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"~ ABSTRACT

The Modern movement in architecture did not sig;liﬁcafxtly affect Canada’s West Coast landscape
_until after Wé?frd;War II. The purpose of this thesis is to critically analyze the interpretations given to the
West Coast Modern landscape, 0 investigate the cultural values influencing the interpretations, and to
explore the use of deconstruction as a method of analysis of landscape meaning. ’Iﬁe principal sources of

-

interpretative texts were selected from architectural and art journals as well as from regional publications

on West Coast architecture.

This thesis produced three major findings. Firstly, the West Coast Modern landscape expiesses a
diversified rather than unified meaning. This diversity encompasses architectural principles of Modernism
as well as aesthetic qualities of Romanﬁdsm. . Secondly, the interpretations of this cultural landscape
‘changed through time. Journals of the 1940’s and 1950’s concentrated on Modern developments in
structural innovation and economical resolution of building requireﬁ‘lents. In the 1980’s, regional
characteristics such as sensitivity to site and surroundings, naturalistic landscaping and interior courtyards
assume greater significance. Thirdly, the interpretations are iﬁﬂuenced by certain cultural val»ues prevalent
at the time of writing. The purpose of architectural commentary in the post-war years was .to promote the
efficient and therefore economical aspects of Modern building practices. This writing emerged from a

social environment informed by capitalist industrial production. The 1980’s objective is to foster a

-
k)

regionally-conscious architectural form. <This time period is more effected by the practices of consumer

capitalism. g

This thesis also uncovered the usefulnessrof deconstruction as a method of geographic investigation.
Of particular value was its ability to addressf both objective evaluations and subjective experience of
landscape formation. Deconstruction also offered a systematic means of analyzing changes in the mganing
of that cultural landscape. Neverthgfess, the extension. of deconstructionist methodology into oral and
visual realms of representation would contribute 10 a more comprehensive understanding of landscape

= . . L
creation and interpretation.

1l
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CHAPTER 1

THE ARCHITECTURAL LANDSCAPE OF WESTCOAST MODERNISM

"What. happened to the "Westcoast Style" as epitomized by the rich output of wood houses
that appeared after the Second World War and gained such recognition? Where did.it-go?
Does it disappear as the scale of things gets bigger — is it not sustainable once one is dealing °
with more complex design problems? Or is its demise merely a product of the city’s growing
up — with more sophistication comes more homogenization, an irresistible product of
broader horizons and better connections?” *Andrew Gruft®.

Introduction

This thesis is about textual interpretaﬁons of the West Coast Modern architectural landscape. It is
also about a method of textual analysis called deconstruction which has been applied in other fields of the
humanities but is new to geography. West Coast Modernism or the West Coast Style represents a place

\dwume spemﬁc realization of the Modern mavement in architecture. In Vancouwver, a port city on
Canada’s West Coast, it created a distinct cultural landscape. The emergence of a West Coast Modernism :
was first noted by architectural and art journals aftér the Second World War, a time which acknowledged
the importance of journals in disseminating information regarding ‘technologiczl innovations. and -their
application in architecture’ as well as new trends in design and aesthetics’. These journals described
Modernism on the Wes/t Coast as an adaptation of Modérn principles of design to landfofms and climate
resulting in a structurally-discernable regional style. Ten years later, the same journals depicted this
regional development as an aesthetic modification of "International Style” Modemism. In the 1980’s,

. architectural literature represents a West Coast Style as a local vernacular, a force of critical regionalism

‘Gruft, Andrew. "Vancouver Architecture: The Last Fifteen Years” in Vancouver: Art and
Artsts 1933 - 1983. Vancouver: Vancouver Art Gallery, 1983, p. 320.

*Lasserre, Fred. "Keeping Pace with Architecture in Vancouver” in Canadian Art, April 1958,
pp. 86 - &7.

"Woodworth, John. "Where Modern Meets Traditional” in Western Homes and Living,
August-September 1950, p. 33.

-~
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against what Jencks has termed, "a"‘Pobst_mode‘m “fadical eclecticism™. In the fifty yeﬁrs since its first
appearance, imélpretat_ions ofWest Coast Moderr_lism vha‘i’e‘éshanged significantly. It is the purpose of this
thesis to investigate the changi‘ng ‘textual repreéer_it;t_ion§ of this architectural ’iandscape in order to
challenge firstly, the arbitra_ry’ nature of Lhelrperspectwes and secondly, the Modemnist linear cpnceplion’

of cultural progress. In order to achiefe ghis objective, the thesis -implements the methodology of.

~ deconstruction, a strategy of textual énalysis developed by Jacques Derrida. .

History acknowledgesme Modern movement m ;iréhitecnlre as in the other arts, as nothing' less
than a revolution. Insplred by the processes of technological innovation and mdustnal producuon
Modernism sought to overcome the decadem and symbohcally—nrrelevant architecture of neo—cla551c15m
and historical eclecticism. The Modern approach to building emphasized new metheds of construction
using new synthetic materials' of concrete, steel and_glasé. Orﬁaﬁientaﬁon was deemed unnecessary and the
ensuing Modern aesthetic, based on 'pure structural e::oreg;ion, assumed a universal\qua]ity‘. Ideals of
Modem art and design were first taught at'the BauhausSc;no»(I)l in Gerihény‘in the 1920’s. By the 1930’s,

these ideals had been appropriated by North American architects on the East Coast But it was not until

*Jencks, Charles. The Language of Post—modern Architecture. New York: Rizzoli International
Publications, Inc., 1981, p. 127.

‘Derrida, Jacques. Of Grammatology. Baltimore and London: The Jm\il;p\kms University .
Press, 1974, PP. 32 - 33. Derrida describes his conception of "arbitrarin he gontends that
if writing is "image" and exterior figuration, then as a media of representation it is not
innocent. This is because the concept of the sign has never existed or functioned out the
history of the philosophy of reality and remains systematically and genealogically determmed
by that history. This is the definiton of arbltrary used in this thesis.

*This conceptualization of Modern architecture derives from the writings of Walter Gropius, le
Corbusier and Frank Lloyd Wright, architects and pioneers of the Modermn movement. Peter
Collins and Charles Jencks provide more extensive definitions of Modernism in architecture:
"The fondness of late eighteenth century architects for - historical allusions, for analogical

- justifications, for asymmetrical landscaping, for brutal detailing, for oriental prototypes, and for
pictorial techniques does not simply cut them off from the tradition of earlier centuries; it
relates them intimately to the architects of today, and it is this which gives unity to the
period 1750 - 1950, and allows us to treat it as a single architectural age. (Collins, 1978, p.
15. ) and ". . . recent (Modem) architecture (is comprised) of a series of discontinuous :
movements. . ."(Jencks, 1980, p. 13.) But because the latter concepts of Modem architecture
were not available to the readers of the 1940’s and 1950’s, and the former constituted the
standard reference for post-war architects, students and critics, the idealized, perhaps simplistic,
understanding of Modern design Ls\used in this thesis. ‘ : £

/
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after he nd World War that Modernism .sigm'ﬁcantly affected the architecture of Canada’s West
CoasL re, it encountered place and time specific circumstances whichr generated, in terrﬁs of
architectural significance, a distinct West Coast articulation of Modern principles ;>f design and, in terms of
| . geographicgsigniﬁcance, a distinct cultural landscape worthy of investigation.

The city of Vancouver, the place of origin of West Coast Modern architecture, is situated on the
coast of the Pacific Ocean. Ifs geographic landscape comprises a richly—forestéd, fhountainous terrain cut
by the Fraser River and Burrard Inlet and surrounded by't.he peaks of Coast Mountain Range. After the
Second World War, Vancouver experienced a cofnplex socio-economic situation. Relevant to the building
industry was an extreme incr'ease in population due to the return of war veterans combined with the influx
of migrants seeking opportunity in the provil;lge’s booming resource industry, a housing shortage coupled
with rising costs in building materials and labour, and an idealistic architectural and artistic corﬁmunity
instilled with the belief that Modem design brovided the means of improving social well-being. According
to the architectural and art journals of the 1940’s, experiments with Modern principles of design first
occurred in the field of detached housing. There, the use of a %&ignally—developed method of
construction called post-and-beam and an extensive employment of local building mateﬁal;, speciﬁcally
cedar and fir, generated ;1 West Coast Modenﬁs;rl, a regional design idiom characterized by a fn;'lctional
and aesthetic integration ber@n inside and outside environments, betweeﬁ architecture and nature.
Journals of the 1950’s reported that this regional sensitivity to the natural environment influenced the
aesthetics of larger Modemn structures built in concrete, steel and glass in the way of roof extensions,
texturing of sterile surfaces and the addition of art. This evoluﬁgn of a distinct West Coast Style during
Vancouver's Modern movement has again captured the interest o;' the architectural community. It speaks
of the West Coast Style as a local vernacular, [t points to sensitive relationsﬁip with the environment,

structural alignment to capture a view, extensive incorporation of naturalistic gardens and generous use of

glazing as indicative of a current piactice of critical regionalism.

-

The significance of West Coast Modernism as a feature of the cultural landscape has changed from

the 1940’s to the 1950’s and again in the 1980’s. At the time of its emergence, it represented the



application of Modern principles of structural design to paru'culér geographic cbndiu‘on& Ten years later, it
referred to an aesthetic modification of "International Style” Modemism. Then for 1980’s architects like
Barry Downs, the'West Coast Style signifies local vernacular’. This thesis investigates the changes in the
meaning of the West Coast expression of Modern architecture. It uses Derridean deconstruction to disclose
the difference between the conceptualization of West Coast Modernism and the experience of building
individual Modern projects. This difference then reveals the cultural bias, hence the cultural values,‘
operant in both vthe préctice and textual representation of contemporary regional architecture. These
dfsclosures, in turn, comment on the potential of West C;oast Modemn arcﬁitecture AS an ‘idfom'of éritic:il
regionalism, a force of resistance challenging the historically¥eclectic Postmodern universalizau'oﬁ of the

Vancouver landscape.

The Architectural Landscape and Cultural Change

It was the Modern movement in the arts that generated the architectufal landscape of Wést Coast
Modemism. West Coast Modern architecture deciiried in im;;onance in the 1960’s and 1970’s but in the
1980’s, it has again assumed architectural significance, albeit for reasons different than those in the
post-war years. The appearance, disappearance and feappearance of this regional design sensibility
confounds the Modernist linear conception of progress. In order to systematically analyze the
unpredictable developments and coﬁsequences of the Modern movement on the West Coast, this thesis
" consults the work of E.H. Gombrich®. The critical stanc:e taken towards the interpretation and
reinterpretation of the effects of the mover’nemvon the architectural landscape is based upon the
architectural historian Manfredo Tafuri’s contention that the present reinterprets the past in order to either

maintain or rupture historical continuity. It is also founded on Jean-Francois Lyotard’s and Jacques

"Downs, Barry. "Landscape and the Western House” in Building with Words; Canadian
Architects on Architecture. Eds. William Bernstein and Ruth Cawker. Toronto: The Coach
House Press, 1981, p. 41.

'Gombrich’s thoughts were found to be more relevant to the objectives of this thesis than -
those of, for example, Erwin Panofsky. Panofsky explains all cultural phenomena, including
deviant occurrences such as movements, in terms of cultural unity rather than diversity.



Derrida’s theoretical perspectives fegardirig the specific intentions underlying systems of (textual)
representation. Both the historians and theorists address the issue of continuity in historical progress. All
are of the mind that cultural continuity does not necessarily follow a logical path towards perfection as

suggested by historical record. ®
“Movements” as Catalysts of Cultural Change ‘ N

Modernism in‘architectuxe, as well as.in other spheres of art, began as a "movement”. The cultural
phenomena of movements, whether a:_tistic or political, are detached from a dominant system of beliefs
because they advocate alternative ways of thinking, a "better” direction of progress. In élepan:i‘ng from the
norms of an extant culture, movements expose ;hat chlture’s deficiencies and contradictions and in this
manner instigate reform aﬁd cultural change. In order to study _Lhe specific phenomenon of a movement,
this thesis consults E.H. Gombrich’s theories on cultural history. As a historian, Gombrich’s prifnary
concern is to search for continuity throughout the changi}ié stages of civilization. Since the Enlightenment,
he observes, these changes have been understood as progress. Gombrich opposes the Hegelian concept of
the "supra-individual collective spirit” fulfilling its destilny of divine self-actualization. He contests the
idea of cultural holism associated with historical periods by pointing to movements as proof that vcultuxes
are not unified wholes revolving around one central idea but rather a complex field composed of varied
realities and possibilities. Furthermore the dlrecuon of progress is not predestmed, but rather the
consequence of the willful and interrelated actions of human agency. Movements — ideas and actions
arising out of a dominant culture in a deviant manner — provide the momentum for not necessarily
predictable cultural change. Therefore, for Gombrich, it is fruitful to investigate the reasons for the
appearance of a movemeﬂL the individuals and specific social groups that initiate, support or suppress that
movement, the change of social significance that occurs during the movement’s progress, and finally, the

~

degree of its acceptance or rejectiorL



"Modernism"” as Advent to the New

"Modemnism", known as a revolutionary artistic phenomenon, demanded a break with existing
‘reaJity and the subsequent creation of a new one’. In the twentieth century, Modermism followed the. -
principles of science and industry *°. Its affect on artistic expression comprised a discarding of traditional
Romantic aesthetics and thé acquifing of techno-scientific sensibilities. In the architectural discipline, an -
emphasis on structure and function challenged the previous preoccupation with symbolic apﬁearance.
Architects such as Walter Gropius, le Corbusier and Frank Lloyd Wright welcomed its arrival. Gropius,
'founder of the Bauﬁaus in Germany, the first school of Modem architecture,. referred to the "New
Architecture” as the logical response to the technical, social and intellectual conditions of the age!'. Wright,
an Amgrjcan known for his respect for the natural landscape, recognized the new architectural ideals as
being founded on the capabilities of the Machine as a tbol, but maintained that the Machine must be
mastere; rby the artist if it was to "emancipate human potential”; if driven by hurha.n greed, the Machine
would become an engine of enslavement!2, T'he S:viss le Corbusier, visionary planner of the Radial City,

believed that in architecture lay the responsibility for social equilibrium. His was the postulation,.

"Revolution, or architecture?”'* Although twentieth-century Modernism was born of industrial production,

*Williams, 1983, p. 208. The earliest sense of "modemn” referred to “existing now" or "just
now". While the usage of "modern” in an historical sense — ancient and modern — was
common in the sixteenth century, the majority of pre-nineteenth century uses was
unfavourable when the context was comparative. The nineteenth and especially the twentieth
centuries showed a sttong movement in the other direction: "modern” became virtually

equivalent to improved, satisfactory or efficient.

PWilliams, 1983, pp. 279, 165 - 166. Since the early nineteenth century, "science” referred to
physical and experimental science, apart from the theological and metaphysical. It was the
hard objective character of material and method that defined phenomena, the consequences
being that science became equated with fact, truth, reason and rationality. In the eighteenth
century, "industry” began to refer to an institution or set of institutions organized for
production and trade. In the 1830’s, the word "Industrialism” was introduced by Carlyle to
indicate a new order of society based on organized mechanical production.

— ——— e e, e T x

Press, 1965, p. 20. '

Wright, Frank Lloyd. "In the Cause of Architecture. The Third Dimension” (written in
1925) in The Work of Frank Lloyd Wright USA: Bramhall House, 1965, p. 50.

Ble Corbusier. Towards a New Architecture. London: Architectural Press, 1959.
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the early Modernists did not accept industry as the new nature to be devotedly revered and emulated.
They saw themselves as producers, not interpreters, of the new reality. To identify the new laws of the
equipment, to make those laws their own — this was the way of solving the inherent irrationalities and

contradictions of Modernity, of creating a higher standard of living for a greater number of people.

The Modern aspect of the new architecture appeared most eyident in the use of new building
materials — thoge of concrete, steel and glass — and in new building practices based on principl‘és of
rationalization and standardization'*. Novel conception‘s of building inspired novel conceptions of space.
The increased load-bearing stréngth of reinforced concrete and steel framing eliminated the need‘ for
interior structural walls on the one hand, and reduced the size of exterior structural elements on the other.
During this growing preponderance of voids over soiids, glass assumed greater structural importance. The
result was wide-spanned a.nd all but transparent architecture. A flat, as opposed to pitched, roof typified"
the Modern architectural form. This flat roof facilitated a freer kind of planning in the interior. On the
top, it created space for landscaping and recreational activities — for the acclimatization of nature and
society to a dense urban environment. Modernists did not embellish the concrete, steel and glass surfaces: 7
the new synthetic materials were meant to be appreciated forl their own jnherent beauty. Consequently,
flat Surfaces, clean lines, and a simply defined mass characterized the Modem aesthetic. Wright further
noted that the elastic qualities of reinforced concrete and steel frgming afforded boundless new expressions
in &hitectural form, freer compared to post and lintel. For that reason, he called Modern architecture

"ard#i?étu(e of the third dimension”.
<ot

The séemingly limitless potential of Modern building was nevertheless grounded in rationalized
planning and standarcized construction. Because economy and fmcﬁon constituted the basic requirements
of design, the ne;v ratjonalizéd architecture followed a modular system of planning and utilized
prefabricated standardized building components'*. According to Gropius, prefabﬁcéied units rated superior

to natural ones because of their accuracy and uniformity. In his mind, standardization — a fusion of the

“Gropius, 1965, pp. 23 - 34.

“Qropius, 1965, p. 39.
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best anterior forms into "types" — constituted a prerequisite for a civilized society. In a new world order
based upon technological innovation, standardized 4 prefabrimtit)n succeedéd ’due_ td methods of
unprecedented induétrial potential — methods of mass-production. The prudent limitation of variety to a
few standard building types both decreased cost and increased quality. Additionally, because more and
more of the building process occurred in factoriés, the seasonal and inefficient nature of construction was
overcome. Building became an ,orgam'z_ed industry, approximating the successive stages ina mahufacturing
process. With regards to quélity, Gropius wrote that standardization assured elimination of designers’
petsonal content and other nongeneric and non-essential features. For Wright, standardization lent a

rational continuity to the whole*®.

Princitales of rationalization and standardization were also to be applied to the planning of
neighbourhoods and cities. The basic cellular unit composing an architectural structure would be
mttltjplied to the unit of the street, which, in turn, would be multiplied to the scale of the metropolis'’. As
for Gropius, so for le Corbusier, the Plan constituted the critical element of successt‘ )l Modern building
practices. But the Swiss architect differed from Gropius in that he specified the unit ofLﬂraS the unit of |
measure and the uninterrupted movement inherent in nature as the gﬁideline for the Plan. Wright shared
-(;opius’ faith irt the potential of technology; he referred to the Machine asythe "fererunner of
Democracy”. .But his architectural sensibilities revolvgd around a respect for, rather than domination of,
the natural environment. He Wrote’ that while engineering dominated Modern building practice, the nature
of the site should not be forgotten in architectural expression. A building should be integrated with and
not alienated from its natutal surroundings. Accordirtg to all three architects, the products and the
processes of technological innovation and industrial production offered boundless potentials for the future

of Modern architecture. Only the significance of the human being and nature to Modern design remained

to be resolved.
Ve

"Wright, 1925, p. 62. Wright also noted that the various parts, being of consistent scale,
facilitated rhythm in design. He further speculated that with time, pattern would appear in
the Modern aesthetic in response.to the evolution of concerns of differentiation, explanation
and qualification. ‘

"Gropius, 1965, p. 37.



