life and a method ot occupying!-pace. 
The timeless quality we sen..-e in a Brueghcl painting 
is tied to the expression ot an ongoing n:lation. ... hip: 
we shape the land and the land -"hapt?S us 

The six!el:nth centul}' Dutch idl•a of a land,...._apc 
as a natural territory Tl'Structun.>d for practic.ll pur
poses is repl"t?!'oentativc of a t}'IX' of realbm let! behind 
in the wake or Romantici~m. There j., in iact more in 
common between the Oa!>:'ical \hion ot Arcadia and 
the nineteenth centul}' Romantic landxapc than ei

ther idea share:> with tht! lilit tradition of pragmatbm. 
While the pragmatic landxape =-ee , a ,ymbiO:>h. ~ 
t\\"eefl human life and nature, \\hat the cta. ...... ical and 
Romantic ;and~pe,;. ha\ e in common b a ffi(\.iunbm 
for theu ~~:paration. In the pa ... toral tabl~au:~. of 
Pow•,m. -\rcadia situak~ lb·df in the bucolic 1dyll of 
lhl? \1l'(iltt:>rrant'an 1mrrsa "ith its leafy ... hadm\ ... and 
golden field, The prmsa b a numcured and control· 
led em·ironmcnt. cle.ul) ,hJped by human hand,, but 

as OpfX"ISed to the s<t11l., oi Brul~hd, thl' c\i dl'rlCI! ''t 
'' ork in pn'SrN• b. notablv a~·nt . :'\a tu re b 1d1?al, 
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prbtin~. and un.:han~ing \\'h,lll'H'r ml'<ilficatiCifb it 
ma\' haw undergl'Ol' .Ul' limito:'d to tlw lx'nign and 
nu:Wnng fmlctil'n Cli agricultun'. Cl1mmon folk arc 
repl.1ced b~ gl'<is and An:adi,, ~n t~ .b ,, b.ld.drop 
for the enactment of thl' Cla~sical m\ th~ The 'pace in 
these picture~~~ the ~p<Kl' l11 thl\ltrl', thl' cJ,lssic.ll nar
rath·e the ~ripl and thl' actCI~ cnlll'Ctl-d at ~t.1gc cen
tre. The iornlal.mangcml'nl fl1n•gwund figures pre
dominate-., lca,·ing thl.' landscape nl'ilhl'r inhabited 

nor engagt>d. 
See!Jng a c!E'an bn•ak from the glneralizing 

troddK•~ of Arcadia, the Romantic landS(,lJX., (•! the 
nineteenth rentul) empha-.izt'd ~-.na) ~xpcncnce 
and emotion. The appearance of .uti-.tic depiction:> of 
natural :;ettm~ a,. ~ublime n'trea~ coincided with the 
rapid ex pan:. ion of Euro~· !- indu-.trial cities and their 
problem,; of cro\,din~ and poor -..lnitation. It is un
der these condition.-. tl, 1t landscape pamting ib a dis
tin.."t artistic genre fll1Unsht>d for the fir~t time.lroni
cally, the new approach ne\ er quite ccliptied the 
reduchonism it ~I out to criticize. The sanctification 
of nature focuSt.>d gre.lto.>r attention on the qualities of 
the outdoo~, but it also pu,hed the natural world out 
of reach. B) framing the land~pe as a ~cred object 
the Romantic5 created a new di-.tann· between city 
and count!)~ ci\'ilisation and nature. 

There is no better exampll' of the contrast be
tween romantic and pragmatic \i~ions of the land
scape than the parallel career~ of two Engli»hmen, 
Joseph Mallard \\'illiam Turner (li75-11>51) and John 
Constable (1716-1. 37). A<:> the~~ important figures 
m the de,·elopment oi modem Englbh landscape 
painting, the arti~tic approache~ of the two men were 
nonthele:.s radically different. A gifted artist, Turner 
was also an extrcmrly !>UCCt..,,ful profe:;sional. He be
gan selling painting!> at an early age and remained a 
commercial succe!>~ throughout his life. He was a 
member of all the important academics of his time, 
more often than not the pr~idcnt. He travelled widely, 
maintaining an urbane and cosmopolitain life »tyle. 
Energetically embracing the idea of the sublime, Turn
er's work wa~ celebrated as the most daring and in
no\·ative of hb time, yet he took pains to r~pect the 
boundaries of popular taste. Constable, somewhat of 
a misfit, !>Old only fifteen pictures during his life and 
remained largely unknown.' Perceived by his conlem
porari~ a~ a collS('n·ative, Constable's project was, 
in ib own quiet way, far morl' radical than Turner's. 
\\'hile the spirit of tht· timt•) obliged land'!Cape paint
er:. to celebrate the• dramatic and the• Sp<'Ctacular, Con-

.~. n.J/4 

~t,1bll• <,{lught instl•,ld to clarify and dignify the com· 
mon Gc,ing ·'~·lln~t tlw gram meant that public ac
n•ptancL' did not come ca~ily, nor was it particularlv 
1mport.mt tn (on~table· he stayed close to home i~ 
his nati\ L' DL·dh.tm County, making a habit of paint· 
ing .md n•p.untmg tlw s.1me scenes. If few artists wcr~ 
more firml> 1\)0tL•d in the1r historic context than 
Tunwr, fL'W Wl'Tl' more suspicious of the spirit of their 
time~ than Con~table. His work bridges history in 
fascinating wayt., reprc~enting simultaneously a link 
back in tinw to th~ rcali.,m of Dutch marine landscape 
and a link fom·ard to an ~m~rging po:.t-romantic land
~apc. 

Concching of nature as a retreat from harsh 
rcalitie:. or a !>Ublimel) powerful force are forms of 
e.capbm, and few artist!> took this escapism to more 
dizz)ing hl'lght~ than Turner. Preoccupied with the 
pictur~squl', Tu mer was a master of landscape com
po~ltion, doing more to acstheticize the landscape 
than any artist since. H1s early pictures were com· 
posed to be "beautiful ," but he soon learned to or· 
gani7e his imagery to elicit a wide variety of emo
tions (fig. 2). His fascmation with natural disasters 
led to the crl!ation of pictures of "sublime catastro
phes,'' including such ~enes as an a\'alanche, a ty
phoon and a fire at sea. In these pictures, Turner 11*-i 

artistic de\' ice~ to project a predetermined emotional 
agenda on the landscape. 

John Constable had little patience \'rith what 
he pcrcei\'ed as the po!>turing and straining after ef· 
fecb of T UrnL'r and other popular artists of his time 
He wa ... not condnc~ that the grandiose neccessaril)· 
made for quality in art.7 What he proposed instead 
was an almost ..,eamll•ss union of the human and the 
natural: in his pictures sky, land and vegetation are 
bound together and the horizon, rather than divid
ing, creates a hil'rarchy between two components of 
a greater whole (fig. 3). Constable's unique genius was 
the ability to commumcatl' a direct human experience 
of natural phenomena without imposmg an emotional 
point of vi~w. A Constable painting is shaped by the 
structure of land and cloud: form and mass described 
in tune, ..,hadc and shadow are the foundations of hi:; 
art. In thl• high!) materialistic context of early indus
trial socil'h', Constabll! succeeded in making 5011ll'

thing uut of nothing: in\.'oking a completely integrated 
experiL'nce of outdoor sp.lCe, he propose~ landscapl' 
as gestalt 

But wl1<1l doe~ a comp.1rison of two nineteenth 
century English landscapl' pc1inters have to do with 
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thech.illengtS of making archltl'Ctul\' toda)? AMrb
ing the contribution~ of both .uti't' b t.>s~ntial to an 
understanding of the pre~nt !>itu,,tion, particularly 
since each rstablishcd ~uch di~tinct p<'l!>ltion:; of la::.t
ing intluence. Turner :;hould ~ l:>t•ttl•r known to ar
chitects lx>cause he playt.>d an important role in shap
ing the attttude:- to outdoor space that dominal\_'1:1 the 
twentieth centul}: The a~thdic bias of the picturesque 
left landscape to be treated a.; a tigun> apart from the 
practical problellb of con.,truction. If buildings did not 
alw;n-s ha\e to be beautiful, the landscape did. The 
two were ran>ly considered together: while the build
ing as object and its interior 'pace" ere the .;ul:>ject of 
great experiment during the \·arious Modemisms of 
the twentieth centul)~ outdoor !-pace remained con
strained by sentimentalit) and no,talgia. As the first 
great manipulator of the emotional content of nature, 
Turner opened the door to a type of artistic strip-min
ing that has inhibited the capacil) of the landscape to 
set its own emotional tenor. The resulting alienation 
of people from their surroundings has found archi
tectural expression in the separation of the building 
as artifact from its natural or spatial context, the pur
suit of formal effects, and an abdication of the respon
sibility of studying place. E\·en during periods of re
flection when contextual urban1sm has been reconsid
ered (such as during the P~t-~lodem critique of the 
1970s}, architects have remained pnrnarily interested 
in buildings a~ object~ ~1oving from an intere:-t in 
one's own built creation to include those surround
ing it is p~s, but context still means other build
in~. Where are the sky and the ground, the space in 
which the object exists, the horizon? Somewhere along 
the way an amnesia developed regarding the basic 
spatial orientations specific to inhabiting the surface 
of a small planet. While nineteenth century artists 
threw themselves with great energy into this debate, 
~eir tradition, lacking rCJuvcnation, has degenerated 
mto a type of my~ticism that devalues the \'Cl)' things 
it holds sacred.' 

Constable :.hould be better known to architects 
because his ge:.talt \ision of landscape was pre>cient 
of many currently emerging conccrtb. A~ we spend 
more and more hme interacting with fields of infor
ma~on, a~ ~wareoc-ss of the grcatcr c;patial field in 
which we hve 1:. gradually replacing the romantic ap
pr~ch to landscape. Pcrs)X'Ctive and it:. fixed point 
of .view are being superccdt>d by clt'Ctronic simulta
neity, and few idt•as wlll be bctlf.'r served by this 

changl' than the concept of landscape. Conceiving of 
J held in this WJ) allows u::. to understand Landsca 

f f • . pe -.pace as con muous rom ms1de buildings to out:.idc. 
Architectur~l space b but a subset of landscape~pace 
and a~ such 1.s p.1rt of a larger field that embraces geo
graphiC, soc~c1l and h1storic space. This new view is 
dose to Augu~tin Bcrquc's vision of landscape as a 
scn ·u,,l and symbohc medium that negotiates the re
lationship between the social and the natural' 
&rque's rcading locates landscape m McLuhanesque 
territory: !<cncry is no longer only a physical or an 
ae!.thetic fact, but also a medium of communication, 
a language with the capacity to link isolated realities 
Cono.;idered in thi:. way, landscape IS at once locally 
complex and generally diffuse: a medium wholly ilJr 
propriatl' to the twenty-fin;t century. 

For architect:>, then, landscape is a spatial 
model that w1ifies the natural and the constructed, 
the soml and the physical, the small scale and the 
large scale, outdoors and indoors. As an architectural 
discourse it prefers space-transition to object-position. 
and re-establishes the city and urban design as the 
focus of debate. Vittorio Gregotti, in his book T11e Ter
ritory of Arclutedun, suggests how an architect might 
lea m to work with the land: 

If grographv j,, therefore the way in which the<1gn> 

of h1'tury liOiidtfy and are superimposed in a form, the 

archill•ttural prOJe.:t h.b the task of drawmg attention to 

the l~<;('fl(e of the em·ironmental context through lhf 

tran,ft•nnation tlf funn .. I ha\·e attempted. for instanCI'. 

to undel"'tand what one Clluld conclude from reflecting 

on tht•tdl'a of land~ape and nature as the sum total of 
all thmg~ and oftht•ir past configurations. Nature, in tlu.· 

st>n~. i• not -.t.•t•n a• .l!ltndifferent, inscrutable force or • 

divin<.> cyclr ol creation, but rather as a collecht1n of 

mat<.>rial things whose reasons and relations archtlt-ctun• 

has the ta~k of 1'1.'\'l'aling. We must therefore modify, n' 

double, nwasurl', situate and utilise the landscape in 

order to know .md mt'CI the t•nvironment as a gcographK 

totahty of concrde things wh1ch are iJu,t'J'Crable from 

thl·lr hi.,toric.ll OI)IJIII'ation. to 
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Smith House, Arthur Erickson, Architect, West 
Vancouver, British Columbia (1974) 

Iluilt on a rocky and wooded ocean-front site, 
the Smith House is a rcmarl..able synthesis of place 
and structure, interior space and landscape. Organ· 
i7cd as .1n ascending spiral around an interior court
yard, the house's insistent horizontalih creates a ~trik
ing contr.1st with the ,·erticality of~ surrounding rain 
forest (fig. 4}. Describing his de~ign intentions. 
Erick .. on ha~ written: *I wanted the mith Howie! to 
n•nc•.1l the sttl• in the same wa\ that I found it re\'t?ak•d 
to me when I finot wall..ed onto it Through the fon; I 

clt•.tring I dtscon~n.'li the fem-co\·t•reod rift bl-twt.'\.'11 the 
rocks, then, .1t the end, the distant 't'.l 'icw through 
the vertic.1l stems of the young firs.'' 11 

Tlw Smith House is an e\cellent illustr.1tton of 
tht• pott•nttal ot t•,·cn thl· smallest of <m::htlt'\:tur,\1 in-
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tervention~ to project and control 'urrounding space 
on a much larger scale Conceh·ed a~ a gla bridge, 
the livmg room allows the courtyard to spill out to
wards the view of the sea, cn.>ating an ambiguity be
tween the stasis of containment and the dynamics of 
mo' ement. The condensation of landscape. pace into 
the building and the proji'ction of intt'fior 'pace onto 
the landscape are rendered \irtually tra~parent by 
the e\tensh e w.e of gla'>!>. 

One of the mO:'t ::.triiJng f~atun~ of the ITUth 
Hou-.e b the dbsolutJon of ib formal a'pects through 
tht• sensual medium of land:<a~ \Vhil~ th~ 'tyte of 
the hou.-.e i' emphaticall) Mod~rn, the ... trength of i~ 
dl':'ign is not dtrt>.:tly relati.'d to it' formal expre,.,ion 
Tht' dram.ttic honzontal,. of the po.;;t and tx-am 'true
lure are ultimate!) but a supJX)rl for the re\ elation of 
,, landscape. 
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Le Jardin d'Entrepriscs, Bemard Tschumi, Architect, 
Chartre , France (1991) 

Th1s priz:c-winnmg competihon entry located 
on the fringt• of the h1stonc town of Chartres use~ 
landscape in a novel manner to stn1cture a master plan 
for a 220 hectare site previously devoted to agricul
ture (fig. Sa, 5b ). 

The jardin d'Entrcpri&es is a sophisticated ex
ample of tht' use of a landscape field to generate ar
chitectural rclatiolbhip~. Tschumi creates a dense grid 
of ,·egetation to pro,·ide identity and coherence to a 
high technology industrial park. This strategy links 
the ~ite simultaneously to it~ agricultural past and to 
the post-industrial future. Identifying the band of 
building~ and 'egctation that traverse the site as a 
maillagt• or weave, he provides contrast with the long 
cours (long yard), an oblique axis tied to the historic 
town that contains public and recreational facilities. 
Defined by rows of trees, parcels in the mail/age are 
dimensioned to suit the requirements of light indus
try; buildings are frC<' to develop their own forms 
within the grid. The rows of trees provide texture and 
climallc control on the micro scale and territorial iden
tity on the macro scale. Service and public movement 



systems are carefully controlled to further emphibi7c 
the experience of the vegetation weave. 

By using landscape as a mediator, le jardin 
d'Entreprises successfully connects it:,elf to the exist
ing fabric on the edge of Chartre!>. It proposes a com
plex, multi-functional landscape that operate!> on both 
practical and symbolic levels. 

The Three Garden House, Affleck + de la Riva 
Architects (1997) 

Th•ssellll-detached house occupies an infill site 
m \ootre-Dame de Grace, an inner-city Montreal 
neighbourhood. At 170 feet, the lots on the street are 
among the deepest in the city, but maintain standard 
widths at 25 feet (fig. 6}. The resulting urban distor
tion offers a unique architectural opportunity. 

The house occupies its long, narrow site by or
ganizing itself around three successive gardens cre
ated by the fragmention of its built form. Invoking 
images of territory and geography, exploration and 
discovC'ry on a miniature scale aUows the architects 
to reveal the unique characteristics of the site (fig. 7). 

This strategy of miniaturization borrows conceptu-

ally from the Jap~ Bon1..a1 tradition. F.ntering the 
house one passes from the front } ard or first garden 
up a series of shallow step:. to the mterior courtyard 
or second garden. This entry promenade suggests the 
process of discovery of "going up ri\·er": domestic 
space as a territory is gradually revealed as one pen
etrates the s1te. A collector of roof water and a source 
for the "river": the second garden, while an outdoor 
space, is the mlbt important room in the house. Ac
cess to the third garden or back yard is provided by a 
circulation spine that tm·erses the length of the build
ing along the mitoyen wall. 

The Three Garden House ~ks to dissoh·e its 
formal expression through the revelation of a particu
lar Uiban landscape. Where the hou..·;e faces its imme
diate neighbours, planar brick walls recall the impor
tance of the mito~en wall as a ba<.ic component of 
high-<lensity housing. ln contra!>!, lateral walls open
ing directly on gardens are generously glaz.:d. An ex
posed wooden structure marks the two parallel cir
culation spines, expressing itself alternately as an ex
terior pergola and an interior ceiling. Roof ~lopes and 
building masses are conceived in order to provide 
maximum contrast between the intimate character of 

29 



30 Tl•• f1flh Column 

the interior eo~ ani and thl' more open ~p.1C~ of 
the front and b.1ck \ani~ 

By reinventing do nu .. -:. tic "race ,,~ a g.mlen the 
Three Garden Hou~ :;tructUI'l'-' a ... l'ril':> of transitions 
between public, ~mi-privatl' .md pri\·ilte domains. 
Pla\ing with ~rcephon~ of ~ale, the house rereals 
itself in layers that strati f) spa(·e .1ccro~~ the depth of 
the site. The courtyani typolog~ condenses the land
~ape of a high dell!-ity urban netghbourhood into the 
central organizing ~pace of a small house. 

