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Abstract

This thesis will examine the architecture that Dan S. Hanganu executed in Québec
between 1980 and 1995, focusing on his largest completed building, the Ecole des
Hautes Etudes Commerciales for the University of Montréal. The architect’s work will
be studied in relation to the Modern Movement of the second and third quarters of the
20th century and "Post Modernism’ during the last quarter of the century. It will also
be examined in the context of the cultural and political climate in Québec during the
fifteen-year period in question. The thesis will explain the popular success of
Hanganu's architecture by showing how his work, and especially HEC. is a
manifestation of three factors that define Québec society: it is an interpretation of the
province's unique history, an expression of its geography, and a metaphor for the

francophone Québecers’ attempts to secure their cultural identity.
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Chapter 1

Introduction

This thesis has evolved from the chance meeting of two thoughts. The first was a
question, or perhaps a doubt, about the popularity of the buildings designed by Dan S.
Hanganu. During the last decade of the 20th century, Dan Hanganu has secured an
impressive number of public commissions, many of which were won in competitions.
These include the Archeological Museum at Pointe-a-Calligre, the Chaussegros-de-
Léry expansion of Montreal's City Hall with its integral city block condominiums, the
Pavilion du Design at the Université de Québec a Montréal, the headquarters for the
Cirque du Soleil, the abbey church of Saint-Benoit-du-Lac, the University of
Montreal's Hautes Etudes Commerciales, and the expansion of the Ecole Viger to
house the Archives of Québec. His lucid free-hand drawings filled with evocative
notes have intrigued clients who, by and large are delighted with the executed
buildings that followed. Those who visit or work in his buildings have made them their
own, and his structures are perceived as destinations as much as places of

contemplation, study or work.

His work delights not only the public, but the architectural community as
well; no mean feat in a city such as Montreal where competition is fierce for limited
contracts and where over a third of the architects are said to be without work. When
the newly completed Hautes Etudes Commerciales received Heritage Montreal’s
notorious 'Prix Citron', awarded annually to the building that does the most harm to its

site and historical context, several architects and planners rallied to Hanganu's defence.
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During a number of informal surveys of practicing architects, architectural
historians and teachers that I conducted during the spring of 1997, [ asked the
interviewees to name a recent building or architect whose work could be said to
represent Québec's cultural identity. Several respondents named Dan Hanganu or one
of his buildings [|}. Hanganu's work has spawned a following among some younger
architects in Québec and his influence can arguably be detected in the buildings of
such rising stars as Saucier et Perrotte, Eric Gauthier and Atelier in-situ, to name a
few.

Although seen by many as the *Golden Boy’ of Québec architecture,
Hanganu is much less known outside his province of work. Students of architecture in
Ontario are quick to name the recent buildings of Nova Scotia’s Brian MacKay-Lyons,
Ontario’'s Kuwabara Payne Blumberg or British Colombia’s Patkau Associates. but are
uncertain when Hanganu's name is mentioned. These observations led me to my first
question and its corollary: Why is Dan Hanganu's work perceived as a model for
contemporary architecture in Québec? Given his considerable success at home, why is

Hanganu's work so little known outside Québec?

Articles appearing in ARQ, L'actualité¢, Azure and Canadian Architect have
assisted our understanding of how Hanganu's creative process and his response to
program and planning constraints have led to the realization of functional and
imaginative buildings, but have not been equally helpful in describing the widespread
appeal of his architecture. These studies and the themes they describe do not account

for the compelling, pervasive and immediate response elicited by his buildings. Which



of Hanganu's themes cause the resonance that seems to be felt by the Québec public
and architectural community? How and why do these themes influence the visitor and
the critic? Why is this influence so much more apparent in Québec? These are my first

questions.

The second thought seems at first glance to be quite unrelated. | had been
reading a recent essay entitled ‘Genese de la societé québecoise’, or *Genesis of
Québec Society’ by the respected sociologist Fernand Dumont [2]. This well-
researched document chronicles the development of the cultural identity of the Québec
people and their emergence as a society. Dumont has taken a historical perspective that
spans from the founding of New France in the | 7th century to the political and
economic crises of the present. He has identified three forces that have emerged
repeatedly over a span of 350 years and have helped to shape and define Québec
society. According to Dumont, Québec's society has been shaped by a profound
identification with its history, a deep attachment to the land and the river, and modern
utopian °projects’ to ensure its survival in the future. The interactions of these three
forces have produced not one, but two distinct and parallel socicties which for over

two centuries have coexisted and are often in contlict.