A Postmodern Perspective on the Consequences of the Modern Movement

/ |
This Modern movement, in architecture as well as in the other arts, successfully directed a cultural

transition from a Romantic world-view established on religious, aesthetic and political central authority to
a Modern consciousness founded on directives of ever—changing technology at the service of capital
production. {\long with a radical departure from the past came a reinterpretation of that past — this time
accordiﬁg to the Modern system of values based.on production and efficiency. Manfredo Tafuri wﬁfes that
in the realm of art, "Modern” dictates of invalidating the quality and character of past artistic processes
lead to a revolutionizing of historic meanings, and hence, a compromising of tradiiional values. In this
| way, it is not history that conditions human action, buf rather the latter which reinterprets the functions of
the former'®. For example, Modernists degraded Romantic architecture as a "welter of ornament”, a
morphology of dead styles'?, expressiohs of arbitrary and aloof individﬁalism on the part of the designers,
all engraved in oppressive masses of masenry.” This kind of criticism was justified from a Modernist
perspective. Modernists adhered to a rationalized and -standardized purity of form based on proauctive
functions and economic solutions and executed in the superior synthetie materials ef concrete, steel and
glass. They conbdemned the Romantic sensibility as decadent, and, in time, their judgement was accepted as

"truth"?°.

Although values deriving from science and teehnology are presented as “objective" and therefore
factual, Jean—Francois Lyotard points out that this Modern worldview is supported and perpetuated by a
capitalist political economy. This worldview bespeaks a certain concensus among those in power, based on
a certain knowledge and certain commitments. Therefore,' he states, "iﬁe systems in the neme of which, or

with which, Modernism has been able to support or justify itself deserve the greatest attention”?", Jacques

HUTafuri, Manfredo. Theories and History of Architecture. New York Harper and Row
Publishers, 1980, p. 45.

Wright, 1925, p. 63. Evel;@right states that with Modein architecture, it is the imagination,
not memory, that is challenged.

Tafuri, 1980, p. 30.
“Lyotard, 1984, p. 78. , o -
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Derrida’s perspective on writing, as recorded memory or history that is too often accepted as "truth",
parallels Lyotard’s insights. His concern with the arbitrariness of meaning in a “téxt" is based upon (his)
,prerm'ses that inscription is a mnemotechnic device for supplanting memory. Therefore the meaning
expressed in any form of writing must necessarily be questioned in association with the meahing of
technics such as the printed word in society, as well as the relationship between technics, history and
"truth”??. This has led Derrida to pursue the idea that, although writing as representation exists in

relatidnship with signification, that relatonship is neither direct nor simple.

In the field of architecture, criticism dealing with truth in signification that is related to particular
systerﬁs of social organization, /encounters difficulty. Tafuri points tc;' certain disadvantages incurred by
eliminating past traditions and allowing technology to exert its affect in full force. He writes that if
architecture, for example, were to be modelled on technological and industrial reality, its cultural
significance could never be questioned and an effective critique could never be levelled. But history has
resurfaced, albeit mediated by a Modern sensibility. The once-virtuous ideals of Moderhiém now suffer
criicism from a "Postmodern” camp. Venturi, for example, denounces Modern principles of
rationalization and standardization as elitist, excluding of popular art, devoid of symbolism. He uses the
words "alienating” and "empty of meaning”?® to describe the once respected universal quality of Modern
classical form. Modernism’s revolutionary ambitions are further berated 4for their attempts to change the
environment as opposéd to enhancing it This criticism, too, i.s- valid from a Postmodern perspective.
Postmodernism draws ideas from hisiorical memory as well as from local content and promotes expreésions
of the commercial vernacular as opposed to the production process. It idolizes mixed media eclectism and

accommodates this eclecticism to the reality of urban sprawl: it does not try to eliminate reality through

**Derrida, 1974, pp. 8 - 10. Derrida states that for nearly three millennia, meaning or
signification has been logocentric or metaphysical at-its source; it has sought unity, rather
than ambiguity, in explanation and interpretation. But in the twentieth century, with the use
of theoretical mathematics in the innovation of computerized systems of information storage
and retrieval, the assumptions of rationality governing "writing” have been widely questioned
and can no longer be considered as issuing from a single logocentric source.

“Frampton, 1983, p. 25. In the words of Hannah Arendt, "utility established as meaning
generates meaninglessness”. .
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rational planning. In the eyes of Postmodéthism, Modernism represents the terrorism of "pure space”.
Postmodernists prefer to focus on aesthetic play on the plane of the superficial. In the 1980’s an ‘
architecture of "persuasive heraldry™** has superceded an architecture orignted towards spatial/social
organization. The differences in aesthetic preferences point to a change in the nature of cultural values.
The values of Modemism invoked values of order, hérmony and‘planning — all \;alues imperativé to
production. Postmodernism, on the other hand, expresses plurality and pléy,_-critical to. the practice of
commercial art ;an‘d, more generally, bf consumer cal;italism. In terms of cultural progress, the onté °
permanent values expressed by art have been superceded by the constantly changing values accommodated
by design. The principle of continuous innovation, of primary import to capitalist industrial production,
has finally penetrated the field of architecture. The difference between the Modern anid Postmodern
inventiveness is that Postmodernism has broadened its sources of inspiration o include motifs from the

past and, most important to place—specific analysis, from the ambient environment.

The recent Postmodern interest in local identity does not impress Kenneth Frampton. He cails this -
' Postmodernism a regression into nostalgia and the glibly decorative. To counteract this tendency Frampton
prdposes a "critical regionalism”. This regi_oﬁajism upholds local architectonic features against more
universal ones. Its strategy, oriented towards maintaining a high level of critical self-consciousness,
consists of confounding the impact of international civilization with techtonic elements derived i"ror'n the
physical characteristics of a particular place, such as the topography of a gi\}en site and the range and
quality of local light. Frampton emphasizes that the priniary principle of architectural autonomy resides in
the techtonic rather than in the scenographic, in the interplay between material, craftwork and gravify and
in the use of Lhe’ tactile. These, he writes, are liberative because they can only be decoded in terms of

experience. Given that western society is still domi‘ated by the worldview of techno—science at the'service

-

*“Venturi,R., D. Scott Brown and S. Izenour. Learning from Las Vegas: The Forgotten
Svymbolism of Architectural Form. Cambridge, Mass.:. The M.LT. Press, 1977, p. 6. "Persuasive
heraldry” refers to the iconology in popular commercial art that pervades the built
environment. It describes an architecture of styles and signs, an architecture of communication
over space.
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of capital, one must ask Framptom "Critical regignalism is liberative to-what end?"®.

Nevertheless, in the 1980’s, Vancouver's architectural critics such as Barry Downs and'l‘idward‘
kGibson view the West g:éxast Style as inspiring an architecture of resistance within a i’ostmodem
environment of classical revival. While in the‘ 1950’s, the ‘West Coast Style ‘emerged as a regionalist
interpretation of the Modern movement, an alternative approach to architectural design based on the
principles of industrial prodixctipn which departed radically from"domin'ant traditional building practices,
_thirty years later, its once-radical attributes are considered "local vernacular"?¢. The characteristics ofrWest
Coast Modernism fit Frampton’s regionalist qualifications of sensitivity to site and use of lbcal techtonics:
post-and-beam framing was a regional structural >innovation developed to accommodate the uneven

topography particular to the West Coast. But in its new guise as an architecture of critical regionalism, the
est Coast Style no longer acts as a venue of radical change. It stands as a force of opposition to the new

id¢a of Postmodern historical eclecticism. -

t éach moment of its appearance — in 'Lhé 1950’s as in the 1980’s — West Coast Modernism has
justified its principles in ;:onjunction with a critical rein,terpretation of past architectural practices.
Although couched'. in aréhitegtural and aesthetic terrm‘nology, these critiques were and are rooted ina
larger system of social values, one that in both: instances is guided not only .by science and teéhnology, but
aiso by capital. The récent resurgence of West Coast Modernism, bespeaking a change of purpose within
the (intellectual) architectural community, is in some wa)_./lindicative of these larger processes of cultural

change. Because it reappears as a movement, it signals a period of transition, when the path of progress

could again take a radical shift in direction.

»Gruft, Andrew. "Banff Session '84: Architecture in Search of a Direction” in section a,
1984, no. 3 - 4, p. 26. Frampton made it clear that he had become ‘much less happy with
the topic (of Critical Regmnahsm) . he explained that he was becommg more preoccupled
with the problem of power. . ."

*Downs, Barry. "Landscape and the Westarn House" in Building with Words: Canadian
Architects on Architecture. Eds Wdham Bernstein and Ruth Cawker. Toronto: The Coach
House Press, 1981, p. 4l.
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This thesis investigates the West Coast Modern landscape as a place—specific manifestation of the

Modern movement, a cultural phenomenon offering radically diverse alternatives for architectural

development. The manner and purpose of reglonal appropriation of Mode.rn de31gn in the 1940’s and

1950’s offer insight into beth the architectural and cultural significance of the West Coast Style to -

Vancouver architects in the 1980’s. The theoretica.l perspectives developed by Gombrich, Tafuri #hd

Lyotard relating to cultural complexity and continuity in the formation and interpretation of the built

) environment provide the framework for this Postmodern investigation of a cultural landscape.

Thesis Organi zat10

This thesis is organized into six chapters. Chapter One introduces, first of all, the theme and

objective of the project — the deconstruction of the interpretations of the West Coast Modern architectural

landscape. Secondly, it outlines the theoretical framework of the thesis that draws upon E.H. Gombrich’s
evaluation of cultural movements, Manfredo Tafuri’s perspective on Modernism in architecture and
Francois Lyotard’s insights regarding the political—economic system fueling the Modern movement in

archltecture Chapter Two situates this mvesngauon of the West Coast Modern landscape in the

geographic tradition of landscape study and justifies the Postmodern methodology of Derndean~

deconstruction as a means of analysis.

Chapters Three, Four and Five follow the strategy of Derridean deconstruction. The Third Chapter
involves a deconstructionist reading of articles from a.rt:hitecmral and art journals for the purpose of
introducing the textual conceptualizations of the regionally-appropriated Modern movement and
uncovering the ambiguous nature between its representation and attributed significance. The qurth
Chapter qualifies this ambiguity in meaning by relating the conceptualized West Coast Modernism to its
most explicit context, descriptions of .individual buildiﬁ’g projects. By identifying the pa:ﬁculariﬁes of
regional expression on Vencouver’s emergent Modern landscape, this chapter discloses the differences

between experience and interpretation. Chapter Five describes the scope of possibilities open to the

13
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Modern movement on the West Coast in light of architectural ideals and spec*i;ﬁc socio—economic

circumstances. In this manner, it contextualizes the regionally~specific character of the West Coast Style.

Chapter Six relates 1980’s reinterprétations of the West Coast Style as critical regionalism to the
“deconstricted 1940’s and. 1950°s interpretations of West Coast Modernism as regiona! adaptation and
associates the change in sigm'ﬁcancé with a change in cultural values. The chapter concludes the thesis by

evaluating the contribution of Derridean deconstruction to the geographic tradition of landscape study.

- The study of "landscape” is one of many approgches operant ih the field of geographic inquiry. ‘
Since its inclusion in the discipline of geography in the l:llte nineteeth century, it has evolved in conjunction
with social theory for the purpose ;)f understanding not only the physical, but also the cultural forces
affecting landscape formation tlﬁough time. An outlixie of the changing role of landscape study '
throughout the development of the discipline identifies its increasing importance to cﬁﬁural geographic

inquiry and in this manner, situates this project within its tradition.

14



S . CHAPTER 1|
" THE LANDSCAPE TRADITION IN GEOGRAPHY

The West Coast Modern la,ndscafae illu;Uates a regional, therefore place and time specific,
adapiation of Modern principles of design and cox_lstructjoh. Aithough ché.racterized by . references to
naturec— seﬁsitivity to site and integretion with the surrounding environment, the West Coast Style of
tuilding is nevertheless a produc} of architéetural — man-made — endeavour. As such, it constitutes a -
cultural landscape. The cultural landscape has been defined by Wagner and Mikesell as "a concrete and
characteristic product‘of the complicated interplay between a given humae commtinity, embodying certain
 cultural preferences and potentials, and a particular set of natural circumstances. It is a heritage of many" |
eras of natural evolution and of many generations of human effort.”* In this light, the West Coast Modern
landscape represents a transitional period in the history of Vancouver architecture When traditional
building practices encountered the radical.forces of Modenﬁem when social groups such as the artistic
community, the architectural profession, various cultural organizaﬁo;ls and the construction industry acted
to both encourage and confound the advent of Modern design. Because each group contributed to the
development of the regionally-expressed Modernism in its own way, the resulting cultural landscape

acquired a multiplicity of meaning. Its interpretation, therefore, should reveal equivocation rather than

unity.

Fundamentally, a cultural landscape illustrates the engagement of a human subject with a material

object, the physical environment. It is now understood in geography that an empirical investigation of the

built environment does not provide an understanding of its constitution. Explanation can only be _ -

discovered in the relationships between those individuals and social bodies involved in forming the
landscape as well as those involved in interpreting it in a meaningful way. These relationships are complex
and often ambiguous. For exampie, by 1947, the Modern aesthetic had made an impact in residential

architecture in Vancouver. Its capability of responding to regional requirements was praised by art and

‘Wagner, P.L. and Mikesell, M.W. ed. Readings in cultural geography. Chicago and London:
University of Chicago Press, 1962.

- .
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architectural joMs of the time. By 1960, the regional aspect of Modernism was not that evident in the
lburgeoning field of domestic design and, according to the jbumélism. even less so in larger aichit_eétural
Qrojects. Despite its reported disappearance, a number of architects of thé 1980’s have identiﬁed ;1 definite
West Coast Style that was developed in the i9§0’s and have ha,med i; "local vemaéular". This discrepancy
| in the interpretation of a cultural landscape 'fro;n one time period to another,canndt be accounted for by
positivist science’. Consequently, cultural geographers have tuméd to the humanities for more effective

methodologies of inquiry.

Ironically, the rise of empirical science as a dominant epistemdlogy coincided with Lhc formalization
of "landscape” as a concept of cultural expression. This occurred during the European Renaissance, a time

when religious authority ‘waned in influence and an industry-oriented capitalism displaced an

:;gﬁculturally-based feudaliém as a means of economic existence. As land value was decreasingly - -

@

k)

understood in terms of use and increasingly in terms of exchange, portrayal of land as landscape em'erged

in the field of painting. Its representation relied upon empirical observation and technical realization: in

other words, upon the interpretation of the external viewer cum artist Denis Cosgrove argues that,

because of these specific historical origins, landscape paihting, and hence, the idea of "landscape”,
embodies an ideology of human mastery of the environment’. -
An ideology: of external control is most obvious in the positivist practices in physical geography.

Despite an eqmvalent presence in cultural geography, this ideology has remained unquestioned unnl&.h'e

rise of realist critique in the 1970’s. This phnlosophy of science challenged the ObjeCUVCS directing

scientific explanation. It affected cultural geography by snmulatmg_ a humanistic awareness gf the

landscape. Humanism in geographic research ackn\!vledges the insider’s experience of the environment

and draws upon social theory for a meaningful understanding of thatArelaLionship. Relevant social theories

have included phenomenology for interpretation of the affective impact of landsmpe; in symbolic terms,

*Cosgrove, Denis. Social -Formation and Symbolic Landscape. Lnndon and Sydney: Croom
Helm, 1984, p 13.

‘Cosgrove, 1984, p. 26.

16



existentialism for an examination of intentionality in landscape formation, and structuralism as a means of
relating the representation of landscape in art to the dominant social order. Structuralism, in particular,

~N

has strived to expose the ideological underpinnings inherent in the "landscape” concept

\\

The landscapé of West Coast Modernism manifests a distinct expression of rédicél architectural
form. ‘Its assdciated)culnual experience is that of a "movement”, the in,troddction of cultural values“
dif_ferent from, yet based on, the dominént worldview. The social theories employed in current geographic
studies offer unified, logical explanations of landscape formation in accordance with objectively—projected
parame.ters of social reality. They do not allow for the freedom Qf exploration necessary for understanding
the unpredictable, subjectively-based nature of a movement that, because of its diverse potentials in place
and time specific circumstances, is much more complex than its apparent realization. Recent Postmodern
methodologies based on language theory do accommodate this requirement. Deconstrucgon is one such

strategy of textual investigation developed by Jacques Derrida.

Origins of "Landscape” 2N

-

The“ idea of "landscape” is said to ha@e origir'lated with landscape painting'. This onus on the
environment in artistic expression emerged in Flanders and upper lualy, the most economically advanced,
denéely settled and highly urbanized areas in fifteenth century Europe. These were also Lﬁe fegion_smost
accepting of secular, science-influenced, ways of thinking about the world. Ideas emergent at this time
involved expectations of a human control of natﬁre and novel conceptions of epistemologica} unity that
favgured enclosed space. Landscape painting upheld this new world-view. Although the represented
landscape appeared realistic, it waS nevertheless, composed, ordered, by the artist within the framework of

the canvas.

In Flemish Renaissance painting, empirical observation determined the portrayal of landscape. In

upper Italy, "realistic” representation was achieved through the téchnique of perspective. The Italian

‘Cosgrove, 1984, p. 21.



artists believed that linear perspective constituted an objective property of space, not just of vision, and for
this reason, the reality so depicted was true. RenaifSance cosmology justified this artist%c innovation; It
maintained that Creation followed fixed geometrical rules which imparted a harmonious and proportional
order to the universe. Such, also, were the convictions underlying the "scientific” explorations of nature.
The capitalist commodification ‘of’ art additionally contributed to the ready acceptance of realistic
perspectival representation.- Purchasing appeal had to be sustained in different contexts and places and to

this end, RehaisSaince landscape painting cultivated .an aesthetic appreciation of technique rather than

subject matter.

Scientific investigation, perspectival representation of the landscape and individual
appreciation/appfopriation of landscape paihting all bespoke personal authority over the environment. All l
took place from the vantage point of the outsidér, _Lhe one who controlled, but did not belong, to the
landscape. Denied in this relationship was the experience of the insider, the individual or collective entity
that constructed the landscape. If a painting happened to evoke a psychological afﬁnity with the insider’s
world, it was due to illusion accomplished through techm“c.al expertise, not empathy. This outsider’s
authority was also portrayed as neverending. Although Renaissance artists could bcal")t‘ure the flow of
history, they chose to bend its factual appearance to fit the rules of linear perspective’. Consequently, their
art represented that moment as a universal and unchanging reality. While empirically verifiable, landscape
painting disregarded the aspect of subjective constitution and negated the dynamics of history. The nature
of its representation was therefore not realistic, but ideological. But as long as ;neLhods of scientific inquiry

were believed to be objectively facfual, this arbitrary portrayal of reality was ;?p'ted as truth,

The Appropriation of "Landscape” by Geography

In the mid-nineteenth century a newly—discovered "relative” quality of visual perception contested

perspectival conventions of realistic representation. Landscape, as a major subject of painting, also

SCosgrove, 1984, p. 26.
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‘declmed in importance. These occurrences coincided with the emergence of landscape study as a distinct
intellectual discipline i\/‘ithin the newly established profession of geography®. The concept of an ordered,
unified worldview, vwhich had been formalized in landscape painting, was amdemiéally reinte'lpretéd asa
systematized bodVof empirical knowledge, similarly claiming scientific objectivity and validity. But the
ideological values inherent in landscape painting — those of the outsider removed from personal and
collective historical experience — remained, and in time, confounded scientiﬁé investig;tion of the cﬁltu:al
landscane. Strict empiricism could nbt explain landscape formation; it coul¢ not ;esolve the
interrelationships between subject and object, insider and outsider, individu;al and collective. Nor could it .

incoi'porate a historical change.
' »

In recent years the cultural landscape has been employed as a geographic concept by writers striving
to challenge the orthodoxy of scientific method in geography. Motivated by the need to recover
subjectivity or an essential human component in their ol.)ject of study, these geographersvview the Vi@im
and Berkeley Schools of regional and historical geography as the predecessors of their cause. Regional
geography, as developed by Paul Vidal de la Blache in France in the early 1900, foéussed on genre de vie
or human liv;lihood as the generator of distinctive cultural landscapes’. Though successful at incorporating
the constitutive subject of landscape, the Vidalian School did not-address historical change. The Berkeley
School in Califonna did. Under the direction of FCarlv Sauer in the 1930’s, 1940’s and 1950’s, Berkeley

“geographers examined particular landécapes according to the visual record of human agency through
time'. Influenced by German "landschaftsgeographie”, a landscape science concerned with the
classification of landscape and its elements, Sauer’s approach was one of genetic morphology — analysis of '
ensembles of artifacts within the humanized environment. Despite the morﬁhdlogical thematic, the

development and change manifest on the landscape had to be arrestedﬁ at some selected historical moment.