I Quet;oine 1:> a Queb.oc French word meallll\1: popular, \'Uigar or 
rom) .. lt "' 111 wick- u.-.e 'etball) in Engllih 111 Qu<"b« and IS ri.:her 
md more desatpth~ than tho synonym.-

:!. D. W ~leiru~ "Tht 8eholdmg E) e Tm VisiO!IS oi the Sune Scene; 
Tht llltlTp1rUtltm cf Ordfn.try ~ Gtograplnod ~ (~l'\\" 
)ark 0\ford l!Mel'lty Pre,,,l9:'l): 33 

3 There~no ~di.-cu-"on olthe~ of ...:Jerl(conarclut,'Cttln! 
than Alberta Perez~z·,ArdriUclurtlnJ thiCrisi;cfMOOtrn Sci
ma (Bo<:IDn. !I UT Pre!>.' IQ~) 

5. Sunon Schama, ~ tmd .\1tmcry (Toronto. Random House, 
1'195): 10. For a further r:fuab,lon ,l( thr etymology of lhe word Jand
;aP" .>ee J B. Jack.."ln, D1sar.Yrmg IM VtTIW'Illar ~ \~l'W Ha
o;en: Y.aJe unr.·m!h- Ptes. 1954~ 

6.Micbelle llrb ~ad Romal!ticism (~l'\\ )ori;: Rizzoli, 1%1): 
115 

I le Bris, 115 

' Alexander \\ ilson. Tht Udbnt cf ~IITt: North Amtriam Lmdsazpt 
J-r Dsrq :a !M~ \'a!dt:: (Toronto: llctwem the Uno...,, 1991). 

0 Augustin Berque,Wdli.lnadt milina rn JWYSDgtS (Monlpt.<!Jer: Edi
lloru> RK!w., l'Al). 

10. Vittono ~. I~ Tm1toiu lk I ArcluttYturr !Parti: J:Equ..'m, 
1982). 

11 Tht Arcl11l~clurt of Arthur Erllklcn Vancou~er; Dougla' and 
Mdnty~ 1988): 51 For an rudlcnt appraisal o( thr Sm1th !louse in 
the format of an exhibitJOn catalogue, see Craham Li~tS<')' (with 
MiChael Mc.\t~ and Geoffr..•y Simmlns), TIDrlw M00trn HI1UJtS 
1945-!985 (Calgary:Aris Pn:ssand UniH-mty of Calgary Pl'fSS, 1995): 
40-43 

Gavin Affleck is a parltter in 1/tr Montreal·basrd firm 
Affleck + de la RhJO ArclritPcts. 
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Wen Lee: Two Projects 
Wen Lee 

1. Communism as a Fetish or 

The Aesthetic of Asceticism 

Truth i~ the significance of fact. It is hence rca
S()nable to assume that the truth of e\·en the most ob

jectivist of work may be contaminated by subjecth·
ity and romantid~m. One may even think that the very 
motor behind objl'Ciivistic modem movements such 
as the :-\eut> Sachlichkt>it or communbm is a roman
tic and fetishbtic ob~~sion for the "idea" of objecth·
ity. 

In September 1995, Mr. C. Y. Chang, general 
manager of the (hia Ta1 Group International's plant 
in Uanyungang, invited me over to spend some ttme 
in China and to pl.1n a hou~ing project. He had made 
available a fund to build subsidized housing for work
e~. When we fir~t talkt'CI about the idea few month 
earlier, I wa~ still in Parb, and obviously, I mentioned 

Fran~ois Mitterrand, who really seemed to ha\e 
turned him on. lle i!> a genl·rou~ philanthropist and a 
great fan of And re Gidc. At thl' very moment of the 
colla pSI.• of cmnmuni~m in China, thi~ romantic capi
talist from 1,1iw,1n ::.ports the virtue of gl'ncrosity .1mi 
fctic,hin•:, lhl.' idl'a ut cummunism. I 11.' is also an ilma
tcur of mCldl•rn Mt. Whl•n he was ~till a univer:;ity 
studt•nt, lw had a sumnwr job in my father's de~ign 

studio transl,Jting Mics Van dl'r Rohe into Chim•se. 



I ianyungang is an 1mportant indu:.trial har· 
bour in northern China. it is a linear city of a soviet 
clarity. The city is defined by a railway and a harbour. 
The railway goes all the way to Munich, Germany. 
The arrival to the city is absolutely spectacular. J was 
haunted by the phantasmagoric image> of the bru
tally modern utilitarian buildings along U1e railway. 
Tht>st! Neue Sachlichkeit buildings were summarily 
built and are now in variou::; state> of dl'Cay. Set againc;t 
the rising sun, this extreme repetition of concrete, 
steel, and glass poisoned my imagination. I wa.; in
toxicated by their terrifying beauty. Suddenly, com
munism became the object of my fetish. 

The ba:.ic housing type there is that of a linear 
building. Because the city is situatt!d m a severe earth
quake zone, the length of building b limttt!d to 60 
metcn.. The:.e linear buildings are all onentl'li toward~ 
the south in response to the northern climate. Thi!> 
project is no exception. lt is a six storey 55 meter lin· 
t>ar point-bloc oriented towards the south. The plan
ning is reminiscent of the Mies Van der Rohe housing 
in Weis.senhofSiedlung.lt is a recurring motif in mod
em housing. Each staircase services:! unit:. per floor. 
And there are 48 units in total. 42 unit:. have 2 bed
rooms and 6 units ha\·e 3 bedrooms. Each unit has a 
standard pin-wheel modem plan, but some conce ... -
sions had to be made to respond to the .. tructural re
quirements of the SC\ t>re earthquake condition: la v~e 
a to11jtmr' rarS(m. The south side of the building •~ filled 
with a wall of winter garde~ in direct rt"'ponse to 
the northern climate. Quartz ~d i ... an mdu:-trial 
waste in that region, so we mi\ed concrete with quartz 
sand to gi\'e a natur,lll)' white surface. The finbh\.>s 
are minimal and all the ptpes are expo:-ed in the 
kitchen nnd we. 

The entire design was completed in,, tra.nce of 
reJigJOI.b fer\'OUr of rationalization, optimiz.1tion clnd 
st,1ndardization. Objectidty was the cult, and cN:Cti· 

cism \\'clS the al>sthetic. To C(lrnplete the e:-.perienc.•, I 
donatt.-d c11l m~ commission to a l0eal ch.1rity fund J~ 
a totally ~I fish act 1t wJs better than se\. 
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2. Homac Internet Provider/ 

Internet Marketing Office 

Burggass.! 6${2 Vimllil, Au'll'lll 
Gffi~c~l 

Climt: N1rl Micluul Winlrr 
Gtorg Holoo 

In the ~ummcr of 1996, I li\'~o.-d m Vienna on 
Burgga':-t' 71/10. Acl"(k.~ the street, there was an en
igmatic neighbour. It looked like a shop front, but it 
didn't srem to dbplay anything. There was no sign. 
And there were always two young men sitting out
side and drinking beer. One of them had a hippy hair
do, and the other had fluorescent green hair. They al
wav~ hstened to\ ery loud tcchno music. ln short, they 
were cool. 

One da)~ I couldn't contain my curiosity. I 
walked over and struck up a conversation. They 
tumL'<i out to be two young men ~tarting an interne! 
provider office. \-\'e had a couple of drinks, and I pro
posed to do a ... hop-front for them. 'Cool!" they said. 
They also told me that they had an exploded moni
tor, and a~kcd me if l could make use of it. The budget 
was tiny, but the whole thing wa!> supposed to be 
cheap and na~ty anyway. 

The fac;ade is composed of a series of squares 
that relates to the neoclas~ical architecture of the build
ing, a ~erics of standard A 1 plotter outputs on mylar, 
and an exploded monitor The electric wire that was 
supposed to be connected to a neon sign is simply 
left exposed, dangling, branch!. 

We11 l.t'l!, protiOCIIII'III~ rs wurkill,l( OllllllOIIu!r buildi11gfi1r 
Un11yrmgt111K ami prit•nll' conrmisstons i11 Mmrtrenl. 





Th"'llllh f olumn 

Collisions Pr inting Co-operat ive 
Caroline 1\oteboom 

•• n.l/4 

ThL' Collbions Printing Co-operative b 
plannt•d for a sill' on thL' ~outh sid~ of Ontario Street 
bt>t\n'l'n St. Andre and L.1hreque in Montreal. The 
pro~ram includr~ mL~ting rooms, studio workspaces, 
a cafl'. an c>..hibition ~pac~ and printing rooms. This 
building is a gathering space based on a modified 
version of the bourgeois idea of the public space. It is 
a forum whl•re confrontation, collision, debate and 
sharing of ide.h tat..e place prior to or in reaction to 
publication. 

Building c.m actin!ly affect the physical, po
litical and !>lrial structure of a city. Program and build
ing image can stR'Tlgthen a potitical•deal.ln this case, 
m the ~ontreal of today, the goal is to make pluralis
tic democracy more effective. This social printing sta
tion calb upon group~ and indhiduals to make pub
lic-to publiCize-their idea~. and to promote their cul
tures. Confrontations are integral to the idea of de
mocraC). Acknowledging and accepting the existence 
of contradictions and collisions is a vital step towards 
an effective democracy. 

The questions arc: 
1. Can a new building type affect the physi

cal/social/political structure of the city? 
2. Does architecture always strengthen an ideal, 

whether conscious or not on the part of the creators? 
3. Can the language of "constructi\ism," so 

closely intertwined with heroic So\·iet communism, 
be transplant~d to a contemprary ~ontreal kitchen
table pres~? 

4. Can a building be dynamic in the sense that 
1t takes on the ta-.k of causing people to participate 
within this new and improved ~phere of discourse? 

5. What is informative architecture? 
To participate actively, and to call upon the 

people, the building must be dynamic. It has the task 
of "arousing an up!>urgc of cnNgetic activity."' Col
liding or int~rlocking program elements, multiple 
bridgt-d entrance~, colour, staircases, large, informa
tive signs, and gluing to expo~ the interior to the 
bypasser are just <;omt• of the elements of energ) 
which are integratl>d into a dynamic whole. "A ~n.<>e 
of plurali tic vitality"is "fu<•l>d into the whole build
ing" ,md "communicated tu thP pubhc outside:·: 

I . Ako.-.lndN V1"'"'"• •cn.>du," in Tht 1\tfllltt-gor,fr· Ru.wm Arrlulll'· 
tuu 111 t!~ luor111~. ,,J Anlin•a• C l'.1p.1d•k1s (!.nndon· Acodl'111)' 
l i<l&llorL•, l'l'll). ·11\. 

2, S I rt•tkm k SI oH I, Mrlttl!or•: Sn/o 1\ll/ul•·• I ill a Mtl!.' Sltfrfi,V 
(l'nncl'lun: l'rmrl'lnn lJnlwt~lly 1'h1i~. 111711)· 72. 
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Ozrolmt Xctrlwrn, B.Arrh Mt Gill '96 is a11 52 bulld
iu;\S '/lt'Cia/L.;t i!fltlr L.tn'-+ £1ruz ardut«l' m Mon/rral. 
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More public tbao tbe public 
apbere of diacouree 

More unknowo people 

More exciting 

More deaocratic 

More critiaJ.sa for tbe buck 

Cheaper 
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Tlun tlou~. 0 1• idf'd llou...-

Th .. r •fth Colu mn 

Thin House , Div ided House 
~a\"C. dto L Hllltl-ae-\ u,c 

~1ontreal QC 

Roo ~ Carr De;ign 

Prolt<t Tr.am: 

StnKtunl: 
Contnctor. 
CompltUd: 
Size, 

l'hotognph" 

Michael CarroU 

Mldlael Cvroll, Dmt.a Roo)·ill.m 
MuioGmdron 
ll055ES Construct.ion 
May, 1996 
3,-100 sq ft. (lot.al) 
~tlw Mmll<OWJ~ 

Th~ Thm Hou~ ~xcupie~ a narrow mid-block 
lot in Platt•au Mont Ro\ aL The project challenge:. the 
traditional Mont~.1l typology. The duple'\ offe!'l> an
other pn)tot) pc tor the City and makes an argument 
for a thmner, ll•,mer, more urbane architecture where 
desl).,'ll b a critical component of the urban equation. 
Implicit in thb prOJl'Cl, then, is an experiment- how 
thin b thin' 

Each unit i~ 11 '-er wide and 56'-Q" long. Di\ided 
\l!rtically into .,j, lc\eb and a 35'-Q" atrium. each sec

tion contain~ a garag~/,torefront atelier. hvo bed
rooms, two bathroom~. a mezzanine, living and 
kitchen / dining area. The Thin House IS thus two thin 
,·ertical"loftsH d~ignL'<i \\ith an empha:;ison natural 

light and fle,ibility of space. 
The projl'Ct i~ contemporary in its architectural 

sen.o;ibility. The c\tcrior has an industrial edge tem
pered by the contextual cues of the street and domes
tic -.cale of a house. For example, the cladding is brick 
combined with concrete block and galvanized metal 
sections with a folded metal comice. The garage/ front 
door can operate as a single door, or the three doors 
can act together to create an 8'-()" wide opening to the 

street. 
Tht• interior of the house is a play beh\·een ex

posed softwood and finished hard woods, translucent 

and opaque ~urfac6, and industrial and domestic 
scales. The d~ign emphasizes section over plan and 

\'olume over arca .The spaces are choreographed 
within a maximizt>d em elope dictated by Gty bylaws. 

At every scale the dl"'ign works to be direct but con
sidered, practical with a poetic sensibility, and thin. 

INFRAthin City 
The Thin House is part of a polemic for 

lnfratrunCity.1 Paper thin architecture is the key strat· 
egy of lnfrathin City lnfrathm City is piecemeal, a 

collection of slim volum~ of fichon Its infinitesimal 
architecture can only bt? \'iewed obliquely. 

How do you get from Montreal to Wrathin 
City? Just head out of Collage City,2 tum right at Me
tropolis,' drive !;traight on through Invisible Citiesland 
Delirious 1'\ew York.' It is about 20 miles west of 

Alphavilh.•.'Th~tre it i , a figment shimmering on the 
how.on, a mirage, a hybrid of cities l'Xperienced: Lima, 
Tang1cr..,, Marrakl'Ch, London, rton·nce, Amsterdam, 

Berlin, Rio de Janeiro, Nl'W York. Venice IS qumtes
scntially lnfrathin, L.A, is not. lnfrathin City is the most 

urbane place on l'i'!Tih. 



The economy of lnfrathin City is aggres~ive. 
Land prices soar. Evel) crevice that holds promise is 
mined Real space collap~es to become slimmer, 
leaner, more imaginative. Land again is as precious 
as it was inside the walls of a Medieval town. Infra thin 
city is an experiment that takes the strategy of urban 
infill as its starting point and extends it to its limit. 
Marginal architecture in a vein of gold. Concentrated 
urbanity. lnfrathin City exists in every city, in the in
terstitial spaces of the city, in its gaps and crevices. lt 
is vertical, a ~aring Gothic city. 

lnfratlun City is a micro-organism and the ar
chitect ban urban surgeon. The scalpel is as sharp as 
the tip of an angel's wing. Buildings as slight as those 
wmgs soar and plummet 100 feet below the earth. 

Infrathm City is a new fact of cily/ife. 

I. nw t~rm infrathin was invented by lliarcel Duchamp (11!87·1908) 
tn I %7 Jt liNt appeared in hiS thud box of notes (New York: Cordl~ 
and E~torm Gallery, 1967). Infra thin denotes Duchamp'• preoccu· 
pation with the infintesimal and visceral qualities of the physocal 
world Will a sheet of copper always be opaque> 

2 Colm Rowc (Baselo Birkhauser Verlag. 19$4). 

3 Fntz L.lng. B/W film (German); 1926). 

4 lt.1lo Cal\'ino (Ne" York Han:ourt Bruce )o,-.tno' ich, 197 4) 

~ Rim Koolha<' (New Yorl..: Chford Unl\'eNI) r~ I 'liS). 

b )<'an Luc Godard, ftlm (France, 196-ll-

Roo t- C11rr Dc.-;igu tlrt' buildiug two uwll' l''!lJCll~ in A 1(111-

ltml. Mic/1111'1 Crtrro/1 i$ 11/~ tW1111kting lu~ !11.1'/t'T :~ Tltt'IS 

in llw lli~tory mui T/l,•ory Pn1smm 111 tltt' AkGil/ Sc/tCitl/ 
'if Arc!tilalurt•. 
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Jean-Baptiste Resther, 

entrepreneur et architecte 

(1830-1910) 
Julie Eliubeth Gagnon 

(l'l articil' retrace la trajcct01re sociale et 
proit.'~~•onnclll' d'une famillc d entrepreneurs et 
d'architl>clt~ montr~·al .11~ du di\-neu\'iemc si~clc, k·~ 
Reslher · Bien qu'.luJou rd hui meconnus, )can
Baptbte (1830-11\96) L't jc,m-lephvnn Resther (1857-
1910) auront non sculemcnt enrichi le palrimoine b§ti 
de Mont~'''· m.1is au~si conlribuc a la mise sur pied 
de I \ s ... ociation de:- architl>clel> de la province de 
Quebec I \ APQ, fondee en 1890. Sur trois 
generation. .. , de pere en fib. k·, Rt>sther se transmettent 
en dctiniti\ e non seulement un ~\'oir technique, mais 
au.--~i un bagage culture! de ... piu~ determinant en ce 
qui a trait a la reali....ation de leur trajl'ctoire sodo
profl.'S ... JOnnelle. 

)ean-Bapti!>te Resther,le fib de Ignace Resther, 
menuisicr et entrepreneur l'n construction, est ne a 
Montreal en lb30. 11 aurait re~u une education 
elementaire aupri?~ des Frere:s de la Doctrine 
Chretit"nnc.2 Sans doutc decou\'re+il sa veritable vo
cation lorsqu'il assistc son pere a la supervision des 
tra\'aU\ du marchc Bonsecours, autour de 1844.1 

Entre 1847 et 1868, on retrou\'e la famlile 
Resther etablie a Saint-Hyacinthe. Au cours de cette 
periode, lgnace (1797-?) et son fib jean-Baptiste 
Resther travaillent le plus !>OU\·ent en association 
familiale. On !cur connait peu de realisations 
architl!Cturale::., mis a part la supervision des travaux 
du College de Samt-Hyacinthe en 1849' ainsi que la 
~upervbion d'un important projet de construction de 
gares fcrrO\•iaires pour la compagnie de chemin de 
fer du Grand Trunk en 1859.5 11 s'agit alors de 
construirc, en douze mois, 45 batiments entre les \il
lage:. de Saint-Thomas--de-Montrnagny et de Ri"iere
du-Loup.• 

Au cours de ~es annees a Saint-Hyacinthe, 
Jean-Bapti ... te Resther s'adonne a une varietc 
d'occupations. 11 est a la fois meublier, fabricant de 
piec~ de machinerie agricol~. employe salarie, expert 
et entrepreneur. 