‘James, Preston E. and ‘Geoffrey J. Martin. All Possible Worlds: A History of Geographical
Ideas. New York: John Wiley and Sons, 1981, p. 133. Geography as a field of advanced
study taught by professionally qualified individuals first appeared in Germany in 1874.

"Vidal de la Blache, Paul. "Les genres de la vie dafs la geographie humaine”. Annales de
Geographie 20. 1911, pp. 193 — 212.

'Sauer, C.O. The Morphology of Landscape. Berkeley: University of California Press, 1925.

19



The landscape Ll;en became a static object wherein forms were defined and integrated into a unified,
therefore timeless, composition. While the Berkeley geographers did achieve a subjéctive ‘empathy _with
the external forms, they were noi able to include the meaning invested in those forms at the creative level,
meaning which during times of cultural transition would be complex, contradictory and not explicitly
manifest on the landscape. In addiﬁoﬁ, while claiming morphological analysis, the historical dimension of
l»and$cape was not successfully accounted for. For the cultural geographers of the late twentieth century,
the Vidalian and Berkeley Schools identified that .the subjective meaning of landscape and the consequent
" social account for historical change could not be discovered through empirical study, however empathetic

the investigator. Other methods for explaining landscape formation had to be explored.

In landscap;e painting, the artist employed technical virtuosity to inspire.a psychological affinity with .
the constitutive subject’s experience of landscape. In geographic studies, the means of discoverinvgr personal
meaning were sought in social theory. J.K“Wright, Yi-Fu Tuan and Edward Relph turned to
phenomenology to explore the individualistic perception, response and experience 'of landscape while
Marwyn Samuels drew upon existentialism to address the question of intentionality in landscape creation.
Wright looked for "geopiety" or the emotional borid between man and homeland’. Tuan studied
"topophilia”, the symbolic significance 7of the affective ties between human being andrmaterial
environment'’. Relph investigated the petsonal and profound human encounters which constituted, what
he termed, a "place”!!. Though iﬁtensely subjective in nature, these phenomenological studies still
privilgged the experience of the observer, not the day-to—day participant. Like the laridscape painters,
these geographers rémained removed from their landscape of study in a way that afforded them control

over that external world — control through interpretation’. Marwyn Samuels attempted to overcome the -

" *Wright, JK. Human nature in geography: fourteen papers, 1925 - 1965. Cambridge, Mass.:
Harvard University Press; Oxford: Oxford University Press, 1966.

*Tuan, Yi-Fu. Topophilia: a study of environmental perception, attitudes and values.
Englewood Cliffs and London: Prentice-Hall, 1974.

URelph, E. Place and placelessness. London: Pion; New York: Methuen, 1976.
“In the field of personal landscape evaluation (K.D. Fines and D.L. Linton) that element of

control is further exercised in the form of planning recommendations.
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~ éxclusivity’ of external perspective Lh'rough an existential — biographicai — approach to the "authorship”
~ of landscape®®. Samuels was criticized, though, for&not directly relating subjectively-motivated explanation
with maten;l}eali_ty. His exjsientialist approach disr;garded the. b;oader‘ social dimensions and hence, the

historical forces, operant in landscape formation.

"To the geogfaphic discipline, the social investment of meaning in places by those who make and .
keep thiem is of equal, if not greater, importance than understanding personal affinity. G.P. Marsh first
addressed the role of human agency in landscape formation in 1864*. His Work was revitalized in stpdies
of the "pheriorne_nal environment™** and given a new technical edge through Systems application. The‘
Systems analysis of the environment concentrated increasingly on "process” rather than material fonn _—
the flows (inputs aﬁd outputs) of material, information and motivation that produce, sustam and transform
the cultural landscape. Although it succeeded in ove;rcoming the static dimeﬁsion of landscape study, it still

remained within the confines of an externally-imposed framéWork_ of investigation.

Despite attempts on the part of regional and historical geographers, phenomenologists, existentialists
and Systems analysts to ihcorporate the founding subject and the dimension of time into studies of
landscape formation, a comgrehensive synthesis of the individually creative, the socially influential, and
their changing characteristics and interrelationships' was not achieved. As in landscgpe painting of the
Renaissance, these approaches privileged the outsider’s perspective based on the outsider’s purposes:
explanation of a cultural landscape occurred through strictly deductive as opposed to inductive analysisl

Since the 1970’s, the nature of the authority directing methods of positivist science, such as Systems

analysis, has been questioned by a "realist” perspective in geography. Realism is a philosophy of science

USalmuels', M. "Existentialism and human geography* in Ley, D. and Samuels, M. eds.
Humanistic geography: prospects and problems. Chicago: Maaroufa; London: Croom Helm,
chapter 2, 1978.

“Marsh, G.P. Man and nature: or physical geography as modified by human action. ed.
David Lowenthal. Cambridge, Mass.: Harvard University Press; Oxford: Oxford University
Press(first published in 1964), 1965. )

*This concept places the physical environment in a "dynamic but non-equilibrating framework

wherein the physical realm of resources and ecosystems is seen as undergoing ruthless
exploitation”.
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that identifies the theoretical inferences made by positivist science that are based on strict. empiricism, and
criticizes them as ideological.

s

"Landscape" as Venue for Geographic Humanism

In criticizing the ideological assumptions underlying positivist approaches m geoéraphy, realism
introduced the investigation of socially—causal forces operant, but not necessarily evident, in landscape
formation. Although this dynamic quality can be said to be inimical to the concept of landscape, which is
characterized by the visual and the static, the appropriation of realism by cultural geographers contesting
the methodology of positivist science has generated ﬁhe current "humanistic” approach in landscape

studies.

Humanism,represents the concern with subjective involvement in the creation of landscape\at the
levels of the social and the historical. In American geography it first emerged in the writings of J.B.
Jackson. He was said to have "democratized the concept of landscape by writing from the inside and by
revealing the symbolic meanings which arise frorﬁ social life in particular geographic settings."'¢ But
Jackson’s work waé as one-sided as previous studies. Although it successfully portrayed the internal
political and cultural aspects affecting landscape formation as they changed through history, it neglected
external theoretical analysis. The relationship b'etwecn'inside experience and outside evaluation was not

resolved.

Realist directions in geography encouraged strﬁcﬂualist approaches to landscape study. For
example, Denis Cosgr‘ove employed and modified Marxist structuralism to address the social and historical
dimensions of landscape art and architecture. His purpose was to integrate the portrayal of landscape in art
with the material — economic — base of society in order to ascertain the role of cultural artifacts in

justifying and idealizing the dominant social order. Although Cosgrove’s methodology offered a

comprehensive social contextualization of the artistic formation of landscape, it did not include the effect of

Cosgrove, 1984, p. 34.
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. the artistic activity which strived to undermine existing authority. It attempted to understand the insider’s
perspective; but ultimately that perspettive was deciphered according to theoretical analysis. Again, the
outsider assumed control and the richness of meaning describing the diversity of ideals, motivations and

_ appropriations was lost. A comprehensive understanding of landscape formation was not achieved.

A Postmodern Reading of "Landscape”

- 7

Humanist approaches have sﬁccessfully pointed out the necessity for social theory in the
understanding and explanation of landscap; formation. Recent Postmodern theories focus on language and
writing as sources of information regarding the creation of cultural environments. Geographeré ﬁrst
recognized the emergence of a Postmodern way of thinking about society and culture in the 1970’s.
Although difficult to define, Postmodern iheory exhibited and continues to exhibit one unnlis;akable trait:
it disputes‘ and .revivses agreed-upon notions of progress, modernity and reason. According to Charles
Jencks, "this post-modern Movement is neither anti-Modernist nor reactionary. It accepts the discoveries
of the twentieth century — thosé of Freud, Einstein and Henry Ford — and the fact that the two world
wars and mass éulture are now integral parts of our world picture, but doesn’t make from this an entire
| ideology.”"” Geographical awareness of this intellectual crisis brought about by Postmodern theory is
entering the discipline via humanistic geography. As Lh.ei theories of knowledge employed by humanist‘
geographers do not represent established epistemologies bﬁt rather developing processes in minking, they

connect to Postmodern ways of investigating the world*®.

Issues that have been addressed by Postmodern methodologies in geography include those of

cultural change', the ideology of progress?®, the media of visual

"Jencks, Charles. 1987, pp. 6 - 7.
""Folch-Serra, Mireya. 1989. p. 67.

l’Srm:th, Susan. "Practising humanistic geography” in Annals of the Association of American
Geographers 74, 1984, pp. 353 - 74.

Sack, Robert Human Territoriality. Cambridge: Cambridge University Press, 1986.
5
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representation?!, the "intellectual landscapei'“, and erosion of regional identity?’. The methodologies used
follow -two major viewpbints: a post—smlcqual or deconstructionist approach and a procedure of
resteration. Deconstructionists examine the \;/orld as, répresentedr ﬁy textual description; for }hem, the
written word provides simultaneously a reading and interpretatioril‘ of that World Re§torationists, on the
other hand, analyze the world through manifested speech and the ensuing criticism is therefore dialogical.
It is deconstrultion ‘a /a Jacques Derrida that is pﬁma;ily responsible for the challenge to methods 6f
logical explanation. Derrida insists that philosophy give up nonnativé notions of progress and
-representation. - Instead, studies of representation'should involve_ the understanding of who is directing_ the
processes of inscription and for what purposes. To this end, deconstruction attempts- to eliminate the
contrast between ;'contqmplation and action” by uncovering the multiple and often conflicting dimensions
of meaning underlying apparently‘ coherent systems of social behaviour. The application of Postmédem
methodology has been summed up by Stephen Daniels as a "dialectic of discovery and construction” that

can involve complex and delicate adjudications between perspectives of participants and observers, between

incidents and general themes and between competing theories of explanation?*.

Fundamentally, Pdstmodem social theory tries to overcome authoritative analysis: ii seeks to ciestroy
"metanarratives” by disclosingv all possible interpretations of a cultural phenomenon. This type of strategy
is particularly relevant to the study of a "movement”, a cultural phenomenon also challenging dominant
social beliefs by advocating values which are radically different and potent with possibilites for cultural
changei The final resuit of a movement, such as its manifestation on a landscape, does not clearly express

the conflict involved in its realization. The diversity in meanings and motivations associated with the

2INash, Peter. "Tﬁe making of a humanist geographer: a circuitous journey” in L. Guelke
(ed). Geography and Humanistic Knowledge. Department of Geography Publication Series No.
25. Waterloo, Ontario: University of Waterloo, 1986, pp. 10 - 13.

2?Rowntree, Lester. "Cultural/humanistic geography” in Progress in Human Geography 10,
1986, pp. 580 - 6. '

BGuelke, Leonard (editor), Geography and Humanistic Knowledge. Department of Geography
Publication Series No. 25. Waterloo, Ontario: University of Waterloo, 1986.

*Daniels, Stephen. "Arguments for a humanistic geography” in R.J. Johnston, ed. The Future
of Geography.  London and New York: Methuen, 1985, p. 143 - 158.
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acceptance, rejection and appropriation: of movements can be assessed more comprehensively through the

experience of the participants at the time of the movement’s impact. One way of accessing this experience

is through an investigation of its record in v}riting. Although the majority of architects do not evaluate . -

their work in written form, they are influenced by those who do. On the West Coast,» contributors to
architectural and art journals included not only practicing architects (Simpson, yPratt) but also téachers in
academic institutions (Binning, Lasserre). These aut.hbrs provided both a documentary and an ﬁistoriczl
account of the experience of the Modern architectural movement on the West Coast. Deconstruction, as a
Postmodern theory of cultural inquiry grounded in language theory, engages the written word as a pnmary
source of information. According to its premises, the text embodies subjective experience and evaluation
' that also represent broader social influences. By integrating both individual and social perspeétives,

“insiders’ and outsiders’ evaluations, Derridean deconstruction discloses the various forces affecting

landscape formation and interpretation. For this reason, it appears capable of effectively investigating a ‘

cultural landscape creat?d by a regionally-realized, Modern architectural movement and its cgltural

significance at the times of its emergence and rediscovery.

A Postmodern Method of Landscape Analysis: Deconstruction

In this thesis, the textual representations and interpretations of the West Coast Modern architectural

‘landscape are investigated through Derridean deconstruction. Five terms are central to its strategy of
investigation: "arche-writing”, "iemporal experience”, "differance”, the "trace” and the "hinge".
"Arche-writing” refers to inscription of any' kind composéd according to particular methods of
representation that themselves are determined by particulaf systems of signification or cultural rneaning._ It
is the authority of this arche-writing that deconstruction strives to undermine. Comparison—be}ween
arche-writing, or the conceptualization of a particular cultural phenomenon, and records of the "temporal,
or day-to-day experience” of that phenomenon reveals an area of "differance” which describes the
differences, sinﬁlaritjes and complex inteneladonsrfips between concept and experience. Arche-writing,

temporal experience and-differance between the two emerge from the "trace” or the extant cultural reality

T 2 e g
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as affected by’ historical, ;actual and idealisticki'nﬂuenccs. More specifically, trace depicts the conditions —
social, political, economic, etc. — which generate the potential, experier_lée and conceptualization related to
a particular cultural event. Within the "cradle 5? the trace”, the n~10ver'nent of meanirig between ideals,
expérience'and interpretatior;, is situated the "hinge", a relatively flexible culturﬂ mechanism serving to -
arbitrarily corinéct past, present aﬁd future. The direction of t?,e hinge identifies the particulaf path of
"progress” undertaken by a culture in a spéciﬁc place at a speciﬁé time that dete;mines the realization and
significance of various cultural events. In this thesis, that path is érit‘.iczlly analyzed through the study of

the event of a movement and its expression on an architectural landscape.

Derridean deconstruction follows thre¢ phases of textual analyses. The pMe of its strategy is to
disclose the ambiguity, complexity and contradiction of meaning extant in a cultural reality and, at the
same time, to identify the dominant system of signification determining that culture’s progress. In Phase
One, selected texts or examples of :irche—w’rit.ing are deconstructed in order to reveal the vagueness of
meaning associated with textual representation of a palfticular cultural phenomenon. In Phase Two, this
ambiguity is qualified through a comparison between the arche-writing of that cultural phenomenon and
records of temporal experience. The different-ness and deférence that are disclosed constitute the area of
differance. In Phase Three, cultural circumstances and imperatives are put into "play” with one another to
create the cradle of the trace, the context of actualities and potentials generating both experience and
arche-writing. Within the trace the direction established by the hinge ‘is disclosed. By shbwing this
direction to be one among many, deconsfruct.ion challenges tﬁe arbitrary nature of the authority guiding

that particular path of cultural progress.

s rs

Phase One of Deconstruction

Derrida reminds us that as inscription has served to record history as an expression of metaphysical
or logocentric "truth”, it has done so at the hands of the particular social institutions in power. Hence, it
must be considered that this inscription, this writing of the "sign”, called arche-writing, is arbitrary in

nature. Revealing this arbitrariness through the disclosure of ambiguity within a system of signification
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that has beén ‘su'bmitted to inscription is the purpose of deconstruction: a "text’s” crucial terminoloéy a‘rid
its prefgrred mode of argument are put to work as part of its own critique. As the initial step towards this
critique, the First Phase of the deconstruction process involves> the detecﬁon or disclosure of the body of
characteristics and their significance that comprise the concept of study. In the case of this project; the
concept of West Coast Modernism is outlined according to its aftributed qualities and tﬁe importance of its
emergence and continued development. Articles from national architectural and art journals of ﬂle 1940’s
and 1950’s constitute the source of information. In this manner, Phase One introduces the media
descﬁbing the concept of West Coast Modernism, the (s‘{ated) relevant conditions generating its evolution, ’
and its (ascribed) appearance on Vancouver’s architectural landscape. In this manner, it constructs a
multivaried d.eﬁnitjon which, on the one hand, constitutes the concept under study, and on the other hand,

facilitates its further deconstruction.

Phase Two of Deconstruction

According to Derrida the Second Phase of Deconst%xction relates a text to its most explicit'édntext
The intent is to invert the classic hierarchical opposition of "world"” and "work", of system of signification
and account of experiénce, of the arche-writing of -West Coast Modernism and specific descriptions of a
regionally-distinct landscape. To this end, the terms of representation used ‘in arche-writing are
repetitioned in a deconstructionist reading of the debictions of témporal experience in order to identify
their relevance and significance. In this project, temporal experience is Tepresented by reviews of
individual buildings portraying various categories of architecture, from housing to commercial and
industrial to public. Derrida forewarns that this relationship between arche-writing and temporal
experience is inherently complex, not necessarily predictable and never  certain: conceptualized
signification both draws from and affects the recorded experience of putting ideas into practice. He
describes this relationship as revolving around differance. o . | ’

Differance refers to the different-ness and deference reciprocally affecting writing which represents

a temporal experience and an arche-writing which gives that experience meaning. Arche-writing is

T
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constituted by the systerh of signification that encomﬁasseé é temporal entity within that system’s
transcendental or cultural origins: it is the pattern which gives form to substance, function to content.
Derrida conpends thatgthe phenomenon of arche—!wn'r.ing is constant and self—;eferenﬁal. But in the process
of continﬁo,ﬁsly éhanging its expressive form, arche—writing is capable of concealing its orig.ins of meaning,
thoge origing being rooted in temporal exprience. Representation of lived experience provides a
perspective exterior to arche-writing. It expresses the familiar as opposéd to the transcendental, or-
ideologiml,‘ in society. It recounts the experiential origins of meaning in ﬂ;eir mulr.ivaried and often
. contradictory state of éxistence. "fhis familiar perspective, genefar.ing the differance between concept and
practice; is also responsible for insﬂﬁng anibiguity“ in arche-writing, the absence of order and unity

disclosed by Phase One.

Phase Three of Deconstruction

Differance emergesbfrdm what Derrida calls "the cradle of the trace”. The "trace” refers to the |
conditions embodying temporal lived experience as well as the continuous presentation and non or
depresentation, or the arche;writing of that experience, all of which have followed a particular historical
p‘ath. The trace can be defined as a constantly changing "origin of origins"?*. The disposit.iqn of temporal
experience, arche-writing and differance "originate" in and continuously reconstitute the 't;ace.
Understanding the nature of the trace involves monitoring the movement of both representation and
signification between arche-writing and experience, thevmovement which creates dzjjérance. Within Lhe
cradle of the trace, it is the area of different—ness or deferment created by the movement of meaning, that
permits the deconstructionist breaching of a seemingly unified concept reléting form and meaning, or
building practice and evaJuaribn. "Seemingly uniﬁed" ‘because it is this spacing which provides the
potential for disrﬁpting the ideal linearity of movement. It allbws for the functioning of what Derrida calls
the "hinge" - a (culrural mechanism) conducting the di}recr.ion' of progfess. Hence, in this cradle of the
ace encompassing experiénce and its given signiﬁcariod lies the origin of the arbitrary constitution of the

written sign.

% Derrida, 1976, p. 61.
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In Phase Three, deconstruction demands a "play” or rearrangement of the vgﬁous constituents of
the trace. This is because firstly, the field of a temporal entity is constiiuted of diverse possibilities - both
structural and genetic - of the trace; and secondI?, the possibility of signiﬁdation in arche-writing
presupposes some difference between the representation of a temporal experience of that entity and its
attributed cultural meaning“. ‘According to Derrida, this search for the sources of signification through '
play involves undermining the widely-accepted concept of meaning as a stIu'c‘ture‘of opposites, of
‘experience vs, world-view. For him, the two are not antithetic but intimately interconnected, mutually, but

® perhaps asymmetrically, influential. Significaticn is formed by the movement between experience and
arche—writiﬁg}. Iﬁ'mis process, discontinuity and discreteness, diversion and reserve assume influential
roles. To think "play” of signification radically, the question of meaning in being must be addressed in
accordance with) the experience of a temporal entity in the world Iand an understanding of that world’s

transcendental origins of explanation.