En 1868, )~an-Baptiste Rc~ther et sa seconde 
epouse, Cord6lia Desforge:,, demenagent a Montreal. 
Au cour:s de se:> premieres annees dans cette ville, 
)ean-Baphste ticnt un at~lier sur la rue Sainte· 
Cathcrinc et cffcctue dn.'CfS travaux a titre 
d'cntreprcneur, notamment pour l'architecte angla.is 
William Footncr, auteur des plans du Marche 
Bonsecours7 11 obtient ccth.> mcmc annee un contrat 
pour la con!>truction des biitimt•nb pour !'Exposition 
agricolc provincia l ~.> tenuc !iUf lcs nanc~ du Mont· 
Royal a partir de 1876 (fig. I ).8 



(' e~t seulement a partir de 1874, date a laquelle 
il ~'asMX:ie avec Victor Roy (1836?-1902), architt>cte 
montrealais deja bien ctabli, que Jean-Baptiste Re:.ther 
est publiqucmcnt reconnu comme architectc fn cffet, 
::.es inscriptions au LcvPII's Montreal Directory avant 
cette d,1te ne l'identifient pas en tant qu'architecte: le 
Repertoire Low/1 le qualifie en 1868 de poseur de 
briques, alors que le:; annf:!es suivantes et JUSqu'en 1873 
on le retrouve inscriten tantqu'entreprencur.9 A parhr 
de 1874, Resther est finalement inscrit comme 
architectc, titre qu'il utilisera jusqu'a sa mort. 

En 1878, apres la dissolution de son partenariat 
avec Roy, Jean-Baptiste s'associe a son fils jean
Zephyrin, a,·ec qui il tra,•aillera plusieurs annt?e:. sou!> 
la raison sociale J.B. Re:;ther et fils, architectes. jean
Zephyrin avait fait ses etudes a !'Academic 
commerciale catholique de Montreal et au College 
Sainte-\1arie, ou il fut promu en 1873.1~ 11 aurait 
egalement fait une clericature aupres de George 
Browne, architecte d'origine anglaise bien connu, 
avant de passer sous la tutelle de Victor Roy, !'ancien 
associe de son pere. 11 

La production architecturale de la firme J.B. 
Resther et fils se compose principalement de 
residences et d'edifices commerciaux mineurs. 
Quelques batiments institutionnels et religieux 
viennent s' ajouter ace bilan, dont certains projets plus 
pre:,tigieux comme le pensionnat du ~tont-Saint-Louis 
sur la rue Sherbrooke en 1887-1888 (fig. 2) et !'ensemble 
conventuel des Peres du Tres-Samt-Sacrement sur 
!'avenue du Mont-Ro}al en 1892-1897 (fig. 3). Ces deux 
enSt?mbles c;eront classes monuments historique~ par 
le ministere des Affa1res culturelles du Quebec Les 
Resthcr sont aussi les auteursdes plans du pcnsionnat 
Saint-Basile ( 1895) des Religieuses de Sainte-Croix, 
egalcmrnt situe sur !'avenue du Mont-Roya1, et du 
couwnt (1892) et de la chapelle inferieurc (1893) des 
Peres Franciscains sur le boule,•ard Dorchester. 

Apres la mort de Jean-B.1ptistl• en 1896, Jean
ZCphyrin pour:;ui\ ra seulles ach,·ites de 1.1 fim1e. 11 
reah!>t>ra plusieur:; proJeb au cours de a..>s aru1a~. dont 
le pensionn.1t Saint· '\om-dc-1\.tarie ( 1903-1905) a 
Outrcmont ain~i que la m.1nutacture de dgarc::. pour 
LO. Grothl• sur le boult'\'ard Saint-Llunmt l'n 1907, 
t!galeml•nt dasse monument historiquc. 

I a c.uriere architectur,\le dl• Je,ln·B,1ptbtl' 
Resthl•r prl•nd done son e~or a partir du monwnt l'U 
il s'asslxic awe J'archill'Ch.' VICtor Ro\ Cl•tll• pt.lriodl• 
correspond,\ 1.1 fin dl' se~ ach\'lll.>s d\•ntreprt'lll'ur et;, 
!'adoption Jcfinitivc du titrl! d'arch1lcdc. Au cours dl· 

,'iprt 1 

"'gvrr 1 
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~ carricn•,)ean-Bapti:.h! Rc~ther :-emble a voir atteint 
un ni\ .:au apprkiJble d~? n'l:onnats..-.ance sociale et 
profe stonnl'llt•. IXi~ i\ Saint-Hyacmthe il a\·ait ete 
consetller municipal pendant quelques annees.1~ Une 
fois a l'-.1ontr.5al, jean-Baptiste s'implique dans la 

Societe Saint·]t>an-Baptiste et est elu le premier vice· 
president dt? la Socu.'tt' en 188-lY En 1887, Jean

'Baptiste Re:.ther c~t nomme a titre d'arbitre officiel 
de la pro\·ince de Quebec, nomination qut ne 
manqucra pas d'ajouter a sa reconnaissance 
profe::.:.ionnelle.11 Tout au long de sa carriere, jean
Baptbte Re:.ther est actiwment sollicite en qualite 
d'arbitre et d'expert, !'Ouvent en association a\·ec 
d'autres architecte:. montrealai:;. 

D'tmtrcprencur a architecte, Jean-Baptiste 
Resther gravit I~ echelons sociaux L ascension au 
rang d'architecte a partir d'un metier de la construc
tion est courante au dix-neuvieme siecle, comme les 

structures sociales sont encore assez souples a 
l'epoque pour accommoder le passage d'un groupe 
social a un autre.15 De plus, comme il n'existe aucune 
structure formelle d'encadrement et de consecration 

des architectes, la reconnaissance professionnelle dont 
jouit Resther semble fortcment liee a la reconnaissance 
de son statui social en tant que membre des profes
sions liberales. Sa demarche professionnelle est 
coherente an>c le de\'eloppement de la profession 
architecturale au Quebec, alors que son ascension 
sociale illustre J'acCl.>:>sion de la profession d'architecte 
au rang de. professions liberates. 

Jean-Baptiste et son fits Jean-Zephyrin 
participeront aus!Oi a la fondation de !'Association 
des architectes de la province de Quebec en 1890, alors 
que ce demier deviendra tresorier de !'Association 
en 1894 puis president en 1909-1910.16 De ce fait, les 
architectes Rest her contribuent a la mise en place d'un 
des elements structuraux essentiels a !'emergence 

d'un champ de I' architecture au Quebec. 
jean-liphyrin Resther jouit par ailleurs d'un 

prestige SOCial ('J)Viable.ll sera l'administrateur de la 
succes~ion de feu son ami j.A. Massue,l7 qui possede 
de nombrcuses terrcs dans le comte de Richelieu ainsi 

que plus de cinq cent~ lots a batir dans Jes villages de 
Cote-Samt·LoUis et de Saint Jean-Baptiste.15 Architecte 
et hommc d'affaires, je-1n-Zi•phyrin s'implique aussi 
au niveau de la politiquL municipale. En 1909, it est 
elu conseiller municipal du quartter Centre en 
remplacement de l'<'!chcvin W.E. Mount, decede 
subitemcnt CCtll' mcmt• annC-c.'9 



Jean lephyrin Re!>ther, comme son perc Jean
Bapti!>tc, cvolue au !>ein du groupe social privilegic 
que reprc~nte la petite bourgeoisie montrcalabe (fig. 
-1). Son implication au niveau de la scene politique 
mumc1 pale et dans la mise sur pit>d de I' AAPQ t rad uit 
dl' plus un pouvoir politique g~ncralement associc il 
1,1 petite bourgeoisie. De ce fait, Jcan-ZCphyrin fait 
partic de la dcrmcre generation d'architcctes 
pmfc!>sionnels non-acadcmique::., descendant::. d'une 
tradition qui s'eteint a l'aube du vingtiemc siecle. 

t Cd amclc e-t tuc du memotre de maitrbe de l'autcure llltitu!c LN 
Rt5lhn. rnlrtprrnnm tf Grduttdrsdt 14 rfsion dt Martlrbl (1831).1!110) 
dq>oseau dt'p.lrwment d'hi>to.redc l'art dt• n.:nn·cm~ du Qu&« 
lt \iontn<al t'tl septcmbn• 1996 

2. "B•ographic de J~an-Bapti.,tc Resther,• St>liMrtr Ma~<Onlltlll't iJ/u.<l" 
(\llmtrcal Comp.sgmcdcpublicabon MaiSOIUl<!U\C, IIN4l: 134 

3. Guy Pmard, Mtmlrral, san llisiQIU smr archit.·clurt, toml' Ill 
(Montreal (:c.Utions du Meridien/La Presse. 191!9)· IN 

4. ''Btogr.1ph1e de jean-Bapti!.tt' Resther." 13-1. 

5 "A' L>d~ Di:>solutionde~ere." LtCtmrritrJt $.Jini-HV•1nnthe(21 
nowmbre 1859): 2. 

6 A'I;Q\I.grdfe H Saint-Germalll.l~ dkmtbre ll>S-', no. IJ'I'i, En· 
gagemt'nl de OI"·ier Lu."tcr et al. a lgrure Re>ther el C'~<• 

7. A:\QM, greffe A An:hamooult. 9 m.m 1"69, no. 361 ~ Tran-port 
par~\ Footner, arch., a ).·B. Re.thl'l'. 

~ lA Mmnw l~o JUill I~ 3, L Opinion 1'111>/:qut (6 a\ nil 7o)· 166<1 
(7 "''Piemk>re 1 ~io): ~. Ctl.Wian lUu;troW VtlrS (2 "-'f'tembre 1S7o): 
124-6 d "Btographi<' do: jean-Baph>te Re> !her." 134 

9. l~•r>rll's Mo>IITt'lll Dim/My (\1onln'al John U.well and Son' IM9 A 
IS73). u_., tennt-s c'act,,. sont BndJaycr p<.mr !SOb, und~rtak,., pour 
l&>q·7ll, Contractor pour 1871-l!i72 

Ill. Adrien L.-blond de Brumalh, 165, l'l S<ltll't'lllr tlr, fttcs fllhilm""' .tu 
C~llr.xr Sumlt-Mant dr Moulull/1848·1898 (Montnf.1k lmpnmt·n<' 
I ll•:;bar.~J-,, 1898): 143 

11 "Bi"!;J'aphw dt• Jcan-:lephynn Rc,ther." 5.111l't'niT M.lL'IIIIIlt'Ut't 

tllustrf (Monlro'al Compab'llll' de put.hcahon \IJL'<'Iln~\'\', IS'4l 
134 

12. Gruupt• de n-cherche>ur k-. h.ltunents \!1\ ptml' grt:-.('dt• Mootn<.1L 
sou., la d1n'CtJOn de I'll\ lhs L.arnt>ert, appen<hCl' I · stosraphic dl' 
Jmn·B.!ptJStt• R,o;thef•Lt M.mt "-tml l.outs la·I!.TU't rrlnol tl llll:llf$1' 
(Qul'l'<'l.~ \1mtslt'l\' des AUiltr\'5 rulturdles JUUI J<r,'s) 

14 l..r f••umal dt Qu!M' (t! aout ISS7): ~ 

15. l'•ul-Andrt' lmh·au, Rt•tw Durocht·r d lt•.m-U.mJ,, 1\l•ll(·rt 
lft,fcllrt 1l11 Qu.-l't'l umtrml"ntttt /c•mr /: ,ft l<t tcmfi'd.iatloH a /a crut 

Cl8h7·1'1.Z91, 2t·nw "d (Montn·al llr•rt·.ll u•mp.1LI. l<lli'l). IN-<12. 
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Les Hab tat ions St-Ambroise 
Daniel Pe.ul 

L:off~tt de rF.dcctismt Urb.Jm tt fOMIOMt'l (L'O E.U F) Enrg. 
projed t= Oanicl Prarl and Marl Podd ub1 uk archltectes,llml3rd 
Oli' ~. stagiere 

The Eclectic Nature of Practise 
The practi!>t? of archite<ture, of building. and 

of urban hou!>ing in particular, e\'~n in the most opti
mbttc of circum~tance:., b a complex and fragile proc
es:o which Tl>quir6 the collaboration of many indi
viduals with different types and degrees of skill and 
cxperti.!>e. Ecll>etici!>m is the philosophical position that 
enable:.l>uch collaboration-fn .. >ely choosing and rec
onciling diverse pninb of \'iew. 

Introduction 
Lcs Habitation:. St-Ambroise is a four unit 

housing projL'CI built on a vacant lot in St-Henri, a 
traditional working-clas ncighbourhood in MontreaL 
The site is located at the south end of an unusual tri
angular block with a !>11\'Ct frontage on three sides 
facing the Atwater MarJ,et to the cast, the Lachine 
Canal to the south and a typical rL'!>idcntial street to 

the Wt..">t. 

This prujt'Ct forms a part of our ongoing pre
occupation wtth urban housing previously explored 
in a vari(•ty of thl•on:tic.ll, ,,endemic and othcrwbc 



abortro projecb. Working directly in tandem with the 
dt•,·clopcrs of the project, we initiated the conception 
of the project, participated in arranging the financ
ing, prt•parcd the design, supervised the construction, 
marketed the units and were principal players m the 
final sale of the units. 

The conception of the project is largely ba~d 
upon a process of "hybridization" resulting from the 
reconciliation of conflicting circumstances, impulse:. 
and objectives. The hybrid arises out of a process of 
dc::.ign that addresses three areas of concern: the ur
ban project (physical circumstances}, the domt-stic 
environment (market impulses) and the sustainability 
of re:.idential construction {economic, technical and 
environmental objectives). 

The Urban Project 
The protect is at once "fabric" -a complemen

tary part of the surrounding residential context of St
l lenn-and "figure"-a freestanding object marking 
the corner of both the block and the neighbourhood, 
responding to the public nature of the surrounding 
urban landscape of Atwater Market and the Laclune 
Canal. 

This hybrid condition of "figure/fabric" is ex
pre..sed architecturally in the two distinct orientations 
present in the plan. Taken literally from the triangu
lar form of the block and then translated into the re
flection of a broader urban condition, each geometry 
corre:.ponds to a pair of units that share common pro
grammes and architectural characteristics-spatial, 
sectional, ele,·ational and organizational strategies. 

The" figure" is a shear wall with generous fen
estration and a sculpted roolline facing the Market. 
The two units contained therein are first Ufted off the 
street level to create a studio and garage below, and 
then lifted again placing the prindpalli\'ing sp.1ces 
on the top floor and roof terraces above, benefiting 
from the exaggerated height of this space as well as 
the panoramic \'iew of Mount Roval and the cit) sky
line in the distance. 

The "fabric" is expres_.;ed in the more diminu
tive ~ale of the block facing the re..identi.ll stn-et to 
the west. The~ two unib are carefully scalt>d in pn.)
file to the traditional housing of the neighbourhood 
ilnd shan• a common scction.1l relation~hip to tht• 
strel•t. I he g.1p created on the s1destrt.>et consciously 
recalls the tr.lditwnal tNt• d'ilcit condition, tr;m .. torm
ing it mto iln mtrance gMden for two of the units. 

The hybridization oft~ two conditions and 
their corresponding hou~· type. is ell pressed not a 
a collage of their distinctions, but a:. a trut.• hybrid-a 
new entity that emerge:. out of there particular cir
cumstanct'S. The hybrid il> exprcs)Cd in the singular 
expression of materials for the whole (brick base and 
white stucco} as well as a common approach to de
tails and fenestration {green and rt.•d metal). 

The Domestic Environment 
The conventional duplell and trsplex abun

dantly a\·ailable in the city, for all their benefits, dic
tate both a certain degree of rt.-petition in plan and 
demand a degree of tolerance acou,tically between 
neighbours. As a dom~tic environment. we were 
anxiou::. to realize a unit type that pro\·ided the great
est possible autonomy and flexibility for the indi
vidual re:.ident's Ufest) le within a dense urban envi
ronment. The project is based upon a S) mbiotic rela
tionship between the expression of the whole and the 
autonomy of the individual units; betwet?n the ur
ban and domestic characters of the project. 

The urban projl'Ct ga\ e rbe to the creation of 
two paired units \\ith cfutinct characterbtic; The con
ception of the indi\idual unib is ba:.ed upon a ,·erti
cal organization of the dome:.tic programme that is 
similar for each of the paired units. Linng and sleep
mg spaces are organized on "'-'pt'tak le\'eb. In one 
case the Ji\·ing space5 are abo\ e to take ad\·antage ol 
the new and stairs are isolah.>d in order to maintain 
pri\·ac:y of the sleeping spaces In tht! other, the living 
spaces are located below to benefit from a ground 
relationship, and the stair becoml!~ a ~landing 
screen delimiting spaces. 

In order to broaden the definition of the do
mestic programme, we decidro to ele\\lte both the 
li\ing and sleeping ~paces abow the ground plane. 
The ground floor clad nmsistmtl) in bnck, ~ typi
cally com~ of one largt: ~paCt' with a high ceil
ing and .;maller rooms in,, ~plit ll'\ d ~lation-..hip to 
that room. The intention wa:. to pn" ide for thc ~
sibility oi ,, ,·ariety of :.1tuation,, a home -..tudio/ oi
fice in one :;cena.rio; a ~paratl' appartment for .m 
extended family or rental m another; or -.imply a ~a
rage and a gul~t room. 

E.Kh unit b intl ndt'd to gh e the impn: ~1on 
of a im.•standing hou~·. Thi:. autonl1my b l'\prt.--s~ 
in the individu.1lity and remoknN-. of l'ach of the 
entr.mre:. '"'\\ell ,,s the t•mpha"b on conwr \\ indow:. 
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and corner baletmit':'. gi\'ing a broad re~po..'Ctl\'1? out 

t)t the unit to the urban land :<apt.'. 

Sustainability of Residential Con truction 
ln order to de\ t:>lop a proJt'-i willun a depr~ 

re;tdential market, we were Jcult>h ,m-.m.• through
out the process of th~ nCt..-d to ,.atJsty a demand for 
affordable, inno,·ati\ e, dfidl·nt and ... u,.tainable hous

ing. The method d con ... truction and the choic~ of 
material5 and ~v,tem- were ba-.ed upon fl'I.."'nciling 
iinanrial and markt?t con~idl-oratitm•. Y.ith ~und en

nronmental practL-.e. 
In ordoc>r to mamtain the affordability of the 

p!l-.dt.et the projt.'l..-t i5 ba~ upon con\ entional wood 
framec()(btruction. With the mtroductionofOSB joi:tts 

and rafter::- a:; ''ell Cb 'tee I and e po:5t?d he a' 1' timber 
members at certain ::-peofic locatiOfl"-, '' e were able to 
near!) eliminate the nCt..-.J for any lumber larger than 

:!M throughout the cOll:'truction. 
Exterior cladding consi:tts of a combination of 

brick and acrylic stucco on e\panded poly::.!) rene in
sulation twer an exterior grade recycled cellulose/ 
gyp:.-um sheathing. Roof terraces are fini,hed with a 
recycled plastic and \\Ood fibre decking. 

The project i5 built to R2000 "tandard~ ior en
ergy efficiency. A ::-L"flhisticated S) :.tern of controls for 
humidity, temperature, fresh air, recirculation, eiliau& 

and lightin~ has been integrated (to different degrees) 
into all oi the units Given the atr tightr~e>:. of :.uch 
construction. particular attention has lx'en paid to 
three area_c; of concern. 