&

The Third Phase of Deconstruction, therefore, is concerned with the concept of "play” as a means of
further problematizing the idea of a dichotomous hierarchical thinking, of the conferring of unity and
order to experiential reality. Its first step consists of attaining a certain "exteriority” or objective
perspective in relation to a philosophico-cultural tradition -by identifying the complex‘ of predicates
attending a specific historical situation. In the case of this project, this complex of predicates involves the
relevant social, economic and political circumstances suﬁouﬁding the appearance of West Coast Modern
architecture of the Vancouver landscape. The second step im%%ves a rigorous and extensive famﬂiarizatigi A |
with the texts of Lhat'tra;djtjon to the point of being ab}e to define the dominant imperatives expressed
therein. Imperatives affecting the Modern movement on the Wesf Coast were primarily those of the
architectural profession and the artistic community. The third step requires a‘certain strategic arrangement
of the circumstances and imperatives comprising the trace in order to describe the various possibilities

~ open to the practice of Modern architecture on the West ‘Coést This would identify the particular ;1ature

of regional appropriation of the Modern architectural movement as well as thegsources of

**Derrida, 1974, p. 15.
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ambigucus/arbitrary meaning embodied in its arche-writing. )

According to Derrida, the trace subsumes successive occurrences of differance betWeen lived
experience and conceptualizaﬁom The self-referential quahty of this process creates the conditions for the
emergence of idealism. 1980’s arche-writing of the Weé Coast Style as a force of critical regionalism
Serves as an example of such idealism. Because it represen'is regionally-adapted Modemn a{chitecture
differently than the arche-writing of the 1940°s and 1950’s, it signifies both a change in archiiecmral

imperatives and a change in cultural values.
Sources of Data

In order to apply the Derrideé.n method to a geographic question, research for this thesis focussed
upon written records and interpretations of the gquraphically zihd historically specific landscape. Primary
data sources comprised professional journals, popular magazines, books and reports which addressed the
issue of the Modern architectural movement on the: West Coast. Although other media Ki} :;‘s
photography or personal interviews could pdssibly offer a more direct representation of an architectural
landscape, an higterical cultural event such as Lhe.Modém architectural mo;/er‘nent is most often studied
aczderm’cally‘ttuéugh its te&‘uﬂ interpretations. The t’oqtal nﬁmber of articles used in this deconstructionist
analysis may appear small. But‘according to Derrfda; an effective deconstruction can occur With as few as
two different texts?’. Because Deconstruction is‘ a"method_ intended to disclose the ambiguity in meaning of
a geographic-historical phenohenon _ West Coast Modernism — and in this manner expose the |
dominant but arbitrary social values underlying,bdtbevaﬂy and ‘?urrent assessments, the textual sources
dated from two time periods - the (prejModem) years of develép{nent, 1945 to? 1960, and the current
(Postmodern) years of evaluatdon. The degree of influence during the time of its development was gauged
by an investigation of selected buildings representative of Medern design in Vancouvrer between 1945 and

1960. The cut-off date. was established as. 1960 because that is the year that Modernism was finally

**Norris, Christopher. "Deconstruction, Post-raodernism and the Visual Arts” in What is
Deconstruction? London: Academy Editions, 1988, pp. 20 - 25. .
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acknowledged as the dominant building aesthetic in the city®*.

'

Examples of arche~writing or the conceptualization of British Columbia’s expression of regionalism

- in contemporary design were located through the Canadian Periodicals Index, the Canadian Art Index and

. the Canadian Architectural Periodicals Index 1940 - 1980. Three items appeared in the Journal of the

Royal Architectural Institute of Canada and three in Canadian Art Individual building projects

exemplifying the temporal experience of Modernism in West Coast architectural pracﬁce were selected on
the basis of warranting at least two reviews or critiques. The Canadian Architectural Periodicals Index

9 1980 identified articles in the Journal of the RAIC, the Canadian Builder, and The Canadian

—

Architect and the Canadian Periodicals Index in Canadian Art and Western Homes and Living. The B.C.

Newspaper Index was examined for items in The Sun and The Province, but the information presented in ’

the items was minimal and only peripherally relevant to the thesis question. The\ Canadian Architectural
Periodicals Index wés also used for organizing buildings into categories (See Table 1.). The spectrum of
selepted building projects representing West Coast Modern architectme fell into the following' categories:
housing; commerce and industry; religious architecture; culture, leisure and sports; public buildings;
teaching and research. The final selection was then cross-referenced with the B.C. Inventory of
Award-Winning Buildings, the Vancouver-City Archives selection of importaqt building designs, and the

PR L R L4 T4 4 e

architecture featuréd in Vancouver: Art and Artists 1933 ~ 1983 and Exploring Vancouver 2.

identify the associations and institutions pertinent to Vancouver’s Modern movement in architecture and

again the Canadian Periodicals Index, the Canadian Art Index and the Canadian Architectural Periodicals

Index 19 1980 were used to find articles expressing the perspectives of these social organizations.

Items were found in the Journal of the RAIC and Canadian Art.

* See "But we- like to sprawl™ in The Province, January 7, 1960, p.4; "Some just like to
sprawl - others prefer Pompeii” in The Sun, January 19, 1960, p. 6; and "The curtain-wall
jungle” in The Sun, January 23, 1960, p. 4. :
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Current literature on West Coast Modernism in the form of articles in journals and chapters in
books included the following authors: Barry Downs, EM. Gibson, A. Gruft, S. McKay, M. McMordie, .

S. Rossiter, and D. Shadbolt.
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CHAPTER I
1940°S AND 1050'S CONCEPTUALIZATION OF A REGIONAL MODERN ARCHITECTURE:
ARCHE- WRITING

¢ The deconstruction of "West Coast Modernism” begins with Phase One which implements a

deconstructionist reading of texts describing the emergence of a regional architecture during Vancouver’s .

Modern movement. 1940’s and 1950’s publications of the Journal of the RAIC and Canadl;ax_l Art comprise

the media of representation. ﬁe purpose of Lhié phase is to identify the body of cha.ractéristics and their
associated signjﬁcéncé ‘Lhat constituté the arche~-writing of the West Coast Modern l'aqucape and in the
process, to disclosé the ambiguous nature of that association. Derrida states that writing as rép;esentaﬁon
exists in relationship with signification but that relationship is neither direct nor simple. Deconsﬁucﬁon
reveals that the representation of the Modern movement in a.rchitecture‘bon the West Coast varied from
journal to journal, from author to author. It attributes this lack of descriptive unity to‘the’difference of
opinion amoné individuals and social groups regarding the cultural significance of the regional design

idiog.

Representation of a Regionally—interpreted Modern Architecture

Journal of the Royal Architectural Institute of Canada

In June, 1947, C.E. Pratt wrote that while domestic architecture in Vancouver showed a definite
trend tdwards contemporary design, efforts had also been made to n;ake the houses indigenous to British
Columbia'. The problems, or qualities, of the regioﬁ affecting architectural form incluéled abundant

~rainfall, limited sunshine, spectacular views, rapid weathering, and a moderate climate. To provide a
shelter from the rain, Modern architects extended the roof four to five feet beyond the exterior elevations. '

For this purpose, flat roofs proved more economiical than the traditionally pitched. To capture as much

‘Pratt, C.E. "Contemporary Domestic Architecture in B.C." in Journal of the RAIC, June
1947, p. 179. ‘
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sun as possible, exterior walls incorporated large areas of glass. The position and size of these iv‘indows
were usually determined by thg location of a view. A erate climate encouraged both the extensive use
of glazing a.pd the employment' of a radiant heating system. For the most.practical application of this
system, all unneccessary interior walls were eliminated thus creaﬁng the large, open and functionaliy
flexible spaces characteristic of contemporary design. For Pratt, the economic dimension of architecture
was important. He stated that the Modern architect on the West Coast welcomed the client who could only
afford a $3500 house. His or her financial limitations stimulated the developmentvof regional solutions to

design problems. ‘ -

Three years later, H.H. Simmorids described how -the accessibility and flexibility of local building
materials, in conjunction with the absence of traditional form, contributed to a "freedom of design” in
current architectural work in B.C.2. He noted, though, that goocj grade lumber was no longer available at a
reasonable cost while sand and gravel continued to be easily procurable. Consequently, B.C. architects

were increasingly employing concrete and Stigco in their designs.
' I

111 an article also published in 1950, W.H. Bimu'ngham described how the rising costs of
construction after the war instigated innovation in methods of construction in West Coast architecn‘lre". In
residential design, experimentation had led to a method of wood framing that generated an openness-in,
interior space and a linking of house to garden. According to Birmingham, this "fresh approach”, this
trend towards the Modern, was aided by a changing population composition. Families of various
backgrounds were migrating to the Coast in search of opportunity and change; they were willing to break

with tradition and, consequently, were accepting of the contemporary design of houses.

.

*Simmonds, H.H. "Introduction of B.C. Architecture” in Journal of _é_ RAIWSep ber 1950,
p. 28S. ’ ’

‘Birmingham, W.H. "Residential Work" in Journal of the RAIC- September 1950, p. 305.
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Canadian Art

In 1947, Fred Lasserre agreed with Pratf’§ assessment that geography and climate constituted the
major influences on West Coast architecture®. He added that it wa§ these particular physical and climatic
conditions that impaired the transfer of traditions frqm other places. The new architecture on the West
Coast was basically characterized by the flow of interior to exterior: the breath-taking views and the rich
vegetation demanded the opening of interior space to the outside. ’i‘his was aécomplished by incorporaﬁng
the utmost of window areab into a structure. The moderate%njnate of the region cre‘éted ideal conditions
for the use of radiant panel heating which, in turn, required a freer, more open, interior. The rainy period,
_on Lh.e oth‘er hand, inspired an extending of the roof into a wide overhang. Expanding a flat, as opposed to |
pitched, roof pr(;ved more economical and hencé, more socially acceptable. Cedar and fir were indigenous
to British Columbia, abundant and of excellent quality. In residential design, fir was employed as the
principal framing materiél and cedar, in a variety of finishes. According to Laséerre, West Coast
architecture represented Modern design principles enunciated through local materi\als respondingAto local
geographic and climatic circumstances. In this manner this architecture was native to British Columbia, but

the regionalist approach was international and could be adapted in all parts of Canada.

In 1953; ‘Douglas Simpson countered the priority given to geographic influence on West Coast
building practices. Architecture, he wrote, was related as much to j)eople as to geography: history revealed
that the architect had always pursued new ways of building as a means of expreséing new ways of living, It
was for this reason that architécture was always contefnporary or modern®. Current aréhitectural
articulation of social reality was dictated by reason and not artistic sensibility. In Canada, this attitude was
applied. to the justification of national pride raE\her than tb the acknowledgement of regional differences.

But regional distinction did emerge in Modern Canadian architectural development. British Cdluinbia was |

a province that showed a greater enthusiasm for a cqutemporary approach to living than the rest of the

I

‘Lasserre, Fred. "Regional Trends in West Coast Architecture” in Canadian Art,
October/November 1947, p. 7.

“Simpson, Douglas. "Towards Régionalism iI"l Canadian Architecture" in Canadian Art, Spring
1953, p. 1lL , ‘ '
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country, yet the fine arts played an integral role in building design.' Murals and sculpture often contributed
to structural appearance. Simpson pointed out that this regional differentiation derived from cultural
values and not geographic characier. But, he believed, regionalist sensibility.accommodating' both aspects

would direct the future of Canadian architecture,

By 1958 Lasserre had modified his geographically biased pefceptibn of West Coast design. He
wroie that in Vancouver, there was a desire to make of architecture a great humanistic experience®.
Vancouver was a youthful city, free from tradition, full of reckless energy, open to various ideas from
abroad, yet populated by cultures accustom‘éd, to quaiity and planning in architectural design. The city’s
architecture reflected this diversity in cultural values and influences. A structurally-emphasized roof made
reference to the geographically-inspired regionalism developéd in residential design. Local archi@rts\were
increasingly appropriating International Modern methods of design and construction introduced Lhrbugh
imported architectural journals. Lasserre observed a Japanese sensibility in the modesty‘,of post-and-beam
designs and the extension of that play of space to bigger projects. And a regionél aesthetic founded on
residential wood architecture affected a texturing or softening of the hard concreté and glass surfaces of
large structures of commerce and industry. A final significant force directing West Coast building practice
involved collaboration with artists in the design proéess. According to Lasserre, these influences, both local
and foreign, had not yet been ir;tegrated in Vancouver’s building design. He described the city’s
architecture as immature, placing a premium on originality at the expense of quality, and exhibiting a lack

of awareness of its surrounding environment.
Diversity in Representation

Architectural and art journals represented a diversity of definitions of the regional expression of
contemporary architecture on the West Coast. The first noted characteristics, described in 1947 by Pratt in
the Journal of the RAIC and Lasserre in Canadian Art involved wide overhangs extending from a flat roof,

expansive areas of glazing oriented to capture a view, a radiant heating system requiring an open interior

Lasserre, Fred. "Keeping Pace with Architecture in Vancouver” in Canadian Art, April 1958,
pp. 84-85.
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space, and the use of local building materials for structural framing and interior/exterior finishing. These
distinctly regional features derived from experiments with Modern principles of architecture in the design
of detached housing. They evolved through a structural, mechanical and aesthetic accommodation of

geography, climate and local resources.

In 1950, Sirnrndnds and Birmingham, architects writing in an architectural journal, emphasized the
flexibility, availability and changing economic accessibility of local building mateﬁals, in conjunction with
the rising costs of const}ucﬁon instigating structural innovation, as the primary factors generating a regional
architecture. In their minds, contemporary West Coast design was characterized by wood post-and-beam
. technjque of framing which, in turn, created open interior spaces and structural connections between inside
a.nd.outside environments. Simmonds and Birmingham brought to the fore Pratt’s earlier perception that

economic considerations would lead to the development of a regionally-specific Modern architecture.

In 1950°s publications of Canadian Art, Simpson and Lasserre introduced thcincorporation of fine
art in contemporary West Coast design as an important characteristic of regional expression. Lasserre also
observed how regional features developed through architectural response to geography, climate and natural
resources affected the increasingly proliferating International Style Modernism oﬁ the West Coast. He
noted specifically the continued structural extension of the roof and the texturing or softening of concrete
surfaces.' In comparison to the earlier conceptualizations of contemporary West Coast design, those;df the
later 1950°s focussed on the aesthetic interpretation of a regional structural distinction founded on

geographic and economic considerations.

According to the journals of architecture and art reviewing the emergence of a regional sensibility
during the Modern movement, the West Coast idiom represented architectural accommodation of
particular geographic circumstances, structural innovation instigated by economic changes, artistic
expression of regional identity and aesthetic referénce to regional design developments. This diversity in-/ |
the representation of a West Coast Modern architecture pointed to a difference of opinion regarding the

significance of its evolution as a distinct design idiom in residential design and its influence on larger
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building projects.

Differing Qp_inibns regarding the Significance gf a West Coast Sensibility in Modern Design

As the representation of West Coast Modernism varied from journal to journal, from author to
author, so did the Mated signiﬁcanc;:. Pratt, a practising architect and promoter of regiohalism, wrote
that architects on the West Coast strove to mold elements of Modern design into an indigenous
architectural form. The primary significance of such regiohal design lay in the economic resolution of
regional building requirements. Lasserre, head of the School of Architecture at the University of British
Columbia viewed West Coast architecture as the enunciation of Moderﬁ design principles ﬂlrough local
mateﬁds in the solving of local geographic and climatic pro_blems. According to Simmonds, regional
expression attested to a "freedom of design” in British Columbia, a freedom from tradition. Birmingham,
also a Modernist, emphasized the importance of structural innovation in the emergence of a West Coast
Modemism. In contrast to the economic and structural significance attributed to Vancouver’s
contemporary design practice by the Journal of the RAIC, Canadian @ focussed on cultural importance.
Simpson, a Modemn architect instilled with the belief that architecture contributed directly to social
well-being, wrote that while the province’s architecture expressed a contemporary approach to living, it did
not forego artistic sensibilities for those of reason. For Simpson, and later for Lasserre, West Coast
Modemn building design signified collaboration between Lhe fields of architecture and art. Lasserre
identified the regionalism evident on Vancouvef’s Modermn architectural ;andscape as an endeavour to make
of the city’s building pfactices "a great humanistic experience”. In his mind, the West Coast sensibility
proved strong enough to modify the structural fdrrh and aeSmetjc\appearance of the severe and- abstract

International Style Modernism. Hence its significance lay in the expression of regional identity on the face

of universality.

|

The deconstructionist reading of architectural and art journals of the 1940’s and 1950’s did not
~

reveal a unified or ordered body of meaning in the aiche~writing of the Modern movement in architecture
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oﬁ tne West Coast. Additionally, an éimbiguity emerged between representation of regional Modernism
and its signification. It was not clear how an&architectm'e adapted to climate and gedgra;éhy -proved to be
economically significant, why the use of local building materials signified a "freedom of design" or
liberation from tradition, why post-and-beam construction was reported to be structurally innovative, how
the rcollaboraiion between a;chitects and artists exprressed a"contemporary approach to living, an'd' why
regional modiﬁcation of International Style Modernism was described as a "humanistic experience”.
Although these relationships were inscribed in the arche-writing of West Coast Modern architecture, they
were not fully explained. Derrida contends that this vague connection between representation and
signification is related to the presence of differance between arc}lg—wﬁﬁng and its oriéins -— témi:oral

o

experience.
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7 CHAPTER IV |
TEMPORAL EXPERIENCE OF MODERN ARCHITECTURE ON THE WEST COAST VS,

" ARCHE-WRITING: "DIFFERANCE"

Derrida describes differance as a movement of meém'ng from tempofal experience to arche~writing
and back to tefnpor:il experience. It nas no definite beginning and, assumedly, no definite end. During
that movement, the significance associated with the experience of a particular phenomenon is subjected te
the effects of discontinuity, discreteness: diversion and reserve. Slj::h is the proces§ of arche~writing, tne
process which gives the substance of experience a form or representation and the content of that
experience a function or significance. But arche-writing is never capable of comprehensively representing
or signifying temporal experience. Phase Two 1:eveals this inability through the disclosure of differance,
through the deconstructionist reading of records of temporal expenence according to the conceptuahzed
definitions identified in Phase One. By 1nvertmg the hierarchical opposition between "world", or system of
signification, and work", or buﬂdmg experience, the strategy of Phase Two serves to expose the manner in
which arche-writing subsumes temporal experience into a particular cultural reality and the way in which

its constantly changing but nevertheless self-referential processes of representation conceal their

experiential origins of meaning.

In this Fourth Chapter, the concept of West Coast Modern architecture is related to reviews of
individual building projects representing a number of building types (see Figure 1.). The objective is to

demonstrate how the conceptualization of West Coast Modernism evolved with its progressive appearanee

on Vancouver’s landscape and how its representation in the Journal of the RAIC, The Canadian Architect,

Canadian M and Western Homes and Living contributed to and was molded by the "arche-writing"
describing West Coast Modernism presented in the previous chapter. Analysis of a full range of
architecmral“mojects was necessary not only to establish the influence br regional Modernism to
Vancouver’s overall architectural practice but also to validate the West Coast Style as an aesthetic

expression of the city’s cultural values. The p:ojects were selected on the basis of warranting at least two



_ published reviews or critiques. These were located through the Canadian Periodicéls Index, the Canadian

Art Index and the Canadian Architectural Periodicals Index 1940 = 1980.