First of all. off-ga~ing oi toxic contaminants to 
theinteriorof the unitso\er time has been reduced or 
eliminated by a careful selection and specification of 
building and finbhing material!. including exterior 

sheathing (recycled cellulOS!.'/gyp!>um panels), insu
lation (mineral wool), paint (zero VOC latex and 
acrylic epoxy), Jlooring (linoleum installed with a non 
toxic glue) and cabinetr)· (formaldehyde reduced 
[0.015%] composit' wood panels and non-toxic glues 
for~mbly). 

Secondly, fresh air is upplied and stale air is 
exhausted through the use of a heat rccove.ry \'entila
tor (HRV). ln one of the units the system introduces 
fresh air pre-heated through a solonmll panel (dunng 
heating se.lSOO) mtegratl'd into the courtyard eleva
tion and through a second cooler inlet (dunng sum
mer months). Before bathroom exhau t air 15 r<•moved, 
the heat energy is n.'Covered to prl'lleat the incoming 
air. The fresh air is then dehumidified wh<'n nee~ 

SJI), mi\t.-d wtth fl>circulatt'<i atr, filtered and then m
troduct-d to tht' li\·ing sp.1ccs The result oi combin
ing a !'OLmm/1 pant' I wtthan HR\ is acontinuoussup
ply of lrl>sh air enm during the coldest months of 
wintt'r with almost no energ) cost. 

final!\, the planning of units reflects a concern 
tCl contain spoofic 10nes for heating and cooling as 

''ell as to bCllate space!:> located below grade to limit 
potential a1r cc."'ntamination resulting from off-gassing 

oithe~il. 

Bright red metal sun blockers ha\'e been used 
to control :;olar heat gain at certain windows. Large 

glazed :.urfan~ opening towards particular views ori
ented east and north ha\'e been justified by the prox

imi!) of high etficicncy cereal burning stoves. These 
:H,£XXJ BTU .;to\e:o, !'imilar in appearance to wood 
burning sto,·e -, operate on automatically fed lo\\ 
grade cereal grain available at the cost of transport 

and packaging, utilizing reject stock only. They are 
the principal source of heat m two of the units and 

are integrated with the recirculation branch of the heat 
reco,·ery ,·entilator system to balance heating 
throughout the unit. A low cost back up system of 
electnc baseboards has been pro\'ided for extreme low 

temperature CClndition,.. 
Conservation of resources was addressed in the 

selection of water sa\ ing toilets and energy efficient 
light sources-high pres:.ure sodium for the exterior 
and a combination of compact fluorescent and hal~ 
gen ALR for the interior. 

Conclusion 
While attempting to de\'elop our own niche, 

we have chosen to learn by trial-and-error versus the 
more tradihonal academic routes. Social Activism has 

been our vehicle of preference to explore a language 
of architecture that is capable of embracing social and 
political is!>ue:.. As collaborators and fellow profes
sionals, we both ~hare a concern for the fabric of hous
ing and ib role in the evolution and daily rituals of 
urban exJX>rience. As both a con~ous and subcon
scioU!> act, housing is the ideal reflection, in architec
tural terms, of the \'aluL>s and aspirations of a culture. 
Our work over the years ha!> attempted to embrace 

this vision. 



In 1992 Damtl Ptarl and Mark P01fdubiu~ ro-fouz:dtd 
L 0. E. ti F. 17w !iffirt U\lrKs pnrzcrllillly m tlzr [11ht of ur
hm IK•rt>ing, rt'<idmtialmrd commrmnl mzorollon, but 
rt\'tlrt'UIS<ltfc-,•p/y izm1/rwf m n~rrlz, trorlzing. mtrasm, 
1/lt'l'Y •llltf flf'lf lltll~'l<l/l 
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Godivelle part 1: 

Deuxi eme chronique de la 

Godi -v i lle 

Bordures et effets: les deux 

natures du lt eu 
Gill~ \larty 

QzulqUb not~·'"' /t., nolion~ de litu, ,te natun· t'l 
d1ardutrcturr, rcdigl.'~~ a partir de;. projets des 
etudianb de l'Ecole d' t\rchitl.'cture de Clermont
Ferrand qui ont parocipe a la ~maine atelier du 7 au 
1-lfcHit:r 1997 a la <..odl\l'lle(Auvcrgne) sur le theme 
d~ \f.Khim'~ l\:ologtque5H et de~ conferences sur 
le pa\:.age donm'cs a I E \CF par Julia Bourke et 
Ricardo Ca~tro, en~eignant:. invites de I'Ecole 
d Architcdun' ~1cGill de .\1ontn~al. 

Lieu: ce qui exi-.te avant !'architecture et 
dt?signe deja de l'architccture. 

Darb la nature, un lieu peut a\·oir plusieurs 
~ . .\lab au n."'gard de. :.ite. retenll!> pour implanter 
les machin~ ecologique-, on comprend qu'un lieu 
predispose a )'architecture L':>l toujours un mtrt-l'UX. 
Et coo de dt.>ux manii.>TL":> ~'iblt.>s: dans l'espace ou 
dans le temps. 

Entre-deux dans l'e-pace, le lieu marque une 
limite: l'oree d'un bob, le:. bt.>rge:. d'un lac, la chute 
d'une falaise. Daru.ceca:.,l'evidencedu lieu s'affirme 
dans la transition ou le passage qu'il marque d'une 
configuration naturelle a une autre: limite entre une 
etendue boisee et une prairie, o,euil entre terre et eau, 
rupture entre terre et ciel. On pourra appeler les en
tre-deux dan!t l'espacelifux-bordures, puisqu'ib 
expriment la limitt.> cnln' deux formes naturelle:.. On 
coru,tat.e que le:. lieux-bordures sont relati\·ement fixes 
et con.~tituent depub toujour..les espaces pri\ilegies 
de l'architecture: promontoires, rives, li5ieres, 
escarpement . 

L idee d'un entre-deux dansle temps est plus 
subtile car elle fait inten·enir un autre element, non 
pre~nt ~ur le ~ill', qui pourtant crce le lieu: par 
exemple l'effet du c.oleil au !raver:. des arbres qui 
marque dans une forct un emplacement ephemere ou 
les figures geomctriques trace('-; par les sillons 
reguliers que des~inent un tracteur. Dans ce cas, le 
lieu n'est plus e:.pace ~ proprement parler ma.is trace 
ou empreinte d'un tlltlment sur un autre, il indique 
une action nun unt• transition, une variation plus 
qu un p<hS<Igt:. Ce beCClnd type de lieu pcut apparaitre 
au coeur d'une fore!, au beau milieu d'un champ ou 
d'un lac, car il ne n.><Juiert pas de rupture phy:.ique 
pour exister, juste un ednircis:.ement, un 
assombn. semt'fll, un rt:Chaufft:'menl, un changement 
d'etat ou de surface dans la continuitc des chose;, a 
un moment donn(> du jour ou de la nuit. 

On appl'lh:ra lt•s <'ntrt.'-dt•ux dans le temps 
lwru-effrts car ils manift'Sil'nt !'action passagere d'un 
element sur un ,1utn• : I(' soletl sur la glace, l'eau 
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soutl'rrain~ d'un~ tourbiere qui rend IL' sol instable, 
it'' t-nt qui coucht.• k.., h.1ull'S he~~ formant un tapis 
\ tsgetal mordOfl' ~abi par il' gl'i (~:, ht11.,·tifi•ts son! 
apparemm~nt moins dbp~)nibb pour I architecture 
mat~ bten plus fr,lppants f'l{lUr !'imagination. lis sont 
d autant plus fa~dnanb qu'insaisissables dans la 
dur~. lb requil-nmt pour e\i~ter !'action d'un autre 
clement qui n'app.uticnt p.h forcement au lieu, n') 
apparait pas e\plicitl•ment ou ne s'y trom·e piu::. 
present ph} ~iquem~nt. CL-s lu:ux-rffrt:;. reposent sur 
d~ indice-- ou d6 trace~ de quelque chose d'absent 
et dt- non pennanent daru. le ~itt.'. On dit qu'ib sont 
entre-deux dan, le temps, et -.e dbtinguent de!> 
bordures qui apparab~nt dan~ I' ~pace, dans le sens 
OU )e lieu peW 1\.'toUrrl('r d SOl\ Ctat de neutralite initiaJe 
d'ou l'eifl't l'a tire de maniere pnkaire le solei! 
n'eclain' piu:- le lil'U dan.., la fore! qui s'obscurcit a 
nouwau, le champ n'L>:;t plus cui tin? et rede\'ient prai
rie. 

En fait les deux ~rte::. de lieux sont souvent 
presents dans un meme sit~.> et, considerees a une au
tre echelle de temp~, Jes bordures peuvent etre \'UCS 

comme de:> effl'b de plastidtc des eh?ments naturels 
sur une grande dun.~: inw~ion du relief ,·olcanique, 
combleml'nt progr<.•-.-.if d'une tourbiere D'autre part, 
effel!> et bordure) ne ce,sent de se combiner a 
diff~rmtes echclles dan ... de nouvelles as!>Ociations de 
temps et d 'e:,pace qui creent a feur lOUT de nOU\'eaUX 
lieux: les pierrl'!> accumulees sur le bord du lac, 
chauffees par lt> solei! d'h.iver, font fond re la glace sur 
une mince bande cn~ant ain.~i une nouvelle bordure, 
sorte d'apparition diume, double fugace de la berge, 
lieu instable et pourtant visuellement plus present que 
la berge elle-mcme. 

Pour ces deu>. types dl• lieux, if est difficile de 
debrouillcr le nature! de I'artificiel, ]'action de 
l'homrne de celle de la nature: la Iisiere de la foret 
:;era d'autant pluc; frappantt• que la plantation des 
arbres sui\ ra une gt:Ometrie regufiim.•, la sensation de 
dur~ sera d'autant plus sai~issante qu'elle evoquera 
un veshge humain, un tumulus ou la trace laissec au 
sol par une fortification diSparue. Am~i on pourrait 
di:.tinguer plu~i(•urs f>tlrtl'S de bordures, !ignes 
(bergcs, rives, Iisicrl'S) ou ctl'nducs (clatrieres, cirques 
naturds) t>t plusil·urs types d'cffets, cmpreintes (soleiJ, 
vent, pluit•) ou tracL'S (n• tigL-:., ruine!>). Cependant 
tous ccs Iicux, lirrtr· bord11res, lir11X cffcts, ont un 
caracti·re commun: !'apparition dt• combinaisons 
naturelll·s, pcrn·ptibl<•s a I'eclwlll' humaine, avcc 



le~uellcs, a son tour, !'architecture cherchera a se 
compoM.>r. 

Pour I architecture, les lieux-bordures, clairieR'!>, 
lacs, cirques, falaises, evoquent dcj~ des sentiments 
d'<1ction ou de repos: s'ouvnrsur une vaste etenduc, 
etrc en attcntc, ctrc abrite, se mettre en mouvement. 
Ces licux sont naturellement disponibles pour 
!'architecture car ils marquent une limite concrete, 
prodUJsent un seuil et creent un espace constitue de 
"limites solides" o;ur lesqueUess'appuie !'architecture. 
Parcequ'ils offrcnt un support a nos mou\·ement:,, on 
dira qu'ils prt7'flrt'1tl !'architecture. 

A l'in,·er.;e lcs lrl'llX-fj'ets creent une apparition 
fugiti\'e qui ne pousse pas forcement a l'action. lls se 
nHerent plutot a notre nature sensorielle, dans la 
mcsure ou les combinaisons infinies des element:, 
naturels, eau, terre, air, feu, d 'habitudes 
imperceptibles, forment ici un espace momanl qUJ 
ne depend que de notre perception physique dans 
I' instant: je suis tout a coup rechauffe par le solcil, le 
sol craque lcgercment sous mes pieds et se derobe. 
En ce sens ce sont des "pre-architectures" qui 
indiquent de pures sensations d' espaces, d'ambiances 
ou de matieres, a !'image des fontaines et des jardins, 
dont on dira qu'elles provoquent !'architecture par 
!'imagination. 

Bien sur !'apparition de !'architecture cree en 
ellt>-meme toute sortes d'effets, bordures, limites, 
clotures, seuils et lieux qui lui sont propres et 
apparais!><!nt comme dissocies de la nature et du lieu. 
Mai~ nous entrons la dans un autre domaine ou le~ 
elements changent de statut. En effet, en architecture 
le soled fait plus qu' indiquer un lieu, creuser un 
espace ou rcchauffer la pierre, sa lumiere de\'ient 
tant6t luminosite enveloppante de l'objet, tantot 
transparence revelatrice de la structure g~ometrique 
des corps dans l'espace. Non plus des jeu\ d'ombrc 
et de lumiere, mais la lumiere pour elle meme, 
renvoyee a elle meme. Mats de ceci nous aurons 
!'occasion d'en rcparler. 

Pour conclure pro,i50irement, on pourrait dire 
qu'il y a deux logiques. D'une part, cdle dt>s lieu\: 
"bordurcs" et "effets" qui rcndent perceptible:. a 
t'chl'lle humain<.> lcs combinaisons infiniment mt?lc.'l's 
des tiWmL•nts nature is darn; des composition~ spati.1les 
fixes ou passagl'res De !'autre, la logiqu<.> d<.> 
l'architt'Cture qw tend a donncr existence au\ et.lb 
infiniment ch.mg<.>anh des scnsnlicm!. hum.lincs, re· 
garJs, bru its, 1xieu rs, perceptioru; d'L'Sp.lcl', ~lll><ltions 

colon?es ou lumineu!>(.>s, imprL~ions de frotd ou de 
chaleur. Pour l'homme, un lieu devicnt "vi\·able" ou 
a vivre" des lo~ que ces deux lot.riques ~ rejoignent 
pour former une notion commune naturl'-architecture. 
La distinction nature-architecture n'est done plus 
determinante lorsqu'ils s'agit de lieux. En fait i1 s'agit 
d'un meme univers ou se tissent sans cesse lcs liens 
qui franchissent le vide qui separe le monde humain 
du monde non-humain. 

Gillt•s Af11rly r,;t pnifl'SStttr tli'Et\llt' J ', \ rcltrlt'tittrl' dt 
C/rrmcmt-f'amnd ru Fn lllft'. 
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La Godive lle part 2: 

A propos d'une exper ience dans 

la deuxieme nature 
Juli~ Bourke et Ric.trdo L U.Stro 

A quelque. 50 kilometr~ au nord-est de la 
GodiveUe se situe Ocrmont-Ferrand, la capitale de 
I' Auvergne et a quelque kilometres au sud de 
Oermont se situe Gergovie ou Vercingerotix a battu 
Jules Cesar en I' an 52 av. j.-C. Ici, le fameux "Vmi, 
vidi, vici" de Cesar n'a pu avoir la resonance qu'il 
avait eu en I' Asie Mineure. De plus, nous sommes 
dans la Gaule, et dans une certaine mesure, dans le 
pay sage mythique d' Asterix oil des evenements 
extraordinaires deviennent communs. 

C'est la region du fameux fromage CantaJ. Les 
vaches Salcms qui fournissent le lait sont brunes, 
colon~escommc la terredcce paysage. Pendant l'hiver 
les vaches sont absentcs d1..'!> champ~. elles sont dans 
les etablcs, a l'abri des intemperics cl des conditions 
indementes de cctte region. Neanmoms, leur pr~ce 
est tacite partout. Lcur fumicr, tres f&ond, doMe de 
l'epongitc aux champs et quelque fois nous 
l'experimcntons SOUl> nos picds. Au cou de chaque 
vachc Sal cm pt>nd une cloche. Malhcun:usemcnt nous 
ne pouvons pas entendre le son harmonique de ces 
cloche. qui donncnt un,. ccrtaiM qualite acoustique 
a cc domainc df! tourbil!rt.'S, d(.' ),lC,, de volcans cteinls, 
d'immense'i collincs sans fin, et de::. morccaux de 
for(lt!> de coniferes plantcs ,w(.'c une precision 



cartesicnne. L'h1ver a fait exception lors de notre pas
sage, du moins noll!> l'imaginons, puisque que nous 
a\"ons beneficu? de conditions printanieres 
prematurees. Nous sommes re~ues, nous les 
profesM!urs invites afin de nous joindre au projet 
propose aux 17 etudiants et etudiantes des anm?es 
supcrieurcs de l'EACF par les professeurs Gilles 
Marty et YYes Monn. 

La Godivelle (nous l'appelons 
affcctueusement Goodiville) se trouve encabsee en
tre deux lac,, coMues sous les noms de "Lac d'en 
haut" et "Lac d'en bas." Le premier a ete forme dans 
la caldeira d'un volcan eteint. Ses pentes interieures 
fonnent un amphitheatre nature! gigantesque ou le 
son voyage avec la meme grace et eloquence qu'a 
Ep1daure. La presence humame, nos corps, serviront 
a une veritable repetition du sens theatral du lieu. 

Dans cette "seconde nature," comme I' a definit 
le theoricien anglo-americainJohn Dixon Hunt, nous 
trouvons un collage incomplet des systemes de pro
duction. Son mystere reside dans les juxtapositions. 
Par cxcmple: les Limites des forets cartesieMes qui 
forment des !ignes droites parfaites avec la dissection 
aleatoire faite par les racines des arbres morts. Id et 
la, dispcrsees sur les champs, des machines et des 
structures agricoles abandO!Ulees pourraient bien faire 

partie d'un repertoire du design contemporain. 
'ous decouvrons le potentiel immanent du 

paysage a\·ec nos corps. Dans !'amphitheatre nature! 
du "lac d'en haut," vingt d'entre nous, en ligne, 
separes proportionnellement, commen~ons a exam
iner un sens particulier de l'echelle. Avec le son 
produit de nos conversations, le mystere de 
!'amplification sonore apparait. Nous croons alors unc 
vraie choregraphic dans le paysage avec nos corps. 
Ainsi, nous trouvons que l'espace delimitc par une 
cl(llure qui protege le lieu oi• une croix est plant~ et 
qui S('rt de signe, peut tous nous accuellir La cloture 
sert a prot~ger la croix des incursions des , ·ach~~ file 
defimt un espace vraiment mimmal: l,lim x 2,0m. 
Nous d&ouvrons le sens de la verticalite en s.1ut.mt a 
pieds joints sur des bottrs de foin S()lidement pactt\.'S 
avec du plastique renforce. Parallclemcnt, nou~ 
d&ouvrons la 'erticalM dans le milieu de la toret 
doni ~s mille troncs t.>rigc::. "'cc prl~~ion torment 
unc ~allL• hypostylc naturelle. 

Um• clairicre dan.~ la fon!t, a premiere vue \'ilSil' 
l'l Stln~ int~rl-t, rcvNr parcimonieust>mcnt son 
pot('nllL•l .w fur et il mesure que le mouvenll'nl dl' 
nos corps nous pNml'ltcnt d'explorcr quclqut•s 

particularites locales: un petit arbre plante 
solitairement au milieu de l'espace qui defin.it un lieu 
et le ruisseau qui traverse la clairiere qui dirige noire 
vision vers le ciel comme le fil d'eau dans le projet du 
Salk Institute de Louis Kahn a La Jolla, Californie. 

Ceci n'est pas J"alterum rerum," comme 
Ciceron avait appele la premiere nature. Ceci est le 
paysage de la deuxieme nature, oil la presence 
humaine est evldente a travers le tra\'ail, le 
mouvement et la recolte. La plasticite de ce paysage 
est le resuJtat d'une interYention continuelle depWs 
de5 milliers d'annees. Contrairement au caractere 
indefini des lieux sau,·ages que definit la premiere 
nature, nous a\·ons ici des limitcs claires: clotures, 
forets, chemms, et ruisseaux. Chacun de ces elements 
acquiert une identite parhculiere qui peut etre 
nommee et par consequence po5sedee 
conceptuellement, le tout accompagne par des 
utilisations particulieres: montagnes, collines, lacs, 
ruisseaux, tourbieres et forets. Ici, il n'y a pas de 
troisieme nature, soit le jardin proprement dit. 

Dans la distance de ces immenses collines, les 
champs nous semblent secs. En nous rapprochant 
nous decouvrons, d'abord la melodic de !'eau partout, 
et apres, sa presence \isuelle a mesure qu'elle coule 
sur les pentes des collines comme celw du degel de la 
neige. Comme Sartre. qw a trouve au debut des annees 
40 le vrai sens de la distance en experimentant la 
proximite continuelle des IWtn-s lors de deux mois 
d'emprisoMement, nous il\'Ons trouv~ ici, avec une 
liberte sans egrue, le sens de la proximi le a tra\ ers 
!'experience continuelle de la ru~tance l'fltre nos corps 
dans ces va:.tes espaces. 1oll!> avons aussi compris 
que l'oppos1tlon ctistance/proximite est 1ru;E?parable 
et elle est aussi indispensable pour toute 
compr~ension spatiale. 

A\"ec ce projet nous avons pu examiner cinq 
concepts portant sur: le seui.l. le corps. le sens du lieu, 
le sens du pn.)jet et la recherch~ d'un processu" du 
design comprehensif cepend.mt selectif. Le but 
cons~tait d trou' er des stratt!gil'S afin d\•nrichir une 
location p.1rticuliere avec le sens du lil'U 

~otre \'oyage a ete unc nait• r\rursion dans 
la deu\1eme nature. Au rontraire de C6ar, chacun de 
no us deu\ peut, modt~tem~nl, l"l-sum~r cc x';our a\ ec 
ll'\PTL>ssion: " \'iru, vidi. amati.'' 

Julia Bourkt, Prt~~turl' adJOIIItt R1cJr.Jo L Gbtro, 

Profi'S.."(IIr tlSn~l'. tcolr d'architt'Cl~ rr Uuu~~ite .\kGi/1, 
Mcmtrt~ll. L11 Godit)(/lt (Goodir11l!'), Prinlt•ms~ 1997. 
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Kent Fitzsimons 

It b ne\ er ~urprbing to read histories of archi
tecture that celebrate the important place of profes
sional architects in the creation of our material and 
cultural heritage Usually focusing on the heroic strug
gle:. of our most esteemed forbears, these stories 
render colourful images of the relationship between 
our proit.>ssion and society at large. Gi\·en our great 
lo\·e for bound volumes of Corbu's <Xuvres Compliles 
and the satisfaction we derive from uttering the name 
~lmhotep," we, as proud architects, must feel uneasy 
when faced with the -.torit'S pr~nted in Ardritecture 
in lhL Family Way. 

In her fir.;t book, Annrnarie Adams, Associate 

Professor of Architt>cture at ~cGill Universil)~ maps 
the common ground in the histories of Victorian femi
nism, health reform and architecture. Using the Eng
lish middle-class house a.s both a point of reference 
and a tool for analy~is, Adams questions usual con
ceptions of the limits of feminine power, the division 
between domestic and public social issues, and the 
role that architects play in social reform. Putting aside 
the progn.>Ssive image of architectural culture in late 
19th century England, the book prt.'Sellls women and 
doctors as the main player.; in political and profes-
ional debates played out on what is usually consid

ert.'CI the architect's turf Drawing from sources almo:.t 
never found on a design student's reading list, A darns 
deftly demonstratt.'S how misconceptions about hy
gi<'ne, unabashed gr.1bs for power and outright in
ter-proft>Ssion squabbling madC' architecture, and in 
particu1.1t tht• Victori.lll middll·-class house, not a v~ 
hid<• for rdorm, but a battlefield. 

This is whcrt• the unca~im~ss sets in. It comes 
from what tht• book says <1boul how our hrrmctic pro-



fl'!',IOn -.e~~ it~ past and prt>sent. Adams·~ keen eye 
Tl'\'cab gro~<. mi:.conception~ about the role that ar
chitecture pl,1y~ in social change and, perhaps more 
disturbingly, how architect!> may or may not partici
patl' in this process. From the start, the idea that ar
chitects and architecture play an active, predictable 
role in cultural evolution is abandoned. Rather than 
a~king, for example, how the des1gn of hous<.>s hin
den.-d or promoted the emancipation of women in the 
late Victorian period, Adams want:, to know how 
women used 1deas about the home in advancing a 
feminbt agenda She sees architecture not as a pre
:-criptive force, but as a way to measure the proct"'~ 
by which various groups pursued political and~ 
cial pn,jccts. The e\'idence suggests that architects did 
not alway~ make the grade. 

A dams presents her argument with an engag
ing walk-through style in five independent e:;says, 
each developing a theme around Victorian bodies and 
space. The rise of Sanitary Science and its focus on 
the link between the built environment and the pub
lic's health is explored in a clever narrative fl>construc
tion of London's 188-llnternational Health Exhibition. 
The !«Ond CSSd)~ "Doctors as Architects," documents 
the medical profession's foray into the domain of the 
master-builder, linking the origins of the Modem clp
plication of rational principles and scientific objectiv
ity in the fields of health and architecture. The con
tradictory roles of women as both victims and sources 
of disease in the home are juxtapo:.ed in two separate 
d1.1pter~. These two es-_c;ays weaken the f~minist "sepa
rate sphen•" argument while laying b;ue problems 
that will occupy femmist thought in the next centurv: 
the first demonstrates how the casting of women as 
regulators of family health brought both power and 
blame into tht• fcmale-gendered home, and the sec
ond shows how the dangl'rs associated with child
birth ,1t home \\'I.'TC central in the struggle between 
women and physicians for the control of repwduc
tiun-a struggle that g.1ve way to the proft•s-.ion.ll 
obJl'l:tification of the fl'male body. 

hn.11ly, Adams explores donlt',tic an:hill'l:tun.• 
·lS clll in~trumcnt of Victorian t"..·mini,m, pl.lcing l'Ol· 

phasb un tlw roil• ot domt•stiC idt•olog\ m tht• l'man· 

cipation pruce'~ 
Cl·ntrill tu thl• book's ~uccess in l'l,llxlr,lhng this 

unique look ell .u-chill>cture is ib approach to till' docu· 
mcnt.1ry .llld phys1cal n•cMd. o, conscious!} f,wour
ing snurn•s ignml•d mtradilion.1l architl>ctur.ll h1sto 
ril•s, AdtHns hope~ to .wmd tlw bias of tlw Archill'CI 

Historian. Placing he~lf out:.idc of the advocate role, 
she looks at building~ as piece. of a material culture 
rather than as objects of bel id. The difference is criti
cal: society makes buildings; the reverse is only rheto
ric. People express their conception of the order of 
things through the material world, but this physical 
manifestation is anything but ab~lute. With thi~ in 
mind, Adam~ scrutinize~ the architt>ctural canon: 
reading Ruskin and sketching \'ilia Savoyc won't tell 
you much about how dome!>tic ~mcc l~tablished 
itself as a legitimate field through a ~patialc;urrogatc. 
Or, for a non-architectural yet con~mporary exam
ple, if you want to know how cxperui\ e cigars arc 
used as symbols of Hollywood sa\'v)' among the 
mirumum-wage members of the ~ticnN1ft genera
tion, the memoirs of the city':. premier tobacconist 
alone won't be of much use. What would be fruitful 
would be a study of Eutertainmml Ton('(hl 's archinos 
and the kinds of magazines that put a material-girl 
sporting an Hecho en Habaua on the cover. And you 
must also abandon the idea th.1t the cigar itself en
forces consen·ative behaviour; in certain situations 
the smoker if she wish~. can be eXCL'Ptionnally sub
versive. As a piece of material culture, a building b 
like a cigar: while you may find 1t lbeful ore\ en en
joyable, it doesn't nece:-:.anl) mak~ you t?itht?r. 

Thb approach to an.hltL'Cture, whereb) a 
building is considered an object open to mulbplc 
forms of appropriation rather than thl' lo..."\1~ of pre
dictable modes of behaviour, reqUires that Archi1rc
tun· in ll1t Fmm1y W.JY u.,;e the built mvirorunent a..' a 
mean:; of exploring soda! ch.mt;t' whilt' con:-tantl) 
checking itsclf against the danger of l•lUSl'·df\.'Ct ex
planations. It is difficult to fall intoclich~ when draw
ing from source::. as dh·c~ as womt·n's .1dvkl• books, 
the mmutes of sanitation nw\'l'm~nt met?tings. 
!>peeches gi\ l'n b) doctor.- .lt public f,li~, fum1ture 
c.1talogues .• 1dverti::.t>nwnts. nwdic.1l tc\b and Illus
tration, plumbing manu.1b and tr.1de cat.ll(lguc,. 
Bvpassmg Riuoli coffo.'\.'-tablt• boo!...-. can allo\' :-ur· 
pM~mgl) comple\ rel.Hion. .. hip" bet1".'<'n docto~ 
\\'llnlt'n and architt>cture to ,urfan'. 

The m,1in ca~ualt\ ot thi~ projl'Ct b th.:> a1." 
~.~pt~d condu~ion that tht' \'i1. torian middlt'-<'la..-. 
hou~ nln,.titutt>d a ~p.1ratt' 'pherc, nl'utr.:~l in t.:>m1s 
of SlXial pcm er lx>caUSl' of 1ts ph\ .. kal and functional 
remoten~,.,,. from • the \\ orld of x,l'llCt', f'\lhlll , and 
men H Dome,tic Sanitation MoH'mt'nt n.'Ctlrtb d1s· 
close .m almtl't obSC'-.,in• umc~.•m '' 1th tht• ph) ''cat 
l'm·iroruncnt, due mll'>tl} to miSl'(ll1(\'ptions .1bout thL• 
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~ of mbaniubOn and the '"Pread of d sea.'('. 
M.Dd.?l ~ m the ln!emational Ht."'alth E.\.hibition 

ml , .._; fur ~·d"-eDedm tear«~ from 
~explanation.' of di...ea~ tran.,nlli
'lOn, and the t'nl'f'-,.,ro I"'??IIt'die: located the blame 
fur ,id:ne:,s in the ph.} ,ica} ct>.1lm b' placin~ great 

empha:;b on 'lt?lltilation and ~<>e ::. r<"' erful 
wa.:- the rhetoric of ·dan~ plwnbin,g• that doc
tor:; m their au...;ade for pubb:c health. were able to 
~1 ~a:- ,i1Jain., B} apph~ •;:aennfic pnn
or.Je-• m the anal),·,. of a hou~',health. the "build

lrn! doc-.or· Cl"eated the ifiu:.ion of technicall'le'gligenre 
m the par. of the ardrl!a:t. \\'ith thJ.,. in mind. a plumb
mg ~ wrmen b) Ha."'''ctte M Plunkett m 1 -

appear, ~o be a eaU for woman to enlar£e and 
.c.tren~.hen their. xpara!e ,phere.·lrL~ thecoo

necuon a£ me hou:.e to the murucip.11 ~"Pl' ') 'tem 
and a5:>uring the proper dc-~1tion of soilp1pes and 
auptpes came to be a l\oman's re:-ponsibilit}: Thus 

the ''~ry public, scien::ific and dirt} 5Ubject of d~5ea5e 
control became central to the definition oi the •\\ om
an's sphere," makin~ !he home a politically charged 
Site that Jinl,;ed the profe.;sional statu" of (male) doc
tors and {male) an::hilect:i ,,,th the Sllllultanrous eman

cipation and ,ilification of women. 

Again we feel tmea:>). Wh) d1d "e refu..-.e to 
take seriotbty the importance of stand~ ptpes? 

While placin~ much emphaslS on the part that 
technical a..~ of constructJon pla) ed m thee\ olu· 
tion of ft'minine roles in Victonan sooet}, Adams is 

also ''er} intere5ted m the link between architectural 
form and cultural practiceS. As an example of a social 

struggle played out m the physical cn\·ironment, ~he 
ci~ the prescribed isolation of mothers from the on
set of labour until one month after delh ery. This medi
cal imperath·e in\'OI\'ed ~ignificant altl•rations in the 
:.patial functioning of the middle-dass home. An ar

chitecture of confinement developed around the con
,·enoion of an ordinary bedroom into the birthing 
room. or 1~ing-in room.· Doctors insisted that birth 

take place in the sunniest room in the house. The ly· 
ing·in .room was to be located abol e the ground floor 
at the back of the house,\\ ell remO\ ed from the sounds 
of traffic and .. all bad smells.· Because of theassocia· 

tioo of diseac,e with childbirth, a"' oman ffiO\ ing from 
her lying-in room to a dressing room "'as ne<. er to 
pass through the main hallway of the house. Entry to 
the lying-in room wa limit\. 'Cl to the doctor and nurse, 
the husband being pt'rmit~'CI acccs only after "the 
soiled clothes" arc out of !>tght. In this dC'velopmt'Tlt 

of an ilrchit~"'tural ritual amund childbirth, Adatlb 
~ the bt.>ginmngs of the "ob~tetrical takal\'er of 
repnldu..:tion, nd the p<>rpctuation of the paradoxi
cal !-1tu.1hon llf \'ictorian women. 

Tho~ l'\f'l'Cling Adam~ to draw a theor) of 
politically acth e architt'Ctu~ from her ob~r\'ations 
will be di-.appointl'\1. While she i~ quick to demon
strate hm' archlll'Ctur(' i' a lorum for the promotion 
of social practice~, !-he ~m!- ~eptical that wilfully 
dbjomtN planning or the original u.•..e of building 
materiab can ha\ l' prt'dictable cultural effects. The 
~in;·in room. de5pite its role in medical history, .. wa.:, 

usually completely imisible in the architectural draw

in~ ... \\'hm the boo!.. doe; con.-.ider prescriptin~·:.t}·le 

architecture. a:, i:. the ca-,e ,,;th the -..ections on doc

tor-de-igned healthy horn~ and plll'pO*built hous
ing complexe. ior women, 1t doe-.n' t apply the same 

rigourou~ msidl'"OUt method of anal) :.is that so ef
fectively illummate:. the typical to\mhouse and its 

place in Victorian societ}·. VI 'hi le we know we can cyni
cally u-,e architectural rhetoric to further our cause, 
we don't know it we can concei\'e of a genuine pro
gres~i\ e architecture. 

Abo a b--ent i. a cll'ar tuneline tracing the evo
lution of the architt'ctural form alongs1de the social 
content oi the \rlCiorian home. Can we see if these 
hou56, a:, .. lt6 of the growth of feminine power, 
physical!) change in a significant architectural man

ner through these three decade:.? Are they really, a:. 
is hinted, in the family way? One might argue that 
the-e are the sorb of question<: predicated on the idea 
that a gin'll phy-.ical structure has a particular cul
tural analogue. And Adams might remind us that the 
way you talk about bodic:. or houses is sometimes 
more important than how they actually work. 

The unrasinl'::-5 rt>tums. If architects are not at 
the vanguard of cultural production, who is? How 
will our conctptions ol architrcturc':. role in social 
progn.'SS appear alongside OOW Chemical Corpora· 
tion's in\'Ol\'ement in the prescription-loaded Xext 
Home exhibit? What does floor wiring have to do with 
democracy, anrway? 

We1llca\ e these questions for future rl'SCarch
ers, along w1th the task of dctermming a method for 

isolating hi torical truth: wh1le Ardultclrtre m tlw Fa m· 
ily Way is refreshing in its subverston of the mascu
line-gendereJ canon, Adams'~o goal is not to free ar· 
chitt'CturJI history from,, real or im.1ginl'd elitt•. Far 
from being guilty of th<• vulgari1.1tion of our herit· 
age, shf! focu~'li on middle· ;md uppl'r-cla.;s phenom· 



cn.1. Th~ n.>cord ~how~ that neither the femini~t nor 
~.mit.1tion movement in the \'ictorian period wa~ 
much concemL'<i by the mechanisms of stratifit.'<i so

cial organisation While broadening the scope of the 
usual cone of vis1on, Archilectun· 111 tilt• Famlllt Waif 
does not pretend to liberate Hi~tory from Identifiable 
mt~rt•sts. On the contrary. Adams understands very 
w(.'IJ the implicit partiality of writing histories, and 
dtll.'!> not hide her own motives. Nor doc>:. she pre
tend to reveal for us a 20th century conspiracy to blot 
out th~ 'ha me of Victorian architects. A COTL'ipiracy 
wa~ never necessary. It is not difficult to get archi
tl'Ch to romanticize or exaggerate the value that their 
craft, knowledge, and profession ma} have had in thl' 
pa~t. bit o.;urprbing that the perceptions of this over
whelmingly-male group about its power during a 
ditficult time in i~ history might be debunked by a 
study that focuse:. not only on another profession, but 
on the original other? 

Kt•llt Fitzsimons, B.Arch McGil/ '96, IS 11 former TfC rdl
tor now working in Paris. France. 

Alberto Pcrez
G6mez and Stenm 
Parccll, ed. 
Clwrn \'olumt' Tn'r 
lntermh intl~ 
PluloscJI/Iy of 
Arclult'Cirm·. 
Montreal: ~1cGill
Queen's UIUVt?rsil) 
Press, 1996. 

David Theodore 

C/Jtlm Volumt' Tit'll: lnlt'l11rlls in t/rt' P/ultMJ'Irv of 
Anhitaturt', is the ~c.'Cond in ~t•ri6 oi c~-.a~ colll'<.:· 
twn!> publbhed fM th~ Hbtol') nnd Thl•or~ of Archi
lt'CtUrl' Gradu,ltt•l'rogram. ~!cGllllJni\ cr~il). \'olume 
Ont• appl'MCd in 11J94, Volunw TI1n.>e b m the" nrk~. 
Cnntnbutor.., are rl'CI.'nl graduates of the pn1gram, 
u~tlotllv uftt'ring rl'\ i'>t'd portion~ ,,f the~,., \vtlrk,and 
trh·mb uf the progr.1m, tello\\ tra\·,•lcr.., .1mi ,·isiting 

cntils. llw ''"'•')'~ wwr di\ er~· tupic-. fr0m cl.l~sic:Jl 
o~nhqlllt)' to tlw prt''-l'nl. trom angd~ .1nd gnlt•m, to 
diu• ,JII\,\s ,md mu'-l'ums, from pmblt•m-. ol history 
{Philllwrl dt• I'Ornw) .1ntl phillNlph) {llt•tdt•ggt•r, nf 

course) to thO'C of architectural representation {Rachel 
Whitercad'!> House and !>urrealist Pari!>). 