_ The first building type to be submitted to a deconstructionist apalysis is _Detachéd Housing, the
category wherein Modern Iprinciples of architecture were initially practised and from which é distinct
regional expression emerged. Following Detached Housing are Apartment Buildings, Banks, Shopping
Centres, Factories, Office Buildings, Places of Worship, Libraries, Post Offices, and Professional Schools.
They represent the categories of Housing; Commerce and Industry; Religious Architecture; Culture,
Leisure and Sports; Public Buildings; and Teaching and Research. Their sequence of analysis parallels a.

- loose chronological order based on time of construction.

JERNg
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FIGURE 1

SELECTED EXAMPLES OF WEST COAST MODERN ARCHITECTURE
EVIDENCE OF TEMPORAL EXPERIENCE

Architectural Category Example
Housing & :
Detached Houses Porter House (1948)
. The President’s House (1949)

o . D.H. Copp Residence (1951)
Gordon Smith Residence (1955)

Apartment Buildings - Hycroft Towers (1950)
-, Parkwood Terrace (1960)

Commerce and Industry _

Banks Imperial Bank of Canada (1949)

Shopping Centres Park Royal Shopping Centre (1950)

Factories . British Ropes Canadian Factory Ltd. (1953)
’ : " Annacis Island Industrial Estate (1956)

Office Buildings Marwell Office Building (1950)

B.C. Sugar Refining Co. Ltd. (1956).
B.C. Electric Co. (1955 - 57)
Burrard Building (1956 ~ 57)

Religious Architecture ~
Places of Worship ~ Highlands United Church (1956)

_ Culture, Leisure and Sports
Libraries Vancouver Public Library (1956 - 57)

Public Buildings .
Post Offices General Post Office (1953 - 58)

Teaching @ Research
Universities and Colleges Fine Arts Centre, UBC (1960)

Source: Selected from Bergeron, Claude. Canadian Architectural Periodicals Index
1940 - 1980. Quebec: Les Presses de 'Universite Laval, 1986.
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"Differance” in Distinct Architectural Categon'és

Hou.sing

‘Detached houses. Four buildings représent the contemporary detached housing design of post-war .
Vancouver: the Porter House, /the President’s Residence at UBC, the Copb and Smith Residences.
Although each was planned according to the living requirements of a single family, those reduirements
differed from home to home; The Porter House was designed by John Porter for his wife and children. A
Addressing the chief requirement of a functionally efficient ‘living space that would VafTord leisure time,_
Porter employed post-and-beam construction to create an open, functionally flexible interior treated in
wall and floor ﬁnishes that could be easily maintained. With regard to the President’s House at UBC, the
entertainment of guests, from one to several hundred, served as the primary guide for design. The
architect, Bob BerWick,_created a clean, simple, ranch house plan that combined both conventional and
contemporary styles ahd the local arés\t,'BC Binning, devised the colour scheme. Dr. Harold Copp, the
new head of the Psychology Department at UBC, listed respect for the landscape, considerations of
economy and an aesthetic reminiscent ;)f the California Arts and Crafts Bungalo@ as guidelines for the
design of his home. Planned by artist-cum—architect Ron Thom was a residence that structuraily and
visually retreated inté the natural environment and that cost less than $15,000. For British Columbia artist
Gordon Smith and his wife, Arthur Erickson designed a structure which preseryed and reflected the
natural state of its forested surroundings by being raised above the ground and spiralling up to a

two—storey studio.



Porter House by John Porter, 1948.
Functional flexibility and ease of maintenance affording more time for leisure.

Photo: Irena Zenewych, 1989.
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D.H. Copp Residence by Ron Thom, 1951.
Retreat into nature.

Photo: Irena Zenewych, 1989.
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were reported by Western Homes and Living and the Journal of the RAIC in reviews of the President’s

House and the Smith Residence. The President’s House displayed a steep overhang and exposéd beams |
over the carport, but these extended from a pitched and not flat roof*. In the Smith Residenée, the joist
extensions creating the overhang over the second storey were filled in with glass’. Besides offering

protection from the rain, the eaves admitted more light into the interior.

An extensive use of glass was the second featme typifying West Coast Modernism. Three of the -
homes were reported to incorporate expansive window area. Mrs.- Porter stafed that she found the large
size of her windows to be practical beéause they could be cleaned with a mop as opposed to by hand’. In
the President’s Residence, certain‘ windows protruded from the wall in an "eggcrate” style*. In this manner
they created a ledge for indoor plants. Other windows were placed to capture the spectacular vigw

available atop of Point Grey.

A third characteristic of regional Moderism was the functional and aesthetic employrhent of local
building matgrials, wood in particular. The Journal of the RAIC reported that the Portef House was
framed in wood using a post-and-beam method of Eonstfucﬁonf. Four-inch cedar shakes covered the: roof
of the house and twelve-foot tongue—and—groo’ve siding enveloped the exterior elevations. In the interior, -

walls were treated with natural unpainted plywood and floors with waxed concrete. A review in _W_é&arg
Homes and Living emphaSized the contrasting effect of vertically-laid beaded cedar siding with horizontal
weatherboard on the exterior elevations of the President’s House®. And the fLum_aJ of the RAIC noted that

although the post-and-beam structure of the Smith Residence was executed in concrete, it was finished

'1"The President’s House" in Western Homes and Living, March 1953, pp. 20 - 23.

*"House of Mr. Gordon Smith, West Vancouver, British Columbia” in Journal of the RAIC,
February 1956, pp. 41 - 4. :

"My Ideal Home" in Western Homes and Living, OctoBer November 1950, pp. 11, 49.

‘Western Homes and Living, March 1953, p. 20.

s"The Porter Home" in Journal of the RAIC, September 1950, pp. 308 - 309.

*Western Homes and Living, March 1953, p. 23.
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with a characteristically-regional vertically-laid rough cedar siding’.

&

Arche-writing included the use of radiant heating coupled wir.h opén interiors as a fourth aspect of
regional design. An open layout with moveable partitions that allowed functional flexibility was important
to the Porter House®. A spacious layout was attn'buted to thé Copp Residence’. And interior space acquired
an ascénding quality in the Smith Residence®. Rev}ews revealed that while open o»r' spacious interiors

characterized most of the residences, radiant heating did not.

Although not mentioned in arche-writing, descriptions of a sensitive approach to the site and an
incorporation of landscaping appeared often in ﬁommentaries on Modern residences. For example, the
jury conferring ak Mas.sey Silver Medal to architect John Porter praised the Porter House as an
"irhaginative and poetic approach to a difficult site problem”™!!. In the design, the natural qualities of the
site were augmented by a rock garden extending from the terrace into the living room and landscaping was
- combined with the éxisting vegetation to show ihe building to advantage. This ied The Canadian Architect
- to report in 1959 that the Porter House had all but disappeared into the natural slirroundings”. The role of

b
landscaping was equally important to the President’s Residence but its appearance was much more

controlled. Western Homes and Living depicted a conventional lawn patterned with flower beds covering
an area of far greater proportions that those required by the size of the house!®. The Smith Residence was

described by the Journal of the RAIC as a complete contrast in landscaping design: the natural state of the

‘Journal of the RAIC, February 1956, p. 4l.

‘Western Homes and Living, October November 1950, p. 1l.
*"Residences Costing up to $15,000" in Journal of the RAIC january 1953, p. 12

*"Gordon Smith Residence” in Canadian Builder, June 1967, p. 69.

1"Residences Costing over $15,000. Silver Medal” in Journal of the RAIC, January 1953,
p.14. Comment from the Jury upon the Porter House winning a Massey Award in 1952.

‘*"The Porter House" in The Canadian Architect, October 1959, p. 76.

“Western Homes and Living, March 1953, p. 21
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site and even the forest floor remained untouched due to the house being raised above the ground!!

Arche-writing did not incll{de the presence of colour as an element of regionalist sensibility. Yet
Western Homes and Living noted that a sigmﬁmﬁt aspect of the President’s House was the colour scheme
compdsed by the West Coast artist, B.C. Binning's. Jonquil yellow over white divided the exterior -
elevation horizontally, while turquoise, moss green and rust red complerﬁented areas of natural woogi and
slate. The additiopal aspect of colour would not h:ive detracted from, but instead would have contributed

| to the "naturalistic” ‘character identifying a regionally-expressed Modernism.

The accounts’ of building experience supported the arche-writing of a regional architectural form in
that they depictéd ovérhanging, but not always ﬂ:ti roofs; extensive use of glass; functional and aesthetic
employmeni of local building materials and open interiors. The significance of these fe'aturés related to
structural accommodation of cl;médc, geographic and resource particularities in the development of an
economically-practical architecture’®, Building experience revealed that the qualities of sensitivity 16 site
and surroundings, incorporation of landscaping, and decorative embelliéhment through colour had been
exclude_dv in arche-writing. The sig}ﬁﬁcance of these deferred aspects related to respect and preservation of
the natural environment and retreat from the city into nature. Therefore, in the cateéory of detached
housing, the area of differance between temporal experience and arche-writing described the

presence/absence of awareness of the topography and vegetation of the site and an architectural

appropriation and augmentation of their aesthetic qualities.

Apartment buildings. Hycroft Towers and Parkwood Terrace Garden Apzirtments exemplify a
residential architecture that addresses'requiremems different from those of detached housing. The Royal

Trust Company, owner of ‘the luxury apartment building Hycroft Towers, requested that its interior be

“Journal of the RAIC, February 1956, p. 4l.

“Western Homes and Living, March 1953, p. 23.

Journal of the RAIC, February 1956, p. 41; and Joumnal of the RAIC, January 1953, p. 13
Both the Smith and Copp Residences won Massey Awards for excellence in design in the
category of "Residences up to $15000".
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plénned to maintain a profitable revenue under varying economic conditions. Semmens and Simpson
desfgned a 10-storey high-rise based upon five standard units which could be combined into 25 différent
suite arrangements. Onv‘ the other hand, the three partners comprising Newcombe Holdingrslstipulated that
their low rental‘apartment complex, Parkwood Terrace, be layed out t;) accommodate a possible division m

- partnership. In response, architect R.F. Harrison divided sequences of standardized three-bedrodm suites

into six separate two-storey units.
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_aieg of glass only in the entrance to Hycroft Towers'?, By constituting the entire 24—fodt heiéht from ﬂoor
to ceiling, they offered a visual gesture of invitation to incoming visitors and residents.A Additionallyfg each
suite of Hycroft ’Towers provided its tenants with a view?. This was accomplished by designing the
building as 5 three-wing structure and giving each wing é particular orientation.‘. Only Parkwood Terrace

emplpyed wood: as structural and finishing material. ' The Canadian Builder commented on the

convehtional, and not post-and-beam, method of wood framing and the Western Red Cedar grilles

trimmiing the stucco-treated exterior elevations®!.

While the architecture of Parkwood Terrace exhibited definite West Coast characteristics, that of
Hycroft Towers demonstrated a more International Style of Modernism. According to the Canadian

Builder, the interior space of Hycroft Towers was planned on the basis of five standard suites which could

be combined or séparated as economic conditions warranted, fenestra/ﬁon.sv;'as standardized according to a
| 3’-6" module, and all millwork was designed for mass—production”./ Furthermore, the apartment buﬂding
was constructed in concrete utilizing an innovative method of successive pouring. This was deemed
economical in terms of time and rhateriélé used. In compar/ison, the only "international” quality attributed
by the Canadian Builder and‘ The Canadian Architect tg/’i;arkwood Terrace was-the standardi;adon of its

apartment units.

According to the architectural reviews, both Hycroft Towers ahd Parkwood Terrace demonstrated
creativity in site interpretation. The triangular outline and varying levels constituting the site for Hycroft
Towers inspired a three-wing design which at ground level, facilitated the séparation of pedestrian and .

vehicular traffic’*. The gently sloping site of Parkwood Terrace determined the varying U-shaped and

YCanadian Builder, May 1952, p. 25.

*Canadian Builder, May 1952, p. 24.

*'Canadian Builder, December 1961, p. 38.

2’Canadian Builder, May 1952, pp. 23 - 26.

»'Canadian Builder, May 1952, p. 24.
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L-shaped forms of the six separate apartment units**. The architectural journals also noted the presence of
landscaping and colour in the design of the apartment buﬂdings. The existing natural vegetation was used
" 1o enhance both the interior courtyards and exterior landséaping of the Garden Apartments. The exterior

F

elevations of Hycroft Towers were painted green.

Reviews of the building experience of apartment buildings represented_a,rch&writtén regional
Modemism in the form of cantilevered wglkways, glass;ed—in éntranceways and provision of views. The -
differance from an arch&wﬁting'_evolf'ed from the building experience of detzchgd housing involved
structural accommodation and functional apprbpriation of site particularities, aesthetic employment of
existing vegetation, incorporation of interior courtyards, wood detailing on conventionally-framed
architecture, and embellishment of concfete building shells with colour. Only the latter two features were

included in the arche-writing of the late 1950’s.

Pl

In the category of apartment buﬂdings, disclosure of the differance between building experience and
arche-writing underlined the ambiguous significance of West Coast Modernism’s structura.l/cﬁltural
relationship with nature. The absence of considsraﬁions of site and aesthetic embellishment through
landscaping in arche-writing pointe& to the exclude;i importance of tdpograpﬁy and vegetation to regional
design. The capturing Qf views in the luxury apartment tower and the embodiment of landscaped interior
courtyards in low rental apartment complexes, both relating to notions of privilege, privacy and recreation
aSSO(_:iated with the architectural éppropriation-of fhe natural environment, were also deferred in the
arche-writing of regional Moderr_l;ism. .

-~
Commerce and Industry

Banks and shopping centres. The }mperial Bank otv”r Canada and Park Royal Shopping Centre

represent Modern commercial architecture on the Wést Coast. Design requirements for the Imperial Bank

building included suitable premises for its own public functions and additional spéce_for revenue

E)

**Canadian Builder Fébruary 1962, p. 30.

Y \ \
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accoustically treated and provided with year-round air-conditioning?’. Park Royal, on the other hand,
exemplified the Modern approach of raﬁonaliied standardization. According to the Journal of the RAIC,

it was planned according to a grid of 168", deemed a reasonable measure for a single-front store?*..

Though predominantly International in style, the Imperial Bank and Park Royal Shopping Centre
displayed an unexpected traditional dimension - a trace of the neo-classical and neo-baroque. The

Canadian Builder reported the exterior elevations of the Impefial Bank to be covered in white Denby

Vermont marble and crowned with a patterned railing. Within the banking room, columns were faced with
black Swedish l;earl granite and ccunters with Boticelli and Dark Verte Antique marble®. Acquired for the
Park Royal Centre was a fountain created by a New York sculptor and modelled on the fountains of
Versailles. fm Canadian Architect depicted it as a central figure seated upon a huge rock, playing a guiu;r

to four adoring "bambinos”*?.

Local art was incorporated into the overall design of the the Imperial Bank. A mozaic tile mural
designed by B.C. Binning depicting the basic resources and industries of British Columbia complemented

the feeling of productive efficiency characterizing the interior. Architecture, Batiment, Construction

commended the mural as being significant not only for its originality as a Modern work of art but also for

ality of harmonizing with the marble-finished intenor decor*'.

'| ccounts of building experience disclosed that the architecture of banks and shopping centres

it ted the arche-written regional qualities of covered sidewalk terraces and two-storey~high windows.

ough these qualities affected an openness between inside and outside environments, the environments

themselves were located in urban and not natural surroundings. Th€ intention in incorporating these

"Architecture, Batiment, Construction, October 1958, p. 60.

“*"Park Royal Shopping Centre” in Journal of the RAIC, September '1950, p. 304.

“Canadian Builder, June 1958, p. 32.

“The Canadian Architect, October 1958, p. 48.

**"Vancouver’s finest bank building. Imperial Bank of Commerce” in Architecture, Batiment,
Contstruction, October 1958, pp. 66 - 63. ‘
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regional features ;vas to attract clientele inside and not to offer workers a (visual) retreat outside. On this
basis, the differance between the arche-writing of a regional Modernism based on residential design and
the building experience of banks and shopping centres related less to representation of West Coast

characteristics and more to their significance.

Reviews of temporal experience also described the harmonious incorporation of local art into bank
design, an aesthetic gesture identified as regionalist by the arche-writing of the late 1950’s. The other
aesthetic ‘embellishvx;lents created the area of dijﬁerahce. Shopping. centres featured sculpture of
neo—-baroque, and not local, expression and banks displayed marble 7ﬁnishing and not wood-inspired
‘iexturing or colour. These historical references to wealth suggested that contemporary design 6n the West

Coast was not as free from tradition as arche-writing declared.

Factari:& Represehting industrial architecture are the British Ropes Canadian Factory Limited and
the Annacis Island Industrial Estate. In _bor.h. industrial projects, the major requirement for efficient
production was resolved tﬁrough an integration of associated production facilities. Britjsli Ropes required
. the incorporation of factory, warehouse and administration building in one structure‘. For them, architects
McCarter Nairne and Partners designed a three—storey, steel-framed plant, which, in 1953, cost one million
dollars. The Annacis Island Industrial Estate was both concepiualized and constructed by Grovenor Estates |
of London, England. For the purpose§ of economy and mutual Qbeneﬁt through proximity, the“industrial
estate provided its tenants with all neces@ services — a plant complete with electricity, telephone, water
and sewage; a commumw sales centre, warehousing and shi‘pping facilities, medical services, banks, clubs,
seﬁice stations and fire protection. The total cost of the project, begun in 19‘56,>was estimated at $250

million.






Annacis Island Industrial Estate by Francis Donaldson, 1956.
Functionally—integrated Modern industrial complex embellished by formal
landscaping.

Photo: Irena Zenewych, 1989.

Industrial architecture on the West Coast could best be described as demonstrating a

regionally-modified Modemism. For example, the Canadian Builder reported the incorporation of large

areas of glass for purposes of providing uniform natural lighting in the factory and warehouse sections of
British Ropes®?. In the head office of the complex, double-glazed, sound—proof windows offered a view,
but not of some distant forested mountain, but of the manufacturing plant. Canadian Art noted the
buildings of Annacis Island to be light and transparent,** hence also incorporating large areas of glass. The
fundamental building material of the region, wood, proved useful to the British Ropes warehouse. In order

to make the concrete floor more comfortable for the workers, interlocking blocks of wood were placed

$2"Long Span Bays in Vancouver Plant" in Canadian Builder, December 1953, p. 15.

$3Lasserre, April 1958, p. 89.
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overtop**.

The high degree of mtjonalized ahd standardized unity iﬁ the designs of both industrial projects
exemplified a pure Inteman'oﬁal Modernism. The Canadian Builder wrote that the British Ropes plant
incorporated factory, warehouse and office facilities into one structure®’. Steel framing facilitated 50’ x 90’
bays in the factory area and long, clcaf spans in the warehouse that afforded ma;jmum flexibility in
machine layouts. A railway spur served the plant and hard-surface parking accommodated vehicular
traffic. Annacis Island Industrial Estate illustrated an even greater degree of comprehensive planning. The
Canadian- Architect outlined._ its design program as including factories and fumiiure, administration
buildings and wharves, transportation networks and signage’®. A Master Plan located ‘medium and heavy
industry close to the sea docks and light industry and administration next to traffic arteries. Rail service,

docks and road system were connected to main transportation routes.

Other design developments associated with the region’é particular geographic ‘characteristics
included, in the case of the Annacis Island Industrial Fstate, an advantageous use of site. The Canadian
Architect depicted the Estate as situated on a deltaic island at the mouth of the Fraser River, both open to
Iand protected from the Pacific Ocean®’. Its docks were constructed on the southeast shore of the island,
where currents had most deeply eroded the river bed. The location of these shipping facilities determined(
the layout of the rest of the Estate. Landscaping, a feature contributing to ‘regibnal’ expression in
residential design, played a significant role in Modern industrial architecture. It was employed extensively
in the Annacis Island Industrial Estate: drainage ditches were fringed with rows of weeping willows and the

horizontal lines of the buildings were accentuated by areas of lawn. Landscaping in the form of flowers,

**Canadian

Builder, December 1953, p. 15.

>*Canadian Builder, December 1953, p. 15.

’*The Canadian Architect, July 1956, p. 14.

Y""An Industrial Estate”™ in The Canadian Architect, July 1956, pp. 14 - 18.
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trees, shrubs and rockeries surrounded by British RopesComblex”. What must be noted is that, in both
cases, the landscaping was formally organized in near symmetrical arrangements, and not naturalistic: lawn,

flowers and trees appeared as delineated and separated, areas, not integrated with the indigenous

vegetation. \

In the category of industrial architecture, the differance betw‘een building experie‘n.ce and
arche-writing involved the presence/absence of appropriation of site and incorporation of landscaping as
well as the motivations determining the use of regional developments in prédominantly Interational Style
design. Accounts of temporal experience in industrial architecture disclosed the presence of two features
deterrm’ned regional by the arche-writing based on domestic design: large areas of glass and the use of
wood. Despite the affinity in representation, differance occurred in the signification attributed to these
West Coast characteristics. They were not employed to. accommodate a geographi; situation but to
facilitate efficiency in industrial production. Building experience also revealed the . deference, in
arche-writing, of an advantageous use of site and aesthetic ernt;elh'shment through landiaping, in
industrial West Coast architecture. Although related to regional developments, they, too, served industrial
purposes. The site determined the location of transport systems and the landscaping, whilc fulfilling the
regional function of providing (visual) relief, was formaJ,L not naturalistic, and therefore not particularly

expressive of West Coast identity.

Office buildings. Modern West Coast office architecture is represented by Marwell Construction
Company, B.C. Sugar Refinery Limited, B.C. Electric Company and the Burrard Building. At the time of
commissioning their offices, each of the firms was economically successful, in the process of expanding,
and therefore, future-oriented. This was expreésed in the architecture. Marwell Construction h_eld the
reputation of a "progressive” building firm. Its office building, designed by Semmens and Simpson, was
structured in reinforced concrete and covered in large part by glass and aluminum curtain wall. B.C. Suéar

Refinery, during a period of expansion, decided to add executive, engineering and purchasing offices next

*'Canadian Builder, December 1953, p. 1S.



to their manufacturing facilities. These were housed in-an L-shaped concrete and curtain &wall structure
surrounding a landscaped courtyard which, in conjunction with a bordering brick wall, served to separate
the offices from the neighbouring industrial environment. B.C. Electric, a provincial power authority,
commissioned an office tower to house all its varied activities. Thonispoh, Bemiick and Pratt Vdesign‘ed a
25-storey structure, Vancouver’s first "skyscraper”, which was clad in curtain wall and enhanced by

exterior finishes in regionally-inspired colours. The Burrard Building, owned by a New York business

syndicate, was to express American investment in British Columbia. C.B.K. van Norman planned an -

International Style office tower to be completely covered in pre-fabricated curtain wall panels.
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outside space characteristic of West Coast Modernism. The Canadian Builder reported Lhai because of the
lozenge shape of the building, every ‘empfoyee could appreciate a view *°. With regard to the use of local

materials, ‘only B.C. Sugar Reﬁnefy was described as using granite as an exterior and interior wall

treatment*’,

All the office buildings exhibited the International Modemist approach to' construction. The
‘Canadian Builder emphasized the novel nature of building technology employed by Marwell Construction: -
it involve\d a reinforced concrete frame in which the.longest elevations were covered in glass and aluminum _ -

curtain wall*’. The Journal of the RAIC commented on the combination of reinforced concrete framework

and precast structural rnulliox(s’;stem employed in the B.C. Sugar Refinery offices**. The Canadian
Architect used the words "daripg" and "decisivg".to describe the construction of the B.C. Electric TQWer:
twénty—one floors were cantilevered off a central reinforced concrete core and ‘;vrappqd in curtaiﬁ wall. |
Building of the Tower occurred at an unprecedented apa’ce due to the system of steel I—be:ims and columns
on the exterior being raised concurrently with the pouring of the floor slabs in the interior. 'According to
the Capadian Builder, the Buﬁard Builgﬁng also exemplified structural inndvar.ion“. Prefabriqated panels

3 ) ¥
of curtain wall were fastened to a 17-storey: steel frame by rivets drilled by power-driven tools. Again the

pace of construetton was increased. \

A further International Modern principle of design evident in office buildings was that of modular
plaang. ‘The Journal- of ﬂﬁ.RéiC and The Canadian Architect reported that modulax‘ planning

controlled the design of the B.C. Sugar and BC Electric offices**. The overall plan of B.C. Sugar was

‘°"E{ectrom'c age of heating" in Canadian Builder, September 1956, p. 32.

“"BC Sugar Refinery Limited. Vancouver, B.C." in Journal of the RAIC, February 1956, p.
32 . : . ;

**Canadian Builder, January 1954, p. 20.

“Journal of the RAIC, February 1956, p. 52 . &

- *"Here's how blind~rivet method sped curtain wall erection” in. Canadian Builder, April 1958,
pp. 52 - 353 A v

\‘SJoumal of the RAIC, Februarv 1956‘ p. 53 'a'nd\m Canddian Architect. April 1957, p. 33.
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1"}
based on a 4-0" module; repetition was said to have generated economy. A module of 50 squaré feet, the
attributed optimum area for one work space, was multiplied to compose the interior layout of B.C.

8

Electric. ~

The Burrard Building illustrated the Modem approach to site coverage, that of following standard

“proportions. According to The Canadian Architect, the entire building envelope was filled b); undergfound

parking, 80% of the site by the lower blbck of the building and 33% by the 17-storey tower*s.

Y

In office architecture, Iniernational influences were tempered by a texturing of exterior elevations
and artistic input. Panels dﬁ granite contrasted with soft yellow English faience tile softened the cuﬁain
wall exteriorﬂ of B.C. Sugér” while mozaic tile, in patterns of deep blues and greeﬁs, covéred the base of
B.C. Electric**. Thé Canadian Architect cémmeﬁted on the contribution of artist B.C. Binning to thé
architecture of the B.C. Electric Bugding. The colours he chose were meant to harmonize with ;he grey,
blue and green landscape of a rainy cityi Their compositon in lozenge patterns on the mozaic eleyations
and on the rooftop canopy echoed the plan of the building and in doing so, were said to impart a unity to

the overall design.

¢ B.C. Sugar Refinery Offices also ekémpliﬁed a regionalist sensitivity to site. Its 'lbcadon was
depicted by T_@ Canadian Architect as "crampe;j" — a sméll area amidst large industrial plants*®. As
related by the Journal of the RAIC, Semmens and Simpson decided to architecturally remove the bwuilding»\
from its industrial environment by planning an L-shaped bﬁilding around an interior landscaped courtyard‘
and by inserting an 8-foot high brick wall between rﬁanufacuiring and office structures®*®. Windows:

surrounding the courtyard opened the inside offices to the (designed) nétural environment emulating the

“"Burrard Building, Vancouver” in The Canadian Architect, Maich 1960, p. 49.

*'Journal of the RAIC, February 1956, p. 52.

“The Canadian Architect April 1957, p. 34.
**The Canadian Architect, April 1956, pp. 45 - 47.

**Journal of the RAIC, February 1956, p. S52.
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integration of structural and natural space de\relop’ed in West Coast residential design.

. The building experience of office buildings disclosed the presence’ of most of the architectural forms
defined as regional by arche-writing: weather shades, canoi)ied entranceways, glass ;unain walls providing
a view, and open plan interiors. The differance befween temporal experience and an arche-writing
derivative of régional expression in detached housing identified the occurrence of teiruring or softém'ng of
concrete, steel and curtain wall surfaces as well as the ,contribﬁtioh of art to architectural form. These
features were described as regional modifications of International Sfyle Modemism in the arche-writing of

the late 1950’s. : .

Differance also emerged with the exclusion, in arche-writing, of the representation of formal
adaptation to site and surroundings and of incorporation of a landsmpgd courtyard. These aspects, °
constitutive of a West Coast sensibility in Modern design, signified the conformation of the

suburban-developed relationship between architecture and nature to an urban environment.

Religious Architecture

Places of worship. Highlands United Church illustrates contemporary religious architecture on the
West Coast. Its major requirément was o create a structure conducive to the practice of faith for a
congregation of 350 people. Given the choice of five wooded sites, architect William Wilding selected one
with a sharp fall to a creek. There he used the topography to heighten thf drama of the ritual space and

the traditional steep roof to reflect the surrounding forest and mountains.
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Reviews of religious architecture depicted étructurally innovative construction “based on the
post—and—beam method of framing and cedar finishes on the roof and elevations. These regional features
were exemplary of r.he arche—writing of the 1940’s. Building experience also deséﬁbed a creative use of ,
topography, the presence of a tradmonal steep roof and the absence of large areas of glazmg While the ‘
drama of ntual was enhanced through building orientation, and the traditional archltectural form reflected |
the forested and mountainous surroundings, Lhe quintessential regional quality of openness between inside
and outside envirdnments was absent. In religious architecture, the sanctity of inner ritual space was
maintained. The differance between temporal expf;ﬂence and arche-writing signified that, in the category

of places of worship, regionally—deVeloped Muodern features of design served to enhance, but not radically

modify, traditional form.
Culture, Leisure and Sports

Libraries. The Vancouver Public Library represents the Modern architecture of culture, leisure and -
;ports on the West Coast. The two most important design considerations fo; the Library involved the
' function of providing library services to the public and the prominent location at the corner of Robson and
Burrard Streets iﬁ Vanc‘ouve‘r"s downtown. Architects Semmens and Simpson displayed ingenuity in
structurally accommodating the combined weight of books and’cornmunimtions technology while at the

same time creating a light and delicate structure in keeping with the commercial surroundings.
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The Vancouver Public Library exemplified, to a great extent, a universal Modern approach. to
design. The Journal of the RAIC depicted a structure overdesigned to accommodate earthquake stress, a
\full stack load of books on every ﬂi)or, and the addition of a future‘ storey, yet successfully reconciled with
" a desired "ﬂoa_ﬁné" appearance”.‘A 3’-0" module, derived from the standard dimension for a book stack, |
determined the plan of the Library. This grid was repeated not only in floor layouts but also in building
elevations. Mechani@ ir;novations abounded. Most prominent were the vertical louvres located on the
Robson Street elevation, the side facing the sun. They were‘controlled by a mechanism which operated on
photo-electric cells activated by sﬁn rays.‘ Finally, the df:sign of the Vancouver Public Library
accommodated a large number Vo‘f services. Besides the expected functions, the Library provided an

éuditorium. stage and film projection facilities for public use.

Local artistic input augmented these Internationalist influences. A 21-foot high by 18=foot wide
' mozaic mural depicting man’s efernal quest for knowledge was located behind the left circulation desk.
The Jdurnal of the RAIC evaluated the mural as architecturally significant because its colours echoed and

accentuated those found throughout the Library’s interior*®,

Experiential accounts in the category of culture, leisure and sports emphasized the‘ architectural
features of enveloping cantilevef/overhang and two-storey-high windows at street level, both deﬁned-by
arche-writing as characteristically regional. But as in commercial design, the intention in incorporating
. these West Coast elements was to attract people into the building and not to provide a view to the oﬁtside.
Differance also pointed to the exclusion, in arche-writing, of the West Coast predilection of integrating a
structure with its surroundings and ‘including art in its design (although the latter was includgd in the
arche—Writing pf the late 1950°s). It 1;5 important to note that the environment situatirig the Library was not
_ naturaL but urban, and the art did not express local content but did harmonize with the interior decor.
Therefore, differance betweeﬂ the signification attributed to West Coast Modernism by early and léterl

arche-writing and that revealed by temporal experience indicated that a strong presence' of regional

**Journal of the RAIC, April 1959.

ssJournal of the RAIC, October 1956, p. 368.
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sensibility in design, as demonstrated by the architecture of culture, leisure and sports, did not necessarily

generate a distinct expression of regional identity.
Public Buildings

Post offices. The Modern architecture of public buildings on. the Westhoast is éxempliﬁ‘ed by the
General Post Office. The federal govemmeﬁt allotted a $13,000,000 budget for the project and according
to The Canadian Architect, architects McCarter Nairne and Associates jugﬁﬁed the expenditure with a high
degree of mechanical sophistication: a welded steel frame struchue supported a rooftop heliport, ‘“special
elevators carried trucks onto various levels of the building, and é 2400-foot-long undergrounci conveyor

belt connected the Post Office to the Canadian Pacific Railway station®’.

The C;'madian Architect stated that the Canada Post Office demonstrated an 'in_legration of
International Style Modernism with banal art. Its Internationalism was said to have resulted in “a
weak-kneed modernistic box punctured haphazéidly by windows and doors"*?. Its art, the sculptured panel
of a postman on an exterior corner replicating the mailman on the Saturday AEvening Post cover, and the
glazed tile mural over the stairwell in the main lobby depicting a pre-Raphaelite lady ina ﬂowing Greek
~ gown sending her fateful le{ter off by cupid into the blue, blue yonder, was criticized as a betrayal of the

meaningful relationship cultivated between architects and artists on the West Coast.

S"An" in The Canadian Architect, June 1958, pp. 76 - 78.

S*Jack Shadbolt quoted in The Canadian Architect, June 1958, p. 76.
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-reported that the fenestration of the building provided most rooms with the maximum amount of natural
" light and the faculty accommodations on the fourth floor with an "unsurpassed view"*°, British Columbian

fir was employed in all the millwork and interior detailing, V

The Fine Arts Centre followed a 'um'versal Modern approach m its design. The Journal of i_h_g RAIC
noted that the Centre’s pian was based on a primary module of 20 feet and a secondary one of 10 feeté.
The Canadian Architect described the structure of the Fine Arts Building as a reinforced concrete frame
treated With porcelain—-faced block and glazed brick infill*?. Complying with International Modefm'st

tendencies, colour was kept to a minimum.

~Although not an aspect of the arche-writing of West Coast Modernism, site and situation were
described as inﬂuentié.l to the design of the Fine Arts Centte. The Journal of th_é RAIC wrote that a
prominent site in the north-west corner of the campus was selected in order to facilitate the connection
between the Main Mall, Faculty CIub and Student Résidence“. According to The Canadian Architect, a
gently sloping topography generaied the stepping within the sculpture and theatre courts®®. These series of
steps were covered with brightly coloured paving while the overall courtyard areas were furnished with

lounge seating and surrounded by a generous amount of landscaping.

Building experience in the category of teaching and research revealed the presence of large areas of
glass and the use of ‘locally—milled fir in detailing and millwork, both defined as regional characteristics by
the arche-writing of the 1940’s. Temporal experience also involved collaboration with a local artist, noted

as a regional quality by the arche-writing of the 1950’s. The effect of site and situation on the design of

*"Fine Arts Centre, UBC" in The Canadian Architect, June 1961, p. 57.

“Journal of the RAIC, May 1963, p. 39.

*2The Canadian Architect, November 1962.

"The Fine Arts Centre for UBC and in particular Stage 1 — the Fine Arts, Architecture
and Planning Building. Notes by R. Jessiman, Partner, Thompson, Berwick and Pratt -
Architects” in Journal of the RAIC, May 1963, pp. 38 - 39.

*The Canadian Architect, June 1961, p. 57.
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university buildings and the incorporation of courtyards into the plan 'consﬁtuted the area of differance.
They signified the introduction -of nature into Modern — urban — building design, a characteristically

West Coast development which was excldded in arche-writing.

"Differance” between Arche-writing and Building Experience

Phase Two of bdeconstruction revealed the differance between the building experience of Modern
architecture on the West Coast and its arche—Writing. Differance disclosed how experiments . in
contemporary residentiai design were interpreted aé a regional articulation of Modefn ‘design principles,
how the identification of distinct regional features influenced the architecture of larger, more complex
projeéts, and how those developments were represented as a regionally modified International Style
Modernism. The movement of meaning from temporal experience to arche-writing and back agajn, or the
inversion of the hierarchical opposition of "world" or conceptualization and "work" or building experience,
justified the ambiguity in the relationship between the representation and signification of West Coast

Modernism disclosed in Phase One.

The arche-writing of the 1940’s emphasized the structural and economic importanée of the
regionally-adapted Modernism in detached housing. At Lh.e'saxhe time it excluded the influencé of
topography and vegetation on architectural form, the augmentation of their aesthetic qualities through
landscaping and colour and the employment of conventional framing methods in wood generating a
pitched, and not a flat, roof. Journals stated that contemporary West Coast architecture, characterized by a
spatial flow between inside and outsideren»\'iironments, developed due to.the absence of traditional form
and the presence of a popuiace/clientele desirous of breaking away ftom past customs. Yet the differance
in the significance of West. Coasi Modernism related to Romantic values of nature®’, especially those

concerning beauty and retreat, and to traditional aesthetics of form and embellishment. The

**Haggar, Reginald G. A Dictionary of Art Terms. Toronto: McClelland and Stewart Ltd.,
1962. The term "Romantic” is associated with the sensitivity to aspects of nature usually
unconsidered or condemned, aspects that suggest power, struggle frusteration, anguish, horror,
fear and other forms of intense emotional excitement.
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deconstrucuomst disclosure of differance revealed how certain mtegral aspects of Modem resrdentral
desrgn on the West Coast, Romantic sensmvrty to surroundmgs and symbolrc relevance of tradmonal form,

were denied acknowledgement.

The arche—writing of the 1940’s served to identify qualities ot° regionaiism in architectural categories‘
other than detached housing. In turn, building exi)erience in a range of building types led to another :
arche-writing of West Coast‘Moderm'sm in the late 1950’s. This later arche—writing focuseed on the
complementary role played by regional developrrlents in the practice of' Modermn architecture. It deferred
the primary consideration given to site‘ and surroundings in the design process. For example, topography
| and vegetation played an instrumentat role in addressing requirements of traffic separation, provision of
views, privacy and recreation in the category of apartment buildings. Topography served to heighten the

drama of 1j in religious architecture. Certain office buildings manifested a conscious separation from

their/Surroundings while libraries displayed an 'obvio'us visual relationship with their neighbouring
tructures. In the category of universities and colleges, site and situation determined the orientation “of
buildings for purposes of public attracﬁom And industry setected particulér sites and locations in order to
establish efficient transport linkage. A second exclusion in arche-writing related to the incorporation of a
landscaped courtyard into building design. In apartment ﬁmldmgs the existing vegetation was preserved
for the central courtyards which provided recreational areas for all the tenants. Office buildirigs included
landscaped courtyqrds in order to create a retreat from trleir urban surroundings. Landscaped courtyards in
the design of universities and colleges were meant to stimulate public appreciation of the arts. The
lirigering presence of tradition was also omitted in the arche—WIitten list of influences affecting West Coast
Modern architecture. - Though Modein in planmng and construcuon, the archrtecture of banks and
shopping centres was embelllshed with marbl&ﬁmshes and baroque sculpture. Large areas of formal
landscaping augmented industrial design. Religious architecture still maintained its traditional form and
sanctity of inner space. Therefore differance in the representation of West Coast Modern architecture
pointed to the presence in building experience and the absence in arche—writing of an awareness of site and

surroundings, the incorporation of landscaping and courtyards and the continued presence of traditional
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form.