Chora is a Greek word usually translaa'<l a:. 
space, but used here in a rhetorical and ideational 
sense: Chora denotes "an empty gap that is not 
nothingness ... [it is) the meaning of architecture." Such 
substantial claims for one word are similarly made 
for the entire project. "CI1ora i:> the site of darkne..,s," 
writes Alberta Perez-G6mez in the introduction to 
Volume One. "the !>pace of mimr.!-i~ that C, our nature 
and mu:.t be preser•ed for the sun·l\·al of humanity" 
(32). In Volume Two, the crhis that these works are 
supposed to help resoh·e is not that of all humanit)~ 
but more specifically that of architecture. The end of 
architecture is at hand, the centre cannot hold: "If its 
[architecture's] role as the ~tage for the perpetuation 
of human culture i!> not recognized and redefined, its 
demise would be inevitable"(ix). The agenda for both 
the Historv and Theory program and for Owra is thus 
apocalyptic and ambitious: in ardutcctural work, ~hu
manitv recognizes its purpose." But this recognition 
is only possible if the proper kind of architectural work 
gets done. Doing that proper work is the pu~ of 
the program and publication. 

The title Clwra signals a return to Plato. l>JX'
cifically to the Tinwro•, and to all the mythological, 
transcendental. ~liaJ..i:,t and ideali~t thinking of tht.> 
Socratic dialogues. Plato i-. \'iewed throu~h hip, con
temporan Continental" philo.;ophicallen..-.e-: the 
Cho ~ agtonda stems from "pht:>nomenology and 
hermeneutic ontology." Thb philtk>Ophical ba.~h is 
never argued for diTCI."tl} hen•; the content of the t>:o· 

says never confronts the hemk•nt:>utk ontologv, ~)that 
non-beliewrs ''ill probabl\' not be com inct.'d t'f the 
importance of that philowph•cal ~ition. Such a ba
~is is resolutelv political and idl•ological, howen.•r 
much presented "' theoretical .md philosophic.tl. lt 
mdudes a "transcendl:'nt,\1 understanding ot t•mbodi
ment'' {Gal\'in S'>) which lt'a\~. littlt? n10m for t.tlk ot 
cla-.~'\'1 or genden.'l.i bod c-. or l'\ en b.nni) b(ldi~. lt 

allO\\S attitude:> u:-u.1lh unac(eptablt• in outdt:>mia 
tod.l), indudin~, for t:>xamplt•, D,tgnMr :O.totvd .. ,, 
\\'t~ton'-. ') mpat~tk gJo:-;, t'f the 81'0:'' mt->Og\11} of 
sum•albt Parb. 

Oiw of the"' 0\\'('\1 enemic uf tht-. philtl'Ophi
cal bent b "tl'Chnological rcductilln"" (ix and J'1 rm). 
It al~o ,,mdt'llt?$ ,, l<'n'tant h.upms agarTL-.1 mat~al
bm as a "reduction" 111 human Hr~. a n.>duction S('('n 
,,, ,, rt•-.ult ot matht•n'klhcal.md I\ ·hn,llopc.ll in-.tru
mt•nt.Jiit) (l'.g. ~\btt'n 151). But it is llt'l .1t ,\ll clt•ar 
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th.1t a technolo);ical spirit" h.1 ... b1.'1.'n the fi~t cau~l' 

in human hdOI} t~' n.'l.iuce human l:x>ing~ to mall'

rial" althou~h it mav ~current!} P~'·alent; and what 

about "technolo~~ .. ,., ability ltlli!x>rate human being ... 

and thu~ to allm' thl'm to become mt'~ truly thl·m

~Jves" (HarriL~ 103)? L•h· Clu ~ stmh ~ts out to ex· 
amint.' one particular manife:,t~tion of tlu ... problem in 

architecture, namely the me of the conCt'pt of func

tionalism. She darifie:- the hbtol") of t~.·rminolog~, but 

then peiYersel) contlab functionalism with modem

bm. as, of course, an evil architL>ctur.11 the<>lJ'· The ar

gument thlb i!. tmdL'Iltious and not hi ... torical; it abo 

ip10res how pt7Slii1Sire tunctiooali'-1 e\planations ha\ 1.' 

become in the twentieth centul")~ that b , the degree to 

which our notions of integril) and truth are tied to 

materialist and po ... itivist epistemologie<;. 

Beyond f!htering this general philo:.oph1cal 

orientation, the 6:.3)" are suppo~"'<i to demonstrate 

an opening up ot architectural opportunities, a nur

tunng of inno,·ati' e, interd.isc:iplinaf)~ experimental 

n.>search. Experimentation mak1.-s it5 own demand~. 

but for an academic journal ... ome of the 

commonplace, of ~holarly wnhng are not so much 

overcome a:, ignorL>d. Two example..; will ha,·e to ,uf
fi.::e. 

First of all, e\·en though the essays include 

many image., the,e 1mages are oitl'n used only a~ 

decorations rather than as documenh or pieces of the 

argument Sometime-; this curious use of source:. b a 

kind of uninnovative art-historical illustrative mode: 

in GregOI}" Caicco's ~-.ay "Socrates in the Agora," 

what does Da\id\ Dt>athofSocrattS to do with the ar

gument? Other images, such a~ the image of the 

Golem, are gratUitous, Sunday-::.upplement decora

tion, akin to showing a photograph of Alexander 

rleming in an article on penicillin. One more succc~s

ful use of images occurs in Jean-Pierce Chupin on 

Philbert de I'Orme. He analy1es the images he 

presents, drav.ing on them as evidence, and incorpo

r.ltCS them into hb argument. 

A second problem is that for ~holarly writer~, 

the authors '>how an unusual lack of interest in cur

rent re:.earch and a concomitant uncntical use of cer

tain "authontative" sources. These authorities arc, 

unabashedly, &tars of the po::.twM J:uropean intelll'c· 

tual sccnc-Hcidegger, ~t-rlcau-l'onty, Ricol!ur, 

F.liadc-but there is little sense that this body of work 

nct'ds to be challengt>d or has lx.ocn challenged m the 

twenty or fifty years smc£> it was published. Mort·o· 

ver, there i:. little S(•ns<• that architc'<tur.ll projL'Cb ac-

\'9 " ) 4 

tuall) mod if) or suppl!!ment or tr,\n~forrn or corn.'Ct 

this ~n·ived lwntag~· The clo~d "'.'t of rderenccs 1s 

pt.•rhap., inevitable in a group of L""") ~mostly de\ cl

opt.od within a singll• ~hool pmgram, but the rept-t1-

tion oi not only spL'Citi~ touchstom·~ Flaubert, Sur

rc,1lism-not to m('ntion specific phra5cs and im

age:o-Breton ·s il'.lr of being cut m two by a window, 

"full fathom fiH•" frt1m The Tmrprsl-tums them into 

... hibboleths rather than authoritie~, and dims an ini

tial ~nse of prodigious erudition to a fl:'eling of in
jokl•s made within a hermetic circle. 

These probll'ms ~hape f...a~tcn Harries clear, 

~) mpathetic and utterlv uncom·incing explication of 

Heidegger's celebrated essa\ "Building Dwelhng 

Thinking." The image of a Black Forest farmhouse, 

shown out of context from its site and abstracted ver) 

conventionally into plan, section, elevation and de

tail, displays an ignorance of the problems of repre

sentation of such concern to other contributors. Har

ries makes a strange reduction of Heidegger's meta

physics of technology to functional, literal, considera

tions: he asks, 'b artificial light compatible w1th 

Heideggerian dwelling?" (103). He thus restates 

Hl•1degger's prtlblem as the nineteenth-century prob

lem of Zeitgeist: can we "delineate a dwelling genu

ine!~ of this age?"(l03). This question is bewildering 

because dearly Hcidegger's intention was to link the 

actl\'ities of building and dwelling with that of think

ing, a link which Harrit!!:> does not make explicit at 

all. But finally what is most strangC' is Harries' abject 

attitude toward llcidegger, namely, an unwa\·enng 

bel id that Heidl'ggcr mu~t be r~gltt, that he must han~ 

somt'lhing important to say, something of great im

portance to architecture. A truly "frl.._h " approach to 

Heidcgger's famou~ t-ssay would I think start from a 

consideration of how architecture wntmdicts and 

contravene::. Heideggl•r's philoo;oph!Cal authont~ , 

drawmg out the problems presentl'd to Heidegger\ 

formulation by thl' dbciplinc of architl'Cture 

TI1e thrills of l'SC<lping fmm lhl• authority of 

aCcldcmic convcntiofl'> .m~ excmphfil•d in the finale~· 

say, Tracey Wintnn's "Whl•n the Old Mirror is not )'l't 

l'oh~lwd, What Would You Say of lt? (I ragmL'Ilb fo

ward a Recon!>truction of a \n:ak Myth rhrough the 

P.hs.lges of tlw Museum)." Acwruin~ to the prl'fc\Cl' 

thi\> ~~ an articll· on tlw musnun ,,.; cl pJrad1gmJtic 

mndl•m building. I his thes1~ is not MgUt·d but rJthL•r 

demonstrall'd by cl bnlliclllt cutup of n.lrr,1tiw fr.lg· 

m1•nts and citations But the rigour ot tlw ml'lhnd 

cnmt•s at a loss of rritirctl rigour. A typk.\1 cx.1mplt• 



might be the assertion that "The picture po:.tcard, 
w1despread through the postal sy!>tem since the Chi
cago Colombian Exhibition of 1893, is the forerunner 
of the mail-order museum" (275-6). No proof, histori
cal or logical (or even a reference) is offered for this 
story of an intriguing set of historical events (the pro
liferation of the postcard; the emergence of the mail 
order museum), nor are the implications of such an 
historical ~>quence analyzed. Thus while Wmton tries 
to use these allusions, citations and aphoristic histo
ries to interrupt and open up the normal ways of 
thinking about museums (while simultaneously at
taching herself to the tradition-the locus clns~icu~ of 
this method i!> The Wastt l.Jl11d) the essay actually reads 
as if structured by some preconceived normative 
model. That is, she does not follow the logic of her 
finds, but rather arranges them into a pattern whO:'oC 
meaning b almost entirely predictable by the time one 
encounter!> her essay at the end of the book. Plopped 
into an issue of the fSAH the es5ay wouJd have con
siderable impact; here its thntst is thwarted b) a dull 
litany of the same names and the same citations: 
Heidegger, Adorno, \1erleau-Pont}. Baudelaire, 
Breton, Bruno. Sigh. 1'\e\·ertheless there is a bra\·ado 
and vigour, and rigour m its own wa)~ to the writing 
that doe:. present a challenge to the conventions of 
architt>etural writing and thinking. 

Such com·entions, howe,·er, do not disappear 
simpl} b) making forays into other dtsaplmes with 
other conventions. Philosophy couldn't care lCS!> about 
architecture; the success or failure of philosophical 
research today doesn't and perhaps never has hinged 
on architt>etural•ssues. But whate\'er the ~ta~es ior a 
philosophv of architecture. the counter po:.ition
what can .uch1tecture contribute to or critique in phi
losophy7-Js x•ucely ack.nowledged here. ln the~ 
essavs architl>eture deptmd~ on or e\plicates philo~r 
phy, but nt'\W confronts or changes it. Perhap ... what 
is requin'li is not on I) a subst,mtial rethin~ing of tra
ditionall) accl'pll'd \'a lues (\),but also a much more 
critical ilttitude ll1 the a\tOnl!i of th~ non-tradition,\) 
appro.Khe~ .• 1 ll~ting of lmcom enhl1nal 1dea., ornd n<'t 
ju~t a dexription of the e\pansion of architectur,ll 
con\'enllllO~. 

Korbt>rt 
Schnoena ucr, 

Arts & Crafts and Art 
Noure111 D'iL'tllmgs. 

Montreal: ~lcGIII 
School of ArchJtec
tun: lif-6. 

Con or Sampson 

I suppose any anal}'i" o1 a book'~ aesthetic!. 
would normally be tacked onto a condu~jon, recom
mending it or condemning it ib a nice or ugly object 
to hold in one's hand and -,pend time with. In thi-. 
case, the author', ,·oice and ill~tratiOfu, combined 
with a well-considered la) out, attt'mpt to form an 
overall-work-of art, or Gtslmllmrrstu.Yrk. a~ termed 
within the tradition of Austrian Art :-\ou\ eau. Br} ond 
being a clever dl'\;ce for concretely illustrating :-ome 
of the main premises of both titular movement.. thb 
approach unites what could ha\ e been a dbparate col
lection of d~pth e entrie:;. 

The CO\ er wrapJX--d in cloth and emboo:.~ 
with a ~t.H. Baill.tt: Scott floral print immed.~atel} ~h 
the tone for th£ comfortable race and inglenoo feel 
of the book. Down tore-sketchin~ A.H. Mad.murdo',.. 
1883 cm·er for Wren's City OJUrrfu• ... , SdwenaUl't ha-, 
gone to great dfort to unify the publication, gh ing a 
fitting!~ hand-..-rafted micro-pn.: ... ~thetic to a book 
produced by mdepcndent dl"i~cr Oa,id fonn and 
distributed b\ the \1cGill School of ArchJtectur-:
Whilc th~ ~m, quite appropriato:> ('Oru>idering the 
!iubject matter Jt ~tril~ an odd contra,-t wtth the 
plethora of Maltl mati\ e· manife..to toting zine- that 
CT\l\\ d the stand~ at pn~nt. Why doe-,.n t it ha\ e a 
,pJa,h of radioacti\e colour and a ~Jtch and ... mff 
c.>m~'l-d fl<mt>r? 

There i ... , howto'wr, :-omethlng rathi-r disqwcl
ing ah\lut ~h(•t.'l\auer n'lldenng all hh. exampl in 
tn't'hand ,J...dcl\6 Be} (lOO the no:-talgic booki.,tme-, 
1t l'\Udt.':', it lt>a\ t"- the butldms' time!""'• time! s m 
thJt tht.'} :tn' removed fmm th<-ir hhtorical cr•nte"t.' 
One has no Jdl'a 1f they were t'\ t>r bwlt. or, if the • \\'Cl'(' 

btult, "hat 'late they arc m now. Sdloenau('J' men
tion:- that tht> Dl.mald Forbe, Angu-. house bu11t in 
Wt.-stmount in 19:!6, \\a ... :-ubdi\ idl-rl in 1962 a' 11 wa ... 
"dcc.>nwd too l,trgl' for tht.• real e-,t,lte markl•t " I his 
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~· - """ "t."E'rtb taci-.. >d on a,. an afterthought, and h~ad~ onl' to 
'ondt.>r. wht!ther ht!yond thl' practkal dal>ility of 
~)IT\(' oft~ efforts the ~lC1.1l ink'll \\J~ tulfillt>d; 
and whetht!r Arts & Crafb and Art '\llUH'au CH'r 
,;tretched beyond simpl) ,, q\1.1int ,,c-.thl'h~ ttS<.-d by 
large houses in ordt.>r to ap~.u !>Ol.lllcr. 

The political concern mamlt·~t at the turn of 
the century thatmoti\'ated thl~dlo:.i~n~.·~ to produce 
e\ eryth.ing from model dbl-s dl1wn to cutlcf) in the 

~--L-...L.:.....lo.-~-~ name of impro\ 'ng the -.tandard,. of lh mg of tht• 
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-or king man~:- pomtt?'d out on a number of occa,.ions, 
and i:, in marked contra:-! to othl'r dL'SCription~ of 
dwellings a:> oomely" or .. charmmg" Perhap!> the 
dash ot terms 1.:> the pn1du1.i of a modem O\'ertone, 
but tt leads one to wonder if ooth were ~er were 
reconciled; "homely" l>eing an) thin~ but ~ew Eng
land antique shop!>. and wht.>ther pcopk• actually li\'t?'d 
in M charming" rottagt!S betore they bt'Came country 
retreats. 

The focus of Art Nou\·cau on decoration and 
the use of luxuriant materials ~'ems to pmclude is
sues such as low cost housing, and leads one to sus
pect that both rnO\emenb wen! actually at the gen
esis of politely practiced craft, and n-cring .;harply 
away from the utility of a wicker work chair. lt raises 
the ~lie of whether any well-intl'ndl>d rational analy
sis of a craft art form could L'\ l'I a,·oid becoming a 
big" A" art form (w1tne--. the beautiful polycarbonate 
wea\·ing coming out of Scandina\ia the-e day:>) and 
thus becommg inacces ible to a majority of people. 
Though I critioze <.uch rnbguidrd idealism, I find 
idealism lacking in undergraduate architecture pro
grams at present, especially m applied de:.1gn courses, 
and would welcome even misguided idealism for the 
relief it would bring to boring formalism. 

Schoenaucr's emphasiS on the relevance of 
precedence in architectural dl':>ign j.; also worth not
ing. While one could object that Arts and Crafts wa~ 
imply the lifting of a peasant cottage archetype and 

application of it to the composition of palatial dwell
ing:> to create a sense of "homeliness"(a frequently 
occurring word in the text), he points out that in large 
part the moti\·ation for adopting such an aesthetic was 
to identify national character in mdigenous architec· 
tural tradition. It was concerned w1th the mrpad of an 
aesthetic and mimickl'ti with a purpose. I suppose a 
formalist objection to the relc\·ancc of this approach 
to a national ardutecturc might b<-, that in an Ameri
can context, there is only nl'<'d for nowt dl'vin~. that 
all hbtorical archetypes are borrow<·d fmm Europt•. 

ln an .1pt quote lrom Pcrc\ \;obb~. Schoenauer cri
tiquL':' Ml1rll•mi~m. which'' .btu follow Art t\ouvcau, 
for pTI.'CL-;cl) thi-. re.:~~on: ''One must distingutsh be
t\\L'Cn modl·mi:.tic ab~urdity and modem genius in 
design-thl' one dcnb the pi!st, the oU1er realizes the 
present as thl• stl'P bl'IWl'Cn the past and future." 

TI1c conclu:-oion, howc\ er, does not provide any 
sort ot t>pilogue or follow up on the impact of these 
rnO\'em~:nt~ on contempor.lf) de~ign and housing 
patterns. Schoenaucr d<X·~ pro\'ide a brief synop~is 
oi the e\'olution of ~111rll'mhm, but is le!>S than v·er
bo:>e on how \lodt ilt ... m modified or complimented 
Art~ & Craft-. and A t '\llU\'eau. His concluding sen
tence hmb that the -.oc l'l ~1 concerns that motiv'ated 
Parker and Unwin to dL"'ign Letchworth Garden City 
in 191» are r~.-:;urgcnt . He would hav·e done well to 
pcrhap~ include ... omt' of these new projects as the 
progeny of ideas thJt originated in the Arts & Crafts 
period. 1t would have been even valuable had 
Schoenauer written a slightly more opinionated vol
ume that draws the~ wncerns into th.c present, le
gitimizing their idl•alism in a contemporary context. 

Corror Sam~n, also B.Arclr McGill '96, is workmg in 
lrela11d. 

Women in 
Architecture 
E'hibib 
Committee. 
Constructing 
Cart·ers: Profiles of 
Fil'e Early Women 
Architects in British 
Columbia. 
Vancouver: Women 
in Architecture 
I:xhibits 
Committee,1996. 
And rea Merrett 

Concisdy and wcll-writtcn, Con~tn1cting Ca
reers tells the storiL'S ol fiv c ptoncering women in ar
chill'Cture in Britir.h Colomb1a frum the ninetl>enth 
century to tlw prL'Sl'nt . Mother joseph of the Sacrrd 
Heart, Maf)oril• I !ill, Syh i,J Gri'ICl' Holland, Lt.>onora 
Markovich, nnd C.11hcnnc ChMd Wisnicki. The book 
is a rt>eord of .m l'Xh1bilion of thc saml' n.1me org.m· 
in'ti by th<' W(lrtll'n in Archih•cture I'xlubit Commit
tt~. and displayl.'d in Vilncnuvl•r 111 thl• ~pring of 1995. 



As a woman studying architt!Cture, I feel the 
lack of female role models. Women still make up l~s 
than half of practising architects. The stories of th<?l>e 
women arc inspiring, even if little of their work is 
still st,lndmg. Each of lhe!:oe architects, in her own wa}~ 
confronted the norms of a male-dominated field to 
pursue a successful career. In 1996 Catherine Chard 
Wbnicki was awarded a doctorate honons causrs from 
McGill University. 

Due to the lack of documentation, much re
<.earch had to be done in compiling both the exhibi
tion and the catalogue. :-.:ot ha\·ing seen the exhibi
tion, I do not know how well it is repre:;ented by the 
book, but a~ a publication, the catalogue stands on its 
own. The author::. have integrated the photographs, 
drawing:; and te\ts beautifully, making it both a pleas
ure to read and to flip through. Also included is a 
time line of women in the history of Canadian archi
tecture. 

Audrea Merrett is studyiug Architecture at McGil/and 
lulling n.wy minute of it. 

Bruce Anderson. 
Cordon Mcki11lcy 
Wrbbt'r; A1nnorie:. cf 
a11 Arti.•t. Dtsil(nrr 
and Tt'lldU'T. 
\lontreal: ~leG ill 
School of 
Achttt!cture, 1996. 

'orbcrt 
Schoenauer. 
Stm.Jrt Ht'lr~t 
GIJiprr: First 
,\cL?rtfo~Wid Profti<X!r 
of Ardritrcturr. 
\lontreal: ~kGtll 

Achih.>ctun•, 1996. 

Conor Samp on 
David Thcodore 

In Jt)()6 tht•School of ·\rchitt.>ctu~ \fl'{,ill Uni
\'l'rsit)~ n•ll'bro1ted il!> Centennial Anniw1~M) P,ut of 

the celebrations im olved special promotions oi boo~ 
written by or about the School's graduates and ::.taff. 
In thi::. is::.ue of 7k Fifth Ccl11mn we feature w ie"::. of 
a half a dozen of the most recent publications. 

The School also commissioned twu ~rt boo"-:., 
Sti"'IOrl Henbest Cnpper and Cordon McKinl,;y Webbt'r. 
These two books were written about former McGill 
teachers b) Norbert Schoena uer and Bruce Andcrson 
respecti \ ely, two current \fcGill teacher.., de.igned by 
McGill alurnnus David ~1orin and publi.Jtcd in-hou..-.e.. 
Both are ,harp, dean, easy to look at, e<b}' to read, 
and commemorative. 

Capper ( 1859-1925) was the McGill Department 
of Archi lecture's first director ( 1 196-1903 ), and the ftr.>t 
to hold the \facdona:.d Gair of Architecture, while 
Webber, trained at the ~.ol of !Je5ign in Chicago, 
brought a ~ignificant Bauhau::. attitude to the ~ool'::. 

curriculum after his arri\'al in 19.t3. Although both 
booklets contain some important hbtorical informa
tion about architectural education earlier in this cen
tury, in both the emphasis 15 on hagiographic profiles 
of Capper'::. and Wi.lson·::. probsional career... !\ei
ther teacher had a particularly high protile oubide of 
McGill, howC\·er, ..o th.. ~tory oi those ca~'C~, a, in
tended, i::. mo:;t interesting to~ mo::.t inkrested in 
.\1cGill 

That ;.atd these books could han~ a ~pecial 
plac~ in the ~ool's hbtory in addition to their pro
motional and COllllilemOratl\ l ,-aJue. For~~ now 

enough ha:, been written about the school (including 
books on Pen:y 1\:obb,;. and the Tl'Ct?nt b-.uc,; oi ARQ 
de\ oted to Pet~r Colli~-., John Bland and the School 
itself) to spark an interesting, ddailed, critical evalu
ation of the School'~ history 

SilmJIX!II and nrrodort art TFC editors. 
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Refuse: Exposition au Centre de 

design de I'UQAM . 
Brigitte Ooyon 

Kim Vachon 
Photos: MichelJe Brunelle 

Brigitte Ooyon 
Le gcbpillage, a priori negatif, apparaJt comme 

un probJeme eau~ exdll!-in:ment par le.:, autres. ~ous 
utilisofu le mot " on • pour d~~igncr un coupable 
generalise et indt>fini qui devient inc~tant. "On con
somme trop, on emballe trop, on utilise trop d 'energie, 
on, on, on.- "A !'exposition " Refuse" du Centre de 
design de l'Univer:.itl~ du Quebec a ~fontreal, la 
reus:.1te fut de transformer ce " on • en ,, je 
l'acheteur.le vendeur,le productcur et principalement 
le designer. (Chacun a part egale responsable de son 
environnement.) 

Que les dechets soient metamorphoses par des 
enfants, de::. paunes, des arti!ites, des personnes 
eronomes. des designers ou des ind ustriels, les residus 
s'exposent. Sortis des bacs fermb et opaques munis 
de cou\·erde;, il s'instalhmt maintenant sur socle ou 
SOUS \·erre. Longtemps caches, meprises, rE.'jetes, Jes 
ordures soot aujourd'hui a l'ordre du jour. La vente 
exposee au grand jour par nos ordures nous plait. 
Toutes ces immond1ce.:, devoilent :,ans censure le mal 

de la societe. Ce sont dans les fo:;se::. et dans les toilettes 
que les archeologue:. decouwcnt les plus grandes 
richesses. Au Centre de design, les designers de 
l'archcologic nous prcsentcnt la richesse de nos 
depotoirs, la valeur de nos n~:>idus. 

Le res id u est un ma teriau sans valeur. Pour son 
detenteur, les valeur::. immediates d'utilisation ou 
d' echange semblent nu lies. En realite, la matiere n' est 
plus desiree qu'en un lieu et un temps precis mais 
possede une valeur inhabituelle et imperceptible. 
1\:olb constatons a !'exposition« Reflbe,. que le de
signer considerc cc manque de vall'llr comme etant 
pa~geret transitoi!l'. Lestatut negatif de l'objet pour 
le jettt'Ur devient pos1t1f pour le designer. Sans valeur, 
les dedwts soot condamnes a s'accumuler. 

Le phenoml.>n<' d'abondancc est egalemcnt lie 
a !'absence de valeur de nos ordures. Exactement 
comme Jes rt'Ssources naturelle3 furent longtemps 
negligees pour la mcml' raison Nous devons changer 



notrl' pl·rcrption des • vidange. " et rL'Con~idcrer 1,1 
\'alL•ur dt·s matieres premieres. L'exposit10n nous 
pre:-.entc d'aillcurs plus de 200 produib ingenil'ux, 
functionnels et e!>thctiques, provenant de 17 pays 
diffl.'rcnts et dont la composition sort principalcmcnt 
dt• la poubellc. La matierc ainsi recyclec n'est plus 
considcrcc comme residu, mais commc ressourcc. 
Fspt1roru. qu'un jour nous serons a court de rl'Ssources 
ordurii)rc~ ! 

Au Centre de design de l'UQAM, des objets 
comp<lsCS de cette nouvelle richesse residuelle nou..., 
sont proposes. lb se divisent en deu" grandes 
categories: les produits artisanaux et industricl ... 

Le recyclage artisanal, quantitativement 
insignifiant par rapport au rccyclage industriel, n'en 
demcun.• pas moins d'une grande richessc creative et 
affective. Le produit est generalemenl conc;u selon une 
technique d' assemblage traditionnelle tout en 
utilisant tm materiau residue!. Par exemple le bol • 
lMBEGE "• cree par Zulu Craftspeople, est tresse de 
fils de telephone au lieu de traditionnelle paillc. Le 
resultat E.'St une reussite tant au niveau esthetique que 
fonctionnel. Le nouvel objet, adopte par l'acheteur, 
connaitra une nouvelle existence, non ephemere. 

Le phenomene de la mode contamim: 
malheurcusement tout le marche des prodUlb du 
recydagc. Le «look" du produit domine souvent son 
dficacitc.ll y a anti these lorsque I' on parle de mode 
et de recydage. U est m>faste pour l'envimnnement 
de produire E.'n grande quantite des objets faits de 
n: ... idu:., -;i c'est pour en faire des residus ('n grande 
qu.mtih~. Certains consommateurs paient \'Olontier un 
" produit-affiche » qui crie •• Moi, je recycle! » Tans 
pb si lt• cartable est trop lourd, si le pinceau ne St' 

lavc pas et si le para vent perd l'equilibre ... 
Quant a l'industrie, soit la plus grande 

cunsommatrice de matieres premieres, la plus gr.mdc 
productricc de produits susceptibles d'ctrc 
rapidt?ment jettls et la plus pollueu~. il est normal 
qu't>lh.• soit la plus concemee. ous pounm~ nous 
rejuuir de la qualite, de l'esthetique et de l'E.'ffic.Kitc 
dL•s produib industrieb expo<:es. Par c\emple, la 
chaisc cmpilable" HORIO " produite par lntcrdl'CM 
R & D, ptwkde l'csthetique, le confMt l'l I,\ solidill' 
n('Cl's airl'" au mobilier de bureau : il est c.lpital que 
l'industric poursuive la creation de nllliH'ilU\ 
pwJuits, :-don de nouvelles mllthodcs atbpll'L's il m1s 
nouvdil•s Tl'SSOUTt"CS 

Brrf, !'exposition •< Rl'fuse • nous dl•mot\11\' qul' 
lt•s n'sid us rt'prcst•ntrnt unc ressouro! ncht' t'n 

possiblit~.Aux materiaux traditionnellement usilises, 
nous ajoutons aujourd'hui le. pnl'uS, le:. canette., le:. 
fits de h~lephone, le. pelures d'orange ou le. deux 
joumaux qui offrent de nouvelles qualilt"> optiques, 
tactiles, thermiques et olfactives. Cc qui a toujou r~ ete 
n' est plus, il y a maintenant place pour un nouvel objet 
dote de memoire, parlant d'avenir. 

Name: Texte" Reuse ,. 

Kim Vachon 
Refuse: refuse, rejette, renvoie; re~ n?utill!>C, 

recycle, refait; deux attitudes mise:, en opposition qui 
donnent le ton de cette expo..,ition portant sur le 
recydage. St refuser marque le n.;et et exprime une 
finalite qw, par le passe fut infaillible ; reutiliser 
represente une solution, celle de pouvoir devier cette 
destinee. Cette exposition, d 'eco-design. noli!> fait voir 
l'ingeniosite a\·ec laquelle les designers ont pu 
redonner vie a certams matenau\. 

Refuse propose une panoplie d'objets des plus 
inusites aux plus consen·ateurs. Qu'ib soient 
fabriques a partir de procedes artl~anaux ou 
industriels, il en resulte deux l)'f'('S d'ob)Cts. deux at
titudes. Par une transformation artisanale. l'objet 
de\ ient extra\'erti ou e\'<>que le temp:- pa.:.:.e; alors que 
suite a une production industrielle, le produit rendu 
intmverti e:,t depouille de son \ecu. 

La production arti.sanale, caracterisee par ;.on 
contenu narratif, nous donnl' d~-s indiCL'S de 1. \'ie 
anterieure et pro\'oque en nous l'attendn~ment 
de,·ant 1' objet reronnais...-;able. En voia un boo l'Xemple 
· le:. modeles reduits d 'aviomo. en pro\'en.mce du \'iet 
Nam, fabriques a partir de canettt>S de boi!>:>Oil gazeu..-.e 
et de biere. ns nous infoml(.mt de J'agilitJ manuelle et 
de la creativite de son concepteur. Certatns de ce:. 
objets, parfois plus curieux, nous intnb'ttent et nous 
poussent a vouloir en decouvrir lE.' processus de 
facrication, ce qui devicnt un jeu dl' wn ... truchon 
mentale. A la limite, l'obsen·atcur peut meme en\ cnir 
a pen:;er qu'un de ces ObJCts lui a Mja appartl'nU En
tre autres, on re-te bi~:n surpri~ dl'\'a.nt u.ne tap,-.,.e~. 
sorte de manife:.te du n:'C) clagl' artisa.nal t . ~ de 
sachet$ de tht' reuti!i~--.. ou l'arti..;tc ddi( eo- nut..s 
du rt'Cyclage. 

D'autres C\bjcb, pl\1\t'nant d 'une pn11.iul"tion 
indu ... trit.'lle, Cll0\01l' ll' mobtlil'r de bureau t\U lE.'.., 
meubles pour l,l matson.. :-o<mt tout nu ...... i innm .ltcurs 
t'l intenb .. -wmt... qw la production artt~1n.llc Cl'" t~jct ... 
traditionnt'ls, de par ll'ur ftnml', d~pt•ndt•nt de~ 
nuuwlles lt'Chnologil'$ qui l.'n penlll'll\•nt 1.1 1\laJi,ltion 
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et lab:<n: entn"\·cir re que 1105 tl.'clmolog~ future:
nou-. ~"•en• Ce,.; objct-., moin.-. ba\'arfu dtl~--nt 
peu d'ind..u.-::> t.lnt qu'a !cur prm enance llU l'l1COI\' ~ur 

~~ rroc~'1l~ ut.h~. pour lrur tran-.iormation, ~~~ 
d~ Ol<:'Urent f'IU:- tllltll\ ertj,. qUl' lt'" pwdutb 
artislnau\. Pour connaitre leu~ rono..tituilntez; et Jrur 
m thode de iabrication, il faut r<''~der Ct.'rtainr~ 
co~Ul.1bsances d~ le dl•maint> ou bit•n hn• la fiche 
tf.'\.iutique. 

Le recyclagen'ct pa-.~ulemcnt unequcstion 
de consti.tuant~ mab emane d'une philosophic qui 
~~umeenunpctitnombredep~. g~rau , 

:'Oit le,.; dix rommandemen~ di.' l'ero-d~ign. affich _ 
3 ]'entree de l'expo:-ition. c~ demie~ touchent a la 
que::tion de l'ethique . l'uttli-.ation de mat~riaux 
to.\iques, la ronsommation minimaJe d'energie lor.:
de la fabrication, le mmimum d'emballat;e et la 
durabilite des produib, etc. 

Une quesbon doit eftleurer l'~prit de pllbirurs 
:le ll'C}'dage est-i1 une mode ou une nou\ ellc vo e' 11 
~1 evident que pour certain:.c'~t une mode. Certal.ll::> 
conrepteurs se sen·iront de,.; qualite:> e-tMtiqu~ du 
n.'C)'Ciage d.nb le but d 'attirer le COIL"t.lmmatcur. u.-... 
cartables, fait a partu de panneaux de ctrcuib 
d'ordinateurs, en :-ant un exem.p1e. ll ~I e\ident que 
le m.a~ de .. look " tres • high-t..."'Ck " n.;;e un type 
de consm:nmareur: le:> Jeunes qui choisiront le prod uit 
seulement pour 5011 apparence. l.e materiau choisi par 
;;on concepteur n·a pas les specificites ph} iques qui 
font de 1ui un matenau destinea ce produit. n rst lourd 
et sa ,urface n"est pa., uniforme. Pour en revenir a la 
que-,tion de la mode, je crob que lt?S fondcrnenb 
phil050phiques d u l'eC) dage p<·rmettent de I ut predire 
une' iabilite.. Si notre be.oin d'eoonomiser continue a 
augmenteretquen~ressourcesnaturelless'epubent, 

certairu comprendront qu'il n'y a pa:. d'autre solu
tion. 

Le recyclage ancn! dans nos vies, de\ rait 
da\'imtage se jomdre au concept du designer. Par 
exemple,!l.furinetTardif(seulsdesigncrsqueb&oba 
I' exposition;), tm·alllent en cc sens, i1s v1sentcrrer des 
objets durables en etablissant des liens entre I' objet et 
l'usager. Ce typed' objet se feC) de de luJ-ml!me, il d ure 
un C) de de piu~, t1 se distmgue des objets • fast-food 
.. issus de la roue de la consommation. Morin et lard if 
nous proposent une horloge qui, par un choix 
d'images, ~-oque le temps lin~aire; tandis que les 
aiguilles indiquent J'hcurc actuelle. 

Il serait interessant de votr apparaitre 
l'utilisationdumodulaire,com_mt•conc£>ptecnlogiquc, 

car Cl'lui-d pl'tnll't 1\clmomit.' d'e~pace et dt.' 
mat~riaux l't s'adaplt' au\ ... ituatil'n~ de changement. 
11 !-<? rapprochl' dt• l'utili~ation d'une ~ille, principc 
de 1>.1~ ct'un par.,wnt a re,ro~ition. A partir d'une 
base qui con.'l"te l'n unr ~rill~? ou une trame, des 
matt'riaux ~ont aJOUtt'~ pour creer un obJel qui se 
tran~torme ~Ion k>s piecl'::. qu'lm )' insere. Ce type 
d ob.tet.., adapte au conh~\ll'. a I' epoque et aux besoms 
qui chang(.'Jlt -...ms Q.'S~, tout l'n gardant la meme base. 