According to the arche—wrin’r{g of ihe late 1950’s, West Coast- Modernism, ‘\epres‘f:n"ted as .a
mediation of _th abstract International Style through regionaily-developed structural forr\ns, finishes anhd ;‘»
art, signified humanism m architectural practice and contemporary ﬁt;itudc ;n lifes[yle.“ - Differance . :
revealed a deferment of the significance of traditional values which générated,ﬂié_'West Coast sensibility of,
integrating a building with its surrounJings. Notions of luxury,‘privilegé. privacy and re:reat assoé_jated
with the appropriatior{ of nature relate to a Romantic view of »the world. These notions were variousty

. . [
expressed. in_the architecture of apartment buildings, industry, offices, churches, and hniversities and

colleges. Building experience of Modern archiiecture on the West Coast also,discloseg!i thé auempi o
adapt the Romantic. relatifonship'between architecture and nature to an urban enviroqmem, \to incorporé’lc.
nature into Modern building design. .In emphasizing the aesthetic properu‘es’ Qf,r regional expression,
arche~-writing excluded the more fundamental significance of ‘West Coast sensil;il’iltytto *Coi;ferﬁp;jrar;
building design, that of advantageously accommodating the. particularities of the sursounding environ_mcxt')fL’

This sensibility stemmed from a Romantic, therefore traditional and not Modern, approa;ch to architecture.

v

Disclosuré of differance qualified the ambiguit); between arche—wri[terf representations of West
Coast Modern architecture and their attributed sigmﬁ®ce. Contempoiary .f'egional désign was first 5
described as an adaptation to climate and geography. While this did not signif); a Modern approach u;.
design, the possibility of economic practicality di;L "While the use‘of local building ‘materials and
pos;-and—beam construction did not typify Modermn building practices, freedom of desigp and'fstruc[ural
innovation did. Furthermore, the incorporation of:art into arcﬁitecnual sr.ructu're was a characteristic of
traditional architecture, but if it signified a contemporary approach to living, it was Modcm. And finally,
regional expression was antithetical to the universalizihg tendenéies of Modernism, but given the
significance of a "humanistic experience”, its presence could be accommodated. Phase Two uncovered the
reason for the ambiguous ties between.arche—written represeptgﬁon and its associated meaning. Although

_arche-writing described the influences of Romantjéisn; and tradition, jt failed to a‘ckno(vled-ge their

significance to the evolution of Modern architecture on the West Coast.
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Phase Two of deconstruction also revealed the movement or the cganges in the meaning of regional
developments to contemporary .architectural préctice on Lhe West Coast  That move?nmt occurred
continuously betw?en]emporal experiénce and arche-writing. :Accor,ding to building experience, the
Modern movement stimulated a structural, functional and aesthetic adaptation to the West Coést climate
and geography in the field of detached housing. A distinct regional style emerged charac[enzed by an
openness be%en inside and out51de spaces, between structure and environment. Drawing from temporal
expengnge, arche%vnnng identified certain architectural features as constitutive of a regionally-enunciated
Mode1;n %iéhitecmre. These defined quaiities of regionalism were then found to have been appropriated
by various architectural projec@f.fé)r various purposes. They fweré dépicted.' by a later arche—wriu’ﬁg. as
imparting é modifying effect on International Style Modernism. Differance disclosed that the meﬁning of a-

West Coast artculatich of Modern design moved from an emphasis on economic and structural

characteristics to a focus on aesthetic qualities. More importantly, this movement of meaning revealed the

.changing yet self-referental and exclusive nature of arche'wn'u'ng. Characteristically regionzil structural

forms and finishes represented in the arche-writing of the 1940s were repeated, with the addition of
artistic collaboration in the arche-writing of the 19505 In bom instances, differance uncovered the
absence of architectute’s relationship with thé ratural or urban environment. This relationship derived

-

# ST
from a Romantic, therefore traditional, affinity with nature. Due to Modernism’s predilection towards

‘ H
rupture with tradition and domination of nature, the significance of integration with the landscape to

Modern architecture on the West Coast was deferred.
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CHAPTER Y
SOURCE OF TI:ZMPORAL EXPERIENCE AND ARCHE- WRITING: THE CRADLE OF THE TRACE

Despite attempis on LheAganfof the Modem. movement to completely rupmre ties. 10 tfadition.

~ differance revealed that this was hot accomplished in West Coast~~ architecture. The presence of “the trace™ ~ .
Q could not be eliminated. It is the purpose of Phase Three to describe the trace, the ;philoéophico—culmrz;[ a
tradition” corhposed of both past effects, present experience and future aspirations: the place and time
specific "conditions” con"ducive o the advent of Modem architecture on the West Coast. The Journal of

the RAIC, Canadian Builder, Canadian Art and Western Homes and Living provide the sources of

" information. The first step in this last phase of deconstruction defines the "world”, a specific complex Qf
predjétm based on the social, economic and political circumstances surrounding the Modem design
movement in Vancouvef. The second step outlines the "world-view", the dominant imperatives of the
' major participants in that movement, the architectural profession and the artistic community. In the third
step, world and world-view are “strategically rearranged”, are pennjne;i to "play” with one another, in
order to describe most comple&eiy the complex historical conditions and the diversity of opportunity, the
“cradle of the trace”, which generated a distinct regional expression of the Modern architectural movement

on the Vancouver landscape.

lrél S
é .
9
e,
I

Complex of Predicates Attending an Historical Situation -

The absence of architectural traditions. In a 1947 edition of Canadian Arn, Lasserre wfote that the
Yancouver landscape manifested no style or even rwo or three stylles that could be considered U&eii;onél;
either in terms of native culture or indigenous art and architecture’. H;: attributed the situation, on the one
hand, to conditions unfamiliar to the settlers and migrants to the West Coast and hence not cqnducive 1o

the ransplanting of their waditions, and on the other, to the historical age of Vancouver, a city not old

enough 10 have developed waditons of its own. Three years later, in the Journal of the RAIC,

‘Lasserre, 1947, p. &
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_ Birmingham noted a gradual change affecting hoqse design in B’ritish Columbia. Athough mést houses -
erected were conventional in character, each year saw an iricrease in the number of "modem" or
"contemporary” designs’. This trend he_related tb the changing composition of the population on the
Coast. A tremerfdous growth -had occurred in the fifteen years preceding and following the war, much
greater Lha'nvin the rest of the coumry: These rm'gra.ﬁts were fainilies of wideI); different backgrounds who
viewed British Columbia as a land of opportunity or as an ideal pllbace to retire. Most importantly,
Birmingham observed, this population demonstrated a liking for change, a willingness to bre;k \ﬁth
tradition which fesulted in the construction of many unusual homes. Because of the large population
growth, West C:)ast cities and Vancouver in particular, opened up subdivisions rapidly. This, in turn,

~ provided a good opportumty for many archltects to try out new and better solutions to the age-old problem

of desxgnmg a home
A

A housing shortage. After the war, housing became critically scarce due to the return of the
veterans. Vancouver’s situation was even more acute due to an additional influx of migrants from the east.

In 1946, Lasserre observed' in the Journal of the RAIC that while builders knew that they could sell

evervthing they built, they also realized that it was irnpossible to provide living accommodations within the
means of low income groups’. Building costs were not expected to decline for a number of years due to an
excessive demand for materials and a scaxctty of semi-skilled and skilled tradespeople. Respon51ble for
this situation were the seasonal character of construction and the uncertainty of the extent of building
programs. In 1950, Jocelyn Davidson described the results of a survey that revealed that two~thirds of the
households in Vancouver were either in search of rental housing or could not afford to buy a minimum
home*. The major obstacle to the solution of the housing problem was cited as a much sléwer rise in v{réges

or incomes in comparison to building costs.

‘Birmingham, September 1950, p. 30S. 7
‘Lasserre, Fred. "The houses are not coming” in Journal o_f‘ the RAIC, July 1946, p. 175

‘Davidson, Jocelyn. "Planning and housing in British Columbia" in Journal of the RAIC April
1930, p. 148 .



Government assistance. Because pﬁvafe, entelfprise was not moving to solve tﬁe uouSing"problem».r
even under the government-organized auspices of Housing Enterprisw of Canada, the Federal
Government set up its own Central Housiog and Mortgage Corporau‘on. According to Lasserre, 'its
intention was to cp—ordinate a building program on the basis of large scale oiannjng. standardization and
subsidization®. In 1950, Davidson reported that»the Legislature of British Columbia was about to pass
legislation to provide funds complemenung those of the Government of Canada for* the purposes of
creating low cost housmg and g1v1ng mummpahues the power to proceed 1mmed1ately thh their desxgn
and construction®. In 1951, the mummpahty of Vancouver, contributing half of the‘prownmal share of
subsidized funds, begau work on its first low rent'al housing project’. It was called "Little Mountain" and
was designed by the architectural firm of Thompson, Berwick and Pratt In his article, "Planning and
Housing in British Columbia”, Davidson also mentioned that while the various levels of government set

subsidization programs in place, the Vancouver Town Planning Commission was pressing for the

estabhshment of a permanent and independent planning department for City Hall' Its imperatives would “

focus on the 1mplementat10n of an already designed master plan in the light of studies conducted on the

requirements of a rapldly growing city®.

Lo,

Structural innovation. The post-war housing crisis instigated architects to experiment 'with_
structural techniques, to some extent for the purpose of lowenng building costs. In 1947, Lasserre noted
that archltectural interest in prefabncauon and factory-produced panels generated developments in

plywood; its increasing use in exterior ﬁnishing provided the impetus to begin experiments in modular

‘Lasserre, July 1946, p.‘175.
*Davidson, April 1950, p. 148.

“Smith, A. Rhys and Chester S. Brown. "Student Teams Plan for City Housing Development”
in Canadian Builder, I, 1 (March, 1951), pp. 27 - 33.

‘Davidson, April 1950, p. 148.

*See Spence-Sales, Harold and John Bland. Report upon the Establishment of a Planning
Department in the Citv of Vancouver. Vancouver: City of Vancouver, July 20, 1951

- [J

88



construction'®, Keith Davison reported in tﬁe Jonlmal of the RAIC that because of the prime importance of
the lurhbéring industry to British Columbia, most innovation occurred in the:ﬁéld of w@ construction!®,
‘He observed that building ‘practices in Vancouver followed ﬁvo distinct trends, that of solid plank bearing ;

wall framing and that of post-and-beam. Economic reasons underlay the development 'bf the first. In |
1949, twro‘strucuue_s featuring solid plank'ffanﬁng Wére demonstrated on the site of a Canada Housihg and
Mortgage Corporation project. Although they employed a novel method of construction, their interiot
layout was that of a standard twc}bedroom house. In comparison, post-and-beam framing created an
open interior. The-expansive areas of glass and considerable indoor-outdoor access were considered
p@ible due to the region’s relatively mild climate.‘ Unlike solid plank bearing: wall construction,

post-and-beam framing addressed aesthetic more than economic concerns. -

'Laén ‘companies and clients. Despite the progress made in ar;:hitectural and engineering design,
regulations and restrictions imposed by loan companies 'limited their implementation. This wag gspecially
true with regard t(; post—a.nd-beam structures. According to Pratt, the flat roof was judged as*cﬁml ’
and subsequently,. the elevations as not good looking'?. To overcome the restrictions enforced by the loan
compam’es architects searched for clients who could put a substantial amount of cash up front. But to ﬁﬁd
such clients who also had a healthy contempora'ry viewpoint was an uphill battle. Clients comtemplating
lérge expensive houses seemed to prefer a Lréditional‘style. It was difﬁcult to sell a contemporary plan to
an average client: only the imaéinative could appreciate the value of Modern design. For the architect, it
would definitely have been easier and more ll%CIatiVé to build exactly what the client wanted and most

clients seemed interested in the ranch-style house!’. Even though it was style developed in the United

States, its plan could be shaped to fit the most mountainous B.C. lot, its characteristically wide eaves could

*Lasserre, 1947, p. 1l.

“'Davison, Keith B. "Wood Framing Developments” in Journal of the RAIC, September 1950,
p- 313.

“Prat, 1947, p. 179.

YWoodworth,» 1950, p. 33.
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provide shelter from_th‘e 1ain as well as from the sun, and its typically wood shakes and siding could make

use of local building materials. Adaptability coupled with popularity :equalled high resale value. -

| Therefore, mortgage companies were much more willing to support the building of ranch-style as opposed

0. post—-and-beam residences.

The rising cost oftimber products. The rising cost of local bu‘ildingﬂmaterials ‘especially wood, also
undermmed architects’ hopes of construcung affordai;le housmg in the regxonal style of post—a.nd—beam
Calhng the situation an anthema, Simpson explained that despite the local producUon of great quantities of
timber products; the economic aspect of local use was governed by international and national markets“.
Consequently, architects and eogineers had to turn to other mate\gials for certain’str.ucmres. Reinforced
concrete was already competing with wood in moderate-sized buiidings. Steel would compete to an ever

greater extent once the New Nau’onal Building Code was adopted. In Simpson’s mind, architects should

look forward to the progress from wood to the new rhaterials; with a closer collaboration with engineers

- and builders, new three-dimensional conceptions of form could emerge from the use of concrete and steel.

This shift in accessibility and attitude towards new building materials opened the wéy for the practice of a

more International Style of architecture.
Opportunities and Limitations

For architects in post-war Vancouver, the "world” or "specific complex of predicates attending a
historical situation” in Derridean terminology, described seeirﬁngly limitless opportunity and seemingly
insurmountable barriers. According to the architectural and art journals, the city exhibited no clearly
defined traditioo of arehitecuue. Modern designers could respond "objectiveiy" to local geographic and
social conditions“. Social circumstances in Vancouver after the war were affected primarily by the retum |
of veterans and by a large rmgrauon from eastern Canada seekmg*employn‘ént in British Columbia’s

growing resource industry. This influx of population caused a critical housing shortage At the same time

“Simpson, D.C. "Contemporary West.Coast Construction” in @d_xg& Builder, January 1954,
p. 17. B

sLasserre, 1947, p. 12.
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building costs were rising rapidly. As builders were’not Wiiling to undertake, what they perceived as
unprofitable, projects of low-cost housing, the Govemment of Canada attempted to relieve this housing
problem through subsidization nnd co—~ordination of a nation-wide housing program For the architectural
community, the rising costs of consu*uction created a need or opportunity for economically—feasible
siructural innovation. Experiments were directed :owa.rgs the standardization and prefabrication of
building components and, due to the unportance of the lumber industry to the province, pnmanly involved

i;
construction in wood. But by the mid—1950 forelgn markets caused timber products, :&) become

overpnced and not as easily accessrble to local archrtectural practice. Consequently, architectu;al 1nterest
shifted to building in concrete and_steel and to projects other than housing. Anticipated were a closer
association with the engineering profession and new conceptions of builrling form. Loan companies and
clients provided a further deterrent to architectural involvement in housing. Tirey neither approved of nor
Na(cc{:pted the contemporary appearance generated by structural innovation, in particular post—and—beam
The "world" influencing architecture on the West Coast of Canada both encouraiged and limited the
Modern movement. Conducive to its development were a housing shortage, the need for structural
innovation, govemment subsidization and an absence of traditional form. Limitations were imposed
pnmanly by loan companies and clients. And by raising the cost of local timber products, foreign markets

were to prove most contributive to the proliferation of Modern architecture, albeit in the International, and

not West Coast, Style.

. World-view
Architectural and Artistic Imperatives

The architectural profession. In 1949, the Architectural Institute of British Columbia organizeo a
public exhibitior; of locally—'designed Modern architecture in which innovations in building technology
were brought to the fore. In reporting on the accomplishments of tire exhibit, Lasserre "WIOte that’the
media acknowledged that B.C. architects were as competent as those elsewhere on the continent: they

demonstrated proficiency in handling multi-million dollar contracts not only for housing schernes, but also
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for industrial plants and monumental structures. Most importanty, they implemented Lﬁe pririciﬁfee of-

Modern architecture: structural members consntuted the major element of building design. Although the
&
exhibit did not partlcularly descnbe the natlve charactensm:s developedin West Coast heusmg, Lasserre

noted that it did express a "tgealthy outcome of prevalent aestheth agnosticism"'¢,

g

2

=y .
The emphasis on structure in grcﬁitectural design was equally evident in the University of British

Columbia’s Department of Axcggecnue’s,programs of education and public relations. The curriculum

integrated theory with practice:'the former was derivative of principles and structural innovations of

industrial technology and the latter was oriented towards their functional implementation. In promoting

this new architecture, connections were pursued 'not only with the public at large and the other arts, but

more importantly, with the engineering profession and the construction industry.

| With regard to the constmction industry, architects encomaged ;ationali.zatiop of its methods
acco'rdingr to Modern conceptions of efficiency. .Efﬁciency could be :achieved through centralized
manufacruriné — prefabricetion based on modular design, year-round production and a resourceful use of
materiéls. In architectural terms, this rationalized efficiency would be transiated into flexibility in planning
— the capability of adapting a basic design to-any site or building program. Mass-production on a
year-round basis would guarantee steady employment to the bﬁilding trades and, hopefully, a lowering of
labour costs. And in consideration of aesLhetics; the mass—production of building componenfs could also
accommodate variety in size, colour, texture and shepe. In order to achieve the best solutions to the
prevailing building problems, especially those of housing, architects emphasized that it should be
socially-conscious designers, and not utilities engineers or speculative builders who take advantage of r.hese
8evelorpments. Architects also advocated the need for cooperation with the government by way of city
planning. This planning, they believed, should be based on progressive social organization wherein the
architecmral. profession would be motivated by. objectives 'higher thar™profit.  According to Davidsori,

architects must work for an architecture geared for the current social reality. Otherwise, he forewarned, B

3

“Lasserre, 1949, p. 167.
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« the profession would become obsolete!’.

The artistic community. Also respondmg to the social needs of a post-war soaety was the Art in
Living Group. This was a cultural organization workmg towards integrating the artist into the Modern
architectural movement. In order to promote its cause, the Group organized four exhibits at the Vancouver

Art Gallery. The themes included the fundamentals of architecture and town planning; school design;

‘neighbourhood planning; and the place of architecture in everyday life. In co—operatidnfwith fourteen

other lbt:al organizations, the Group was involved in-bringing the influential Richard Neutra to speak to

a the architectural and artistic communities on the sqciological aspects of Modern design. Many members of

the Art in Living Gr up who were also practising artists, went beyond simply advocating the social merits

of the Modernist aesthetic: they commissioned Modern architects to design their personal homes.

The breoccupation with sEructural achievemenis during Vancouver's Modem movement did not -
escapé critical concern from the artistic community. In 1950, B.C. Binning lamented the un:elatéd effort
between the two p?ofessio;xs as typica;l of the West Coast as elsewhere in Canadal.'. Sinée the wér, he
explained, both artists and architects felt the ;1eed for new forms in order to express the new thoughts and
féelings arising in a post-war situation‘,f Why should the two not work together? The architect could see
new structural possibilities through the a,rtist"s free play with form, colour and texture. The artist; on the
other hand, could learn much from th¢ more exacting discipline of the architect. In this manner, murals
and sculpmrg.ﬁ:pmud become an integral part of a.rchitéctural design. In B‘inning’s eyes, this intimate -
relationship between artist and a.rg:hitect‘ would not be a new development. Much to the contrary, it would

follow traditional patterns of co-operation.

"Davidson, 1950, p. 148.

“Binning, B.C. "The Artist and the Architect” in Journal of the RAIC, September 1950, p.
320. | ' ‘
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Structural, Aesthetic and Social Imperatives

T‘he architectural ofofession, represented by the Architectural Institute of British Columbie,
'er'nphasized imperatives of structural comp'eteo’ce leading to ﬁf_tuosity ancl the capability of planning large,
high-budget projects. These objectjves were supported by the 4Depanrnent of Arc':hitecture at the
University of British Columbw, “which directed its program towards a close collaboratJon w1th ‘the
- “engineering professmn and the construction mdusl:ry On the other .hand, the arnstw community mA
Vancouver advocated co—operauon between architecture and the visual arts. Artists were interested not
only 'in the incorporation of murals and sculpture with architectural form, but also in pai'ti_cip.atjon in the
design process itself. They felt that artistic sensitivity could intfoduce a so::ial dimension into the rationale
of architectural planoing. Between the architectuial profession and the artistje'eommunity stood individual -
architects such as Douglas Slmpson and Jocelyn Davidson for whom' soc1al l'CSpOI}SlblIl[y was also
important. In their minds, a close association w1th a mumclpal planning department would ensure that ‘

structural efficiency followed the directives of social need...