Cettt.' expo~ition a pu ~e n?ali~er avec 
l'ingt~i~it~ d~ de.-.igne~ pui-.e a travers le monde. 
Ceu_x-ci, non ._aru, auJace, r~u.. ...... b~nt a transformer 
de.; decheb pour en fain> d~ .. objeb de chmx. ns 

'1ennent modifier notre pcrcl'ption de dechets en 
leur conferant le role dt.' re ...... ource. L'eco-design 
~ ~)nL.;e a la production indu::-trielle ou artisanale. 
Que! que so it le I) pc de produit, lt? recyclage n' est pas 
une mode car S<'::o fondemenb ~·enracinent dans une 
philosophie ou morale dont le!> 10 commandements 
sont affichb a l'entfl'e de !'exposition. Le message est 
clair, il \·i.se chacun et now. conccme tous. 

Brigiltt Doyon et Kim Varltmr semi d1plouuh du pro
grammt dr drstgn a I'Umz•t·r~ilt' du Qut;lii'C 11 Montreal. 



Uncovering Geometry : Ben 

Nicho lson at the Laurentian 

Library 
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Canadian Centre for 
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Sarah Roszler 

As two seme:.ters worth of criHalk draw to a 
clo:.c, a common qu!!l.tion re.onat1.'S in final n:vie\\S 
acr~~ the country-what arc the fundamental truths 
of architecture? Cymcism, although often tempting, 
would be too quick a response to this pos~ibly valid 
inquiry. Architect Ben Nichol~n stumbled upon one 
of these potential "truths" in an old Florcntine library 
some ten years ago and checked it out under the sub
ject heading of "Geometr{' After a decade of ~arch, 
the CCA gave Nicholson a forum to display his find
ings in an exhibition entitled uuncownng Geometry: 
Ben Nicholson at the Laurcnnan L1brar),'' which. af
ter a four month stay in the museum·., Odagon Gal
le!)~ closed in .\1arch. The exhibition trul) delineatt-d 
the possibility of an architectural fundamental: a the
matic resource which can ne\'er bl! worn out or out
dated. The exlubit's formal crux w~ the o;tudy of the 
geometry of the terra-<:otta tile~ laid on the floor of 
Michelangelo's Renaissance Laurentian Ubral): How
e,·er, as the exhibit unfolded, my ,,ttention was 
channeled from the superficial representation of ge
ometry on the library's fifteen tile~ to the examina
tion of the tiles m the context of geometry. This de
flection was, fittingly, probably similar to one made 
bv • icholson during hb inn?stigation. His study 
started ,,;th the examination of the material C\'idcncc 
of the tiles and became a study of geometry a~ a con
siStent generator of architectural thou~ht: a time!~~. 

architt!ctural truth. 
Ben '\1Chobon wa~ mitiall~ lool-mg tor 

homol<>git!:> between the ceiling fn':<oc" of the ~I!-!me 

Chapel and the architecture of the Laurentian I ibral). 
A few years into his study, an ob~ure photograph of 
tile Iibra!) ,·oid of fumih•re hmwd up, !>howin~ fif
teen intricate terra-colla till'S, identical pair!' ~panning 
the length of thE> library in two strip~. ln ichobon·~ 

words, the "classic tri,ld of p.1inting, geometry and 
architecture could now be :-.tudit.'\i as a "heM," and 
he began to Sl:rutimze the till-s a~unung \ tichdangdo 
to be their author. ~ichobon'.., -.tah.•mcnt was prob
.1bly made c.ul) on in hi!i im t.>:-tigation: the t.•xhibit 
con~1dered grometf)· not •h a part o a triad, but, 
rath('r a..-. tht.> gcnerati\ e ~'un"'t' m Rl'\ ll".;ance paint
ing. an:.hitt.'Cture and diswur.;e 

'\iChl'L'On e\aminL"\.i ~t.'\,mctry a,. a to road toa
~ts llf arch tcctur.1l dt.-:;ign, ml'd11.1ting on nun) ~
~ibilitic" ot how gt.'Ometry hd-.. bl.'l·n fundamental to 
.1rt, building and thought throu~hout tht.• agt>s. lt 
'' ould becontr.ldictl'f) to thN'l)J\...,idt.•r,\lillll of gt.'llm-
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ctf) a:. a ,,;dl'-ranging e:<-~ntial to namll\ in on and 
gin~ prt:'I.:Nl'nH• hl one pote-ntial ml·aning. \\ith thi~ 
in mind thl' lurat,malll\ltt-,. ,,t lhl• entrance of the 
l'~ibit irkl>d ml'. Thi.') implii.>d that the CCA '"as in
tere:;ll>d in detl.'rmining ~nw singular Tl'ilSOn why 
g~c'Ometry wa~ a fund,1mt•nt.1l genl•rator of Renai;.
t>.lnce dlo:;ign. A thi.•atric",,I,_Jew llf ~>ducti\ c que~tiOnl> 
about tht• fXb'ible ml•.ming ot the terra-cotta panels 
prefaced thee\htbtt-\\'hode::.igni.>d the tiles and why 
wen> they CtWCTi.--d? IA) th.:- tilL-s contain the canons of 
Renais.'illlCC' proportion~, or could they be coded blue
print:- for the arrangeml•nt of the lib raT) ? And how 
about geometf) a_, ..,ymboli ... m '' hich links sdence and 
religion? All "ere heady ~.,ibllib~ and, I'll admit, 
packed ample drama ,·alue to Jump-:-tart my interest 
in the exhibit. But, thankfully, tho:-e lu~cious 
incondltl>ions \\Cl\" left a~ ju,t that-any individual 
~ry fad~ in light ot grometry'~ expansiwness. 
What was impelling was not .,imply :\icholson'scon
temporary study of \.tichelangelo' ~Renaissance study 
but the fact that gl'Omctry has fa!'-Cinated architectural 
society and engcndcTi.>d art m er a ~pan of hundreds 
of years. V\ 'hat'!! more, it\\ as, within each era, at the 
root of widely varied fields of ~tudy and has been 
deliberated and dbplaycd with the most mixed of 
media. 

The t"ir.>t room of the exhibit focu.;ed on the 
Renai!,:,anc~me of the principal new manifesta
tion~ of geometry were on dbplay. Pacioli's Di\ina 
Proportione equak'<i proportion with the divine, 
wtule bcs1de it, Cesare Cesariano':. woodcut of the 
.. \itruvian ~1anH linked gL'Omctrical space with the 
human body. These cla-.~ics of thrological and philo
sophical study Wl're flanked by \·olum~ on Renais
sance patterns and al'!>theti~. The walls sported plans 
and photographs of the Laurentian Library. Contrary 
to the intimation that the CCA would try to synthe
size the:.e gL>Ometric occurrl'nco..-s, the room was left 
theory-fTL't'-no guesses Wl'rc made, in the end, as to 
why geometry was so pervasive in so many different 
domain.~. The archival information alone painted a 
succinct and thorough picture of gl>omctry in the Ren
absance-its pr€'5Cnce appeanng every\\ here from 
the walls of a library to the pagt'S of a manuscript. 

In the main room of the exhlb1t, Ben ;-.;icholson 
proved that the go..'Ometry i as alluring a subject of 
::.tudy today a it was in the Rena1ss.1nce. Research on 
the topic is perpetuatl•d by nt•w tnVl'l>tigative tech
niques from sixlt'i.'llth century woodcut graphics to 
tv.:entieth century compull•r graphics. 



fir:.t, icholson showed his own study of the 
indivtdual b1L~.ln the middle of the room was a large, 
ceremonial-looking display case in which were exhib
Ited his minutely annotated drawings of each tile. By 
finding ways of replicating their geometry hirru.elf, 
he believed he could simulate Michelangelo's crea
tive prnccsl>. Nicholson pointed out religious symbol
ism in the designs which could have been significant 
to the R('naissance mind. He detected breaches in the 
patterns' geometry where aesthetic had indubitably 
stepped m. Calling these points of human interven
tions "hell-tempered fudges," he raised questions 
about the feasibility of a human control of geometry: 
is geometry self-perpetuating and simply documented 
by humans or can a human attempt to manipulate or 
dett?rrnine itl' Finally. icholson reproduced digital 
models of the tiles and examined mathematical co
nundrurru. in the tile designs. All these themes seemed 
as enticing as the ones made in the curatorial notes. 
l ikcwise, I was grateful that no one theme pre:.ided. 
In this way, the investigation was kept open-ended. 

On the issue of diversity, the cerebral side of 
icholson's investigation was balanced by artist Blake 

Summers' spiritual implementation m the project. The 
artist was called on to generate large-scale interpreta
tions of the tiles which he executed in painting and 
collage Summers' role was key in amplifying the in
tuitive and spiritual aspects of the inquest. At a dis
tance, the paintings were stark black on canvas, loom
ing large and glossy Oose up, the varnish trapped 
scraps of red paper under a murky surface. The paint
ings were extremely successful in eliciting the "vts

ceral reaction" that Nicholson and Summers intended. 
Leave it to a computer to prO\'ide a brilliant 

90s finale to the mixed-media exhibit. After the expe
rience of Summers' neo-relic paintings and 
Nicholson's hand-drawn replicas of the octagon gal
lery, I found myself face to face with a monitor set at 
13en Nicholson's web site on which I could scroll 
through most of what I had just SI.'Cn The on screen 
fl'\'il'W linked up to a \'ariety of inten.>sting ~ite' from 
Ben Nichobon's other project::. to Fibonacci and 
fractab. This burst of digital energy proved the fmal 
touch, IN\'tng me itching to make m\ own gL'Ometric 
inquisition. The knowledge can be accesst.>d at http./ 
/ www.nichoiS(mren.com. and used as fodder for fu

ture projL>cl!-> and l!ssap. 
Bdorl' coming across the tile::., N1cholson ~ 

work revol\'ed around Michcl,mgclo·s p.1inhng~ ,md 
arclu!t•cturc With the discovery of thL' tiil•s of thl' 

Laurentian Ubrai)~ Kicholson was able to go a step 
beyond simply studying Michelangelo; \'iewing ge
ometry as a mutual focal pomt and through the simi
larity of their methods, !\!icholson became a partner 
to Michelangclo. If Michclangelo was the designer of 
the tiles, his role was in three parlb. Working with 
geometry itself, he accepted concept.s handed down 
from antiquity. Linking them together, he imple
mented his own creativity. Opening up the library to 
the public made his work leading to the conception 
of the tiles accessible. Ben l':icholsQn performed in 
step::. congruent to Michelangelo's: he took material, 
put it together and handed society a product. 
, icholson began with the geometT) of the library as 
hi:. raw material. He used a \'ariety of 90:. tools to give 
it his own personal rearrangemant. Fma.lly, ~icholson 
made his work publicly ac~ ible in normal conh.m
porary fashion-in a museum. 

To return to that architecture ~hool query 
about the "architectural truth," it should be promis
ing when we fmd a theme which unites practitioner:. 
in the field across four centuries. What is e\·en more 
promising is that the issue lends ibelf to study and 
display using media of eras half a millenmum aparl 
The final point, the fact that the public is im·ited to 
relate to it today as before, is not ju:;t a bonu:, but a 
necessity. It's the step which \'Oids the M architectural 
truth" of elitism. 

Samll Rt'I$Zkr, who j_.; na/ in Tt1ky,1 tlu~ .;ummi'T, '-'a ~tu
dc•nt in tlrt• McGi/1 Sdtcltll of t\rrhrl«un· 
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Cmq remarques en ligne pour un 

untvers en co lonne 

(Notes sur Oans la co lonne de 

verre : 5 villes d'lsabelle Lelarge) 
Martin Gurier 

Le nou' el aquarium humain. 
D.m" nu,' ilk.,. di! piu~ en piu~ comp~, 

lt." fragm.-nt' \il'nnlnt a :-\•ntrem0l!!r ~t a~ briser 
da\ ant.lgc. Si la\ illl' d'auJourd'hui est chaotique, celle 
de demain , 'annonct• d'un d1ao~ ~i pregnant qu'elle 
fimra pars' oq~.mi"l'r en couch~!-, en unt> sorte de su
pra-structure, dl• l'ordrc du gigantesque (nous 
somnll'~ dan.-. l'&n• de la dl·n~itl• urbame l't du bis
rus~. rappelh.• Rl·m Koolhaa.,). 

Bil'ntot, I etre humain ne \"iHa plus dans un 
aquarium ~ touffant td cl'lui dl' la modemite, mais 

devi~dra )'aquarium meme: pris constamment en
tn• dcux ctab (!'air et l'l'au n'en etant que deu'\ 
exemples), ne'::!<! nourri ... !><lllt piu:- que de reflets, ondes 
et \-ague::. lumll'lCU"t: 

La superpo .. ition comme nouvelle structuration. 
L'oeu\ 1\:' Dan~ la colonnc de vrrn: 5 vtlks de 

!'artiste montrealaise lsabelle Lelarge, devant cette 
realite humaine, OU\"rirait-cJJe la \"Oil' a une nouvelle 
forme de sculpture: celle du superpose et de 
l'hypertextuel plutot que de I' assemble, du taille ou 
du sculpte7 Si la repon!>e est oui comme nous ten
dons a le CTOtre aJo~ f'oeu\Te fail partie prenante de 
notre ere du palimp:;t>Ste tempore! et spatial et imite 
l'homme a Hotter dans un nouvcl espace : un espace 
trouble. 

Des composantes hybrides. 
Un en~mble de bloc; aux formes definies et 

aux cou1eurs pures, pa~ piu~ que l'identite d'une 
per-.onn<', ne peut re~ter intact et fixe sous 
!'acceleration du temp!>. En somme, ceux-ci ne 
peuvent piu!> alo~ que !>l' frottcr l'un I' autre tel des 
atomes en furie, subis.,ant du coup une profonde 
metamorpho..e: d'une seule identite, ils en acquierent 
plu.sieurs, rappelant que not re ere est aujoud'hui celle 
du transnational et du lransculturel bien plus que de 
l'inlemational et de l'inlaculturcl. Dans un monde 
r~aute, tout bloc (et c·e~t aus'>i nai pour tout frag
ment urbain ou tout humain) se rcproduit par ailleur:. 
indtHiniment, ne semblant sur\'ivre que par 
hybridation perpetuelle. 

L'epaisseur de l'instant. 
Dans la colollnl' dl' vt'rrc : 5 Vlllt~ est-die une 

constatation du nounoau Zrtlgt•ist ou plutot sa 
condamn,11IOn? Unt• chose est sfm~, elll.' nous 
renscign£' de fa~on St'n. ibl(• sur l't;tat dt• plus E.'n plus 
ipais des chost•s. Soulignons lt• mot epais car 



contr.mcmml a er que l'on croil, le mondc nr devicnt 
p.h d~· piu~ en plul> mince, \'isiblc et clair--<!t cc 
malgrc l'mstant,,ncite et la translucidite crois~nte:.. 
Dam. la mL1ga-\ itL'Sse qui nous assaille se cache piu tot 
une \!p,liSSCUr des plus len!Ci> et des plus morbidcs. 
L'cpaisseur de la mort? En tousles cas, l'cpaisseur de 
l';n cuglement. 

De la representation a !'appari tion. 
Si le. annL'L'S 1980 ont en grande partie eM cellt.'S 

de la critique de la repr~tation (en pemturc et en 
~ulpture autant qu'en architecture), la prt's~nte 
dllc~o.'llnie apparait comrne celle de la critique de cdte 
cntique, ou du mains. comrne l'a,·eu de sa desm?tude. 
L'IX'unc de Lelarge temoigne bien de ce pas<.age en 
mettant ('accent 5ur /'apparition ou la transparition 
plut6t que sur la representation: les villes imaginairl>s, 
\"Ut'S de haut, sembJent davantage li~S a line com
pre:.sion temporelle et spatiale qu'a un jeu de miroir, 
fide le ou non. I ,a «sculpture" Dans la colonne dt• t'l'rrt' · 
5 villcs, ainsi, semble avoir troque la repn!sentativite 
et la tndimensionnalite pour un espace plat et 
lumineux qui rappelle le papier de so1e, mais encore 
et surtout l'ecran cathodique. 

fll,lorit'llc'l critiqw• d'arl t'l d'mdult·ctun•, Martin C1r 
TII'T CIIIIITI/1111' rrgulim·mt'lllti dt'S rt'i'lll'~ ltofh·~ que LT( 

Montre.1l 1'1 Par.1chutc. I/ agit .~galt'lllt' llf ci lllrc· dr 
(1111/llll'iSIIiTI' t/ 't'\JIOSifiOil. 
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1. In archlt(octure, the problem of representa

tion b tn'icalh bn'lJch('(i a~ ol problem oiimage-maJ..
mg. In d~~ign dra\\ ing. the urgent problem relates to 
the ~tatu~ of repn.~ntation.~ and (lf the relation:, be
tween rcpres.:·nt.ltion~ .:md wh.1t b rcpre:.cnted. it b 
important to define the COI\I1L'Chon, ~rmbolic or math
ematic, bi?twem drawing~ and imagined buildings. 

1.1. But the d.mger.; of formal seduction and 
graphic dbtort1on maJ..e 1t difficult to judge the accu
racy (and thu~ tht.> u~fulne::.s) of image:-. It is impos
siblt> to d~'Cide whether the imagL'-making ges~ 
refer ontologicall) h1 the appearance of a new eldos 
or onani..-,tically to thl.' gratification of the old ego. 

1.11. Fortunatd), thb recalcitrant problem a 

polan::.ation between poetry and fact endles::.l) 
.. chemattzed a!> a .. et of dialectical oppositions 

( theof) I practice, school/ work, dra\\ ing /building ad 
naJL.:rom), can be ea~ily di~placcd. 

1.2.ln tht"'(' photos of daytime television pro
grarru., \lcKay, a!- a goal of artistic process (itself 

glossed a::. a sharp tool of ~al analysis), thematicizes 
the seductin? surfac~ and distortions afforded by that 
quint~sentially modem technology the camera. The 
conceptual problem of reprL>::.entation is moved back 
within the purview of content. so that que:.tions of 
equh alenq become connectio!b of form rather than 
fonib of connections 

1.21. This complex operation can be nicely 
summarized (H parodied • and "mimicked") by a sim

ple mathematical tormula: 

Slcsocul hi~; T\'.,t'ltdi,JOI, l~prc.entallon' of ~ocial hfe; 
PR=photographic represeniJhons (>f TV 

1.211. This operation parallels on the level of 
artistic symbolism Lacan's well-known algebraic for
mula of signfication 5/ s. Howe\'er for Lacan's "!" (" /" 

as a dh·isive mirror: temporal, spatial and symbolic), 
we can sub:.titute oursclH'S: "us" or "we." 

1.3. Clearly, all transcendental worlds preced
ing SL arc regr~ ,ive fictions, irrelevant to the proc
ess of repr~'SCntation . Thus TV, once re-distorted into 
cultural life (a seduction that reinstat6 SL retroac

tively as the knowable fundamt>ntal tl.'rm of artistic 
meaning),IS able to reveal us to ourscln><> accurately. 

jtffny Me Katt is a docrmu•trlary filmak,•r workins itr Wiu
lliJ~tg. lit! rt'Cmtly 11'01111 pn'SitgtoiiS l'eabody tlU'llrd for 
the NFB prati11ction Fat Chan(l'. 
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