The cradle of the trace, the "philosophico—cliltural tradllion" generating the emergence of West
Coast Modernism on Vancouver’s archltecnnal landscape, 'involved a complex relationship of social,
economic and political circumstances affcfﬁrchit&mral and artistic imperatives. These .condéﬁons of the
trace both genewrated and determined the nature of temporal el(perience and .arche—writing. The differance
between the latter two created an area of spacing, an area which permitted, in deconstructionist terms, the
functiom"ng'of the "hinge'f. According to Derrida, Ehe turning of the hinge in a particular direction
involves discretion, reserve, diversion and incompleteness. The direction chosen by the hinge is expressed
in arche¥wﬁﬁng which itself is characterized by repetition of certain aspects of the trace in light of
temporakexperience. It was this arche-writing, constituted by the movement in meaning between itself

and temporal experience, but fundamentally grounded in the trace, that produced the new conditions of the
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trace from which a more current, idealized concept of West Coust Modern architeéuue was formed.

Conditions of the trace relevant to the progress of r.he Modern movement in West Coast architecture
mvolved a housing shortage, mnovatxons in construction and an absence of archltectural tradxtﬁm coupledr
w;th predominantly structural upperat.wes on the part of the archltectural profession and social and |
aesthetic imperatives on the part of the a;ﬁstic 'commum'ty. The heusing shortage affected low-income

' ,groﬁps in particular and was exaeerba;ted by rising building costs. While various levels of government
attempted léé-;va\’lleviatethe problem, ﬂ;rough programs of subsidization, the architectural profession
eﬁcouraged a rafionalizaition of the censtruction industry~ in terms of standardization, prefabrication and
year-round mass—prbdﬁcfion of building cemponents fc;r the purpose ’of practising Mogern methods of
construction. Tﬁe artistic m@Mw, wanting to participate in the Modern movemen£ "f'dcussed on ihe
social aspect of contemporary architeeuue. Through the Art in Living Group it promoted the velifé;;;;f

' Modem design to family and neighbourhood. On an individual basis, artists commissioned loca
Modernists to design their homes. Meanwhile, in vthe minds of the architectural profession, social
considerations did not necessarily require artistic attention: they could be incorporated more democratically

through co-operation with the municipal planning department.

-

Attempts to overcome the high cost of home building through strucbtural innovation ifi/wood
construction were confounded in the early 1950’s by the overpricing of timber products. Additienally,
L‘Modern design in housing, though proven e_conbmically practical'’; was not supported by lean companies
nor readily accepted by clients. Consequently, architects left residenﬁal design in favour of high-budget,
lerge—scale i)rojects which allowed them to practice Modern principles of design using new techniques of -

t

construction in concrete and steel,

An absence of architectural tradition in Vancouver was seen as advantageous by both the

architectural and artistic communities. Architects saw the potential of successfully' introducing a pure

"Journal of the RAIC, January, 1953, pp. 12 -13 and February 1956 p. 4l: Both the Copp
and Smith Residences won Massey Silver Medals for excellence in architecture in the category
of "Residences Costing up to $15,000".
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Modemn desrgn idiom which would express aesthetrc quahty through stIuctural proﬁcrency and eventually
virtuosity. Desprte the argutects leanrng towards collaboratron with engrneers and contractors, the a.rtrsth"
- community pursued a pe%gié}ﬁved opportumty to cornprehensrvely incorporate art into the new architectural

form.

The cradle of the trace reveals a number of possible paths that Modem architecture on the West
Coast could have follfowed. For example housing, besides being standardized and constructed in
prefabricated building corn'ponents could have manrfested the efficiency-oriented aesthetrcs of Modern
structural innovation, or the socrally—conscrous, nature-oriented aesthetics of artistic msptratron, or a
* combination of both. Large-scale projects, structured in concrete and steel, could have e_xhihit'ed a purely
_Internationai Style ot‘ Modernism, or, in conjunction with artistic consultation, could have developed freer,
more imaginative forms of architecture, or, they could have generously integrated works of art into
architecturdl structure. On the othes hand, Modennsm in architectural form could have been rejected

completely in favour of the previous, haphazardly-eclectic, neo—classicism. But according to arche-writing

and temporal experience, the Modern moyéement in Vancouver generated a West Coast Style.

In terms of temporal ertperience' the West Coast St;le emerged in detached housing design hut not '
| in response to the housing crisis. Its regronally—developed post-and-beam method of framing exemplifi ed
the architectural imperatives of structural 1nnovatron while its functional and aesthetic integration with the
surroundmg natural végetation and topography illustrated the socially-oriented artrstrc imperatives of the
need to retreat from urban life into nature This naturalistic dimension of Modern archrtecture on the
West Coast affected the design of large-scale projects. Although constructed according to International,
and not regional, Modern techniques, structures were rnodiﬁed by artistically—inspired regionalist elements

such as overhanging eaves, a creative use of site, landscaping and colour. Despite the intention, artistic

input did not generate freer structural form nor an abundant presence of art.

This temporal experience of West Coast Modern desrgn was conceptualized in arche—wntrng

Lmtrally the concept described the regional style as a structural response to local climatic and geographic
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conditions and an expression of a contemporary lifestyle. Ten years later, it was represented as a

geographically-inspired influence on 1nternational Sty\le Modernism contriﬁuting a humanistic dimension*

to VanceuQer architecture' The diﬁ'erancev betweenftemporéj experience and arche—Wﬁﬁng revealed an
absence or dwersmn of the importance of the outside environment to West Coast Modem design and, for
the archltecturaj professxon, a preference. for large-scale high—-budget projects over those of housing. The
emphasis on structural achievements, especially in concrete and steel with only a complenfentary mention
éof Lheif modification by regior_lal quelities, poiats to primery significance given to the,erigineering} rather
”.Lhan artistic aspect of Modern architecture in post-war Vancouver, to the greater cultural valge was placed
on an International, faihef Lhan a West Coast Style, of 'Moderrlism. That regional influence, one affecting
an affinity with nature and an awareness of the surrounding environment, bespoke a Romantic and not
Modern sensibility. Though not acknowledged in arche-writi;lg, a traditional Romantic sensitivity played a
deﬁm'te role in the acceptance and appropriation of the Modern movement in architecture on the West
Coast. The particular interpretation of the Modern movement by West Coast architects exempliﬁes
Derrida’s contention that the trace, embodiment of memory, experience. and aspiraiion_, is present in all

forms of cultural expression, including that of an architectural landscape.
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CHAPTER VI
1980'S CONCEPTUALIZATION OF A WEST COAST STYLE |

"What is happening now cancels out its own past: the new functions of art, of design, of
architecture, cancel out the historical quality and character of the artistic processes, . -
revolutionize their meanings and compromise their values, involve them in the dynamics of
the continuous construction of the world . . . history does not condition activity, rather it will

be the case of the latter transforming the functions of the former.” Manfredo Tafuri!.

In the 1980’s, Vancouvqr’s post=war appropriation of the Modern movement is interpreted by
architectural commentators as the West Coast Style, an architecture of critical regionalism capable of
exer;ing a force of resistancé against P’ostmodemism’s indifferent use of historical decoration. Whereas in
‘the 1940’s and 1950’s arche-writing emphasized the Modern aspects of contemporary West ’Coast'
architecture, that of the 1980’s focusses on its regional qualities. Drawing from a statement made by B.C.
Binning, "If European architects were developing a new architecture with their local building-materials,
why shouldn’t I design a new style of B.C. house with B.C. building materials?"?, Sherry McKay répresents
the West Coast Style firstly, as a fusion of Modern tenets of abstract and regional design with a regionalist
sensitivity to materials and secondly, as a design idiom accommodating of site and view. It is the second
quality that'is given most attention by Barry Downs, Douglas Shadbolt, Scott Watson, EM. Gibson and
~Andrew Gruft. Downs writes that the evolution of West Coast residential architecture had most to do with
the ambience’v of the site: its topography, textures and specific features’. In order to complement the
surrdunding environment, houses were structurally extqﬁded to incorporate terraces ahd gardens into their

built form. Shadbolt describes how sloping and unusual sites were appropriated through the use of a West

Coast-developed framing technique, post-and-beam, to create a series of spatial sequences punctuated

‘Tafuri, Manfredo. Theories and Historv of Architecture. New York: Harper and Row
Publishers, 1980, p. 45.

“‘From McKay, Sherry. "Western Living, Western Homes: An Expression of a New Climate”.
A paper presented at ‘the annual meeting of The Society for the Study of Architecture in
Canada in Vancouver, May 27, 1988, p. 3. &

&
‘Downs, 1981, p. 41.

98



with vicws'in and out of the site*. For Gruft, it wés "the originality and appropria-teq/éss that was the
principle strengths of the early house;s which first drew anenﬁon to a wesicoast style’. Aﬁd Watson agrees
that a regional architectural attitude, one characterized by Lﬁe acceptance of abstract form and an
awareness of the environment, arose from what he considers the most sigm'ﬁcant achievement of 1950’
domestic architecture, the easy(u_'ansition between interior and exteﬁor space. In a more specific way,
Downs relates how this response 1o particularities of site generating a number of level changes, variety in
plan configuration, and plasticity of form served to iniegrate a building with its setting. Because this design
idiom was different from all urban precedents, he feels jusu'ﬁéd in referring to it as "vernacular”™ West
Coast architecture®. And Gibson conﬁrrﬁs the practice of "critical regionalism” in 1980’s Vancouver
architecture bv jc')bserving that the principle motifs of regionalism, post-and-beam, sanctimony of view and

naturalistic decoration, have been monumentalized in civic and commercial design’.

But does.the West Coast S[)\fle possess the potenual of acting as a force of critical regionalism?
According top_}:—rémpton’s techtonic criteria, the answer would have to be “yes”. The structural
appropriation of sitAe‘parLicularities, the awareness of surroundings and the incorporation of ‘lvandsczped
courtyards disEinguish the West Coast Styvle from historically eclectic Postmodern design. The West Coast
Style also manifests aesthetic distjnction: its Rorﬁantic sensitivitynio nature generates-a generous use of
vech;Lion ;i<n conjunction with structural form. But the cultural importance of this newly~disc6vered local

vernacular remains ambiguous. What does an architecture signifying retreat ffom the city and recreation in

nature mean to a Postmodern society directed by the values of consumption? -

— e e et -

1983. Vancouver: Vancouver Art Gallery, 1983. p. 108.

‘Gruft, Andrew. "Vancouver Architecture: The Last Fifteen Years”™ in Vancouver: Art and
Artists 1933 - 1983, 1983, p. 330 :

-

*Downs, 1983, p. 4l1.

-

‘Gibson, Edward. "A Ciny’s Styvle® in Award-Winning Vancouver Architecture. Vancouver:
Simon - Fraser University, 1986.



McK\ay states that the West Caast Style home symbolizes the B_n'tish Columbian ‘style of living. |
According to Gx:bson, the West Coast quality in post-war domestic‘de'sign was'founded on a tocal artistic
tradition moided by naturalism, informality and symbolic spiritualism, a traciition that imparted a casual
attitude towards universality. Because the 1980’s arche—wﬁd;lg has fgrought the artistic as Wd to the
engineering dimension of the Wgst Coast Style architecture to the fore, Watson's insights regarding the
activities of the artistic community in the 1950’s warrant mention. Watson writes that while Vancouver
often sees itself as vibrant, new and cosmopolitah, it was and remains a conservative community*. The laté
acceptance of Intemaﬁonal Style Modemnism in architectural 'pr'actice serves as a primary example of this
conservativism., Whﬁle a deconstructionist disclosure of the trace revealed the Modem movement in
Vancouver as a discourse involving architects a:d artists on the principles of good design \;'ith the objective
of solvin‘g economic and social problems, Watson points out tﬁat in these discussions, particular attention
was given to the organization of letsure ume into creative actvities. Artists participating in this discourse,
who expressed 7their commitment to Modemity by building architect-designed homes on forested suburban
slopes, manifested at the same time a dwindling interest in painiings reﬂecﬁng social consciousness and a
growing preoccupation with a personally-expressive art inspired by the landsmpé. Watson states that art
inﬁhe 1950’s turned from themes of social éommemary 1o thdse of leisure and escape. Artists felt it was
their role to offer refuge from society inr the form of aesthetic expressions of personal freedom. "l'hese
intentions offer insight into the changing nature of significance attributed to the West Coast Style. In the
194-0’5 and 1950’s, references 1o the inclusion of mMMign were increasingly suppressed, while in the
1980's, they become predominant. Ina post—wér ume period, \}alues of work determined cultural progress; -

in a post-industrial era, retreat and recreation assume greater import.

Derrida states thét the process of arche—writing is constantly changing yet self-referential. Although
1980°s arche-writing of West Coast Modernism refers to post-and-beam construction and sensitivity to
local building matenals, it adds ard emphasizes awareness of site and surrou-ﬁdmgs‘a&d naturalistic

iandscaping. For architectural critics of the 1980's, excepting Andrew Gruft, the West Coast Style no

'Watson, Scott. "Arnt in the Fiftes: Design, Leisure and Painting in the Age of Anxiety” in
YVancouver: Art and Artsts 1933 - 1983, Vancouver: Vancouver Art Galiery, 1983, p. 100.
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longer represents a movement of radical change, but one of reactionary resistance. “This change in the |
| direction of the hinge supports Téfuri’s contention that "history does not condition activity, rather i; will be
»th.e case of the latter transforming the functions of the former™. Current arche-writing conceals the
Modern o;i‘gins of thé West Coast Style. But decoﬁstrucn‘bn has also proven that arche-writing does not
duectly represent experience. Textual interpretations are determined by certain social values’ which, as
Lyotard has forewarned, should not remain unquestioned. Although 1940’s and 1950’s arche—wrmng of
West Coast Modernism concentrated -p the importance of economic construction and structural
innovation, and a Postmodern arche-writing of the West Coast Style centres on retreat and recreation in
nature, they both Emérged from a trace fundamentally inﬂuenced by a capitalist poh't}cal economy.
Therefore, it must be asked, "For whatA reasdn and to what end have cultural values based on production

been replaced by those directed by consumption? And does an architecture of critical regionalism support

or contest this change?”
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CHAPTER VI

THE WEST COAST MODERN LANDSCAPE AND DECONSTRUCTION: CONCLUSIONS

This thesis has been concerned with interpretations of the West Coast Modern landscape and with
deconstruction, a methodology of textual analysis new to the field of geography. Analysis of the
interpretations produced three conclusions. Firstly, that while deconstruction assumes discrepancy between
arche-writing and temporal experience, these discrepancieg are shown by this thesis to be of fundamental

fproportion& They demonstrate a marked plurality rather Lhah singularity of meaning inherent in the
cultural landscape. Secondly, as interpretations change through time, certainv meanings are retained, others
are forgotten. Thirdly, interpretations are inﬂuenced by particular cultural values prevalent at the time of
writing. In this thesis, the methodology of deconstruction provided insights into the meanings embodied in .
a cultural IandSczpe that other methods would not have offered. Noner.heleés, limitations were uncovered.
Their acknowledgement and/or overcoming are important to geographers choosing to apply deconstruction -

in the future.

The fundamental differences between arche-writing and temporal experience describe the rich
diversity of meaning present in the West Coast Modern landscape. This diversity _encdmpasses
architectural ﬁrincjpies of Modernism as weli as aesthetic qualities of Romanticism. West Coast Modern
a,t%hitecture represents Lhe use of modular systems of space planning as well as spatial desigﬁ sensitive to
the topography and Qegetau‘on of the site. It demonstrates structural innovation and virtuosity in the
employment of synthetic materials such as concrete and steel and of natuml, indigenous products of cedar
and fir. The West Coast Style generates standardized designs'typiczl of iérge scale projects as well gs'the
customized architecture of detached housing. It is associated with pure, undecorated surfaces as well as
with coloured, textured finishes and the addition of local arL Despite the marked plurality of meanings
conveyed by the West Coast Modern landscape, arche-writing | manifests a certain- structure of

interpreation.
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Changing interpretations of Westﬁoast Modenﬁsm demonstrate sdmc similarities, but not in an
absolute way. Two principles of Modem architecture, that of structural innovation and economical
resolution of general building requirements; are common to both the a:ché—writing and témporal
experience of the 1940’s and 1950°s. But by the 1980’s, Ihesé principles lose imp;bnance as criteria of the
West Coast Style. In their stead, regional qua_liﬁes such as a sensitivity ‘to site and surroﬁndings;
naturalistic landscaping, and interior courtyards, common to temporal experience of the 1940’s and 1950’s
.and a:éhe—writjng of the 1980’s, assume greater significance in‘ delineating West Coast Modern

architecture. :

Derrida’s understanding of textual representation as expressi\}e of philosophical and historical
inﬂuence; prepares us for the association of changes in interpretation with changes. in the cultural values
guiding those interpretations. This thesis shows that cultural values can be deduced firstly, from the
terminology and logic employed in textual representation, and secondly, from the social, political and
economic context in which the text was created. Determining the context leads to an assessment of what is
included and what is excluded in arche-writing. Arche-writing of the 1940’s and 1950’s describes West
Coast Modern architecture in terms of ratjonaﬁzed planning and standardized construction, Its purpose
was to promote the efficient and therefore ecpnomical aspects of Modem building prabtices. The context |
which generated this arche-writing was one influenced by capitalist industrial production. Arche-writing
of the 1980’s represents West Coast Modernism in terms of jts sensitivity to site and surroundings and the
incorporation of naturalistic landscaping and interior courtyards. Its objective is to fbster a
regionally—conscious archifecmral form. The context of this more recent arche—writing is one effected by
the practices of consumer capitalism. Although cultural values are not explicitly stated in the written
interpretations of the West Coast Modern landscape, deconstruction facilitates their deduction through the
play of ienm'nology, logic of argument and coﬁtext. This deduction adds a critical dimension to the
identification of cultural values particular to time-specific interpretations. It also demonstrates how the
plurality of meanings and intentions involved in landscape formation complicates the predictability of

cultural progress.

103



This thesis used deconstruction to identify dimensions of meaning embodied. in a cultural landscape
that methods such as pheoomenology. existentialism or structuralism would not have revealed (see Chapter
). Thfough teJ’(tualvanaJysis deconstruction discloses not only the objective }evaluation but also the
subjective experience of landsmpe‘ fomﬁom In this study, a comparison betwéen the (objecﬁve)
arche-writing and (Zubjective) temporal experience served to uncover the plorality of meaning that
comprised tl"lc.landsmpe of West ‘Coast Modernism. Furthermore,deconstruction provides a far more
systemaﬁc analysioz of the ch'ang;‘in meaning than other studies; for example, Sauer's morphology of

landscape. The strategy is equally effective with only a minimum number of texts (two are sufficient).

The weaknesses of deconstruction must be acknowledged as well. The first weak_ness rélatés o
deconstruction being a method of excluéively textual analysis. While writtén records constitute the.best
source of information about historical events, in.contemporary time periods, other 'media may provide data
more di;ecﬂy related t the object of study. For example, in this thesis, graphic or photographic
representations of ‘West Coast Modern architecture Would have maintained the visual bias of
conimunication. Adlditionally, a Japanese influence was noted in only ome of the interpretations.
. Verification could onJy‘come from oral sources, which stood outsidé'this analysi:s of texts. Finally,
deconstruction does not offer a theory of explanation. The onus is on deconstructing, not reconstructing,
on_criticizing accepted ways of knowipg. Therefore, cultural values suchr as those based on capitalist
practioes of production or consumption can only be deduced through the disclosure of temiinology,or a

description of context: an explanation of the bias in the interpretationé of the West Coast Modern-

A Ve
landscape is not possible through deconstruction.

‘This thesis has uncovered both the strengths and the weaknesses of deconstruction as a method of
geographic inquiry. For greater relevance to the discipline, its critical stance towards textual interpretation
could be extended to include the "grammatology” — the structure and logic — of oral and visual media.
A deconstructionist analysis of oral sources of information such as interviews and ambiéntvsound could well
offer valuable insight into the processes of landscape formation. Of greater pertinf.npe to geography are

visual sources of information. The deconstruction of maps, graphs, models, photography and empirical

4
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observauon, could significantly contribute to a more comprehensive understanding of the megnings and

intentions involved in both landscape creation and interpretation.
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