Though Dumont has to my knowledge made no attempt to apply his theory to
architecture, such a project seems to offer a rich field for investigation since it holds
clues to the values and spatial choices of a distinct people. That this was in fact the
same population that is currently using and judging the buildings designed by

Hanganu, seems particularly relevant to my investigation.
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With the question of the popularity of Hanganu's work on the one hand, and
Dumont’s theories on the other, it occurred to me that the themes of the one seemed to
mirror the themes of the other. Some of Hanganu's buildings contain analogies to the
historical, geographic and utopian themes which Dumont claims have shaped Québec
society. On closer examination [ discovered that the buildings that Hanganu has
completed during the last two decades of the 20th century contain an extremely rich
array of references to Duinont's themes, acting at several hierarchical levels. Moreover,
these analogies in Hanganu's work appear to occur in such a systematic and repetitive
way that they might be perceived as the signature elements of the architect's creations.
Could it be that Hanganu has developed a consistent architectural vocabulary that
stimulates powerful, culturally conditioned responses from a specific population while
it produces different responses from another? Might this explain the geographic

spread of Dan Hanganu's appeal?



Chapter II

Research Methodology

1. Review of Literature on Hanganu

The first stage of my research involved the study of the articles devoted to the architect
and his work. For the most part, Dan Hanganu’s work has been published in
newspaper articles and magazines including The Canadian Architect, ARQ and
Architectural Record. To date, there have been no books written about Dan Hanganu
aside from a monograph of his early work published by the Université de Québec a
Montréal (UQAM), and an interview of the architect by Georges Adamczyk that was
published by Section b. A chapter in *L’abbaye de Saint-Benoit-du-Lac et ses
batisseurs’ by Claude Bergeron and Geoftrey Simmons is devoted to Mr. Hanganu’s
Abbey Church, and one in *‘Modern Canadian Architecture’ by Leon Whiteson

describes the architect’s Nun’s Island housing.

2. Review of Other Relevant Literature

Architecture is a complex art produced from necessity, knowledge and intuition. The
forces which shape a building are numerous and varied, and sometimes arbitrary, and
as a result the discipline resists scientific evaluation. I felt it was important not to study

my subject in isolation, choosing instead to look at Hanganu’s work first in its



historical context and in the light of Québec’s culture. As a product of the Modern
Movement, his work invites comparison with the trends of the avant-garde and the
counter-trends of Post-Modern. And because it was built in Québec during a period of
significant social, political and economic change, it is appropriate to examine its
meaning in this unique cultural landscape. The second stage of my study involved the
review of several books on modern architecture in which | attempted to identify the
practitioners and buildings that may have influenced my subject. Hanganu is European
and has studied and traveled extensively around the world. As a result, | was interested
in the works in Europe and America which would have been formative to architects of

his generation.

3. Site Visits

The third stage included visiting and photographing Hanganu's executed buildings.
Because the majority of his works are public or institutional, I was able to arrange for
unrestricted access to his buildings by day. and in some cases after hours. Mr.
Hanganu made his sketches, drawings, study models and photographs available for my
perusal, some of which have been reproduced in this manuscript. During the course of
my numerous visits to rue Corot and rue de Gaspé, Val de L’anse, Pointe-a-Calliére,
UQAM. St.-Benoit-du-Lac, Hautes Etudes Commerciales and the architect's office, [
compiled an extensive library of photographs of each building that served as references

for my written investigation. In the absence of a body of literature on the architect’s



work, | have used my own pictures and my direct experience of his buildings.

I used two approaches in the selection of the architect’s buildings. The first is
a longitudinal method in which | chose a sample of works covering a variety of
building types and representing a chronology of Hanganu's work. This includes rue de
Gaspé (1979-80), rue Corot (1982-84). Val de L’ Anse (1984-89) and Complexe
Chaussegros-de-Léry (1987-1993). The second is a transverse method in which [ chose
four institutional buildings that were completed during a five-year period. These
include the Eglise abbatiale de Saint-Benoit-du-Lac (1989-1994), the Musée
Archéologique Pointe-a-Calliere (1992), the Pavillon du Design UQAM (1996), and
the Ecole des Hautes Etudes Commerciales (1996). Although the two schools were
inauguratted in 1996. the architect had completed the designs more than a year earlier.
Thus, these buildings fit within the fifteen year period 1 chose to investigate. [ have
concentrated on the latter work and examined the others primarily as a means to

observe the themes which run through Dan Hanganu's work.

I selected HEC for four reasons. At the time | began my research it was the
architect’s most recent completed work and could thus be seen as a culmination of his
developing themes. Despite its place in the continuum of Hanganu's work several
factors make HEC atypical, such as its size and budget which are considerably greater
than the largest of his previous works. Moreover, it has been the most controversial of
his buildings, causing a protracted public outcry in which opinions were divided
between those of the residents and conservationists, and those of the design

professionals. Finally, apart from the volley ot newspaper and magazine articles which



accompanied the public reaction to the building, there had been no critiques of HEC

published in books or architectural magazines which might bias my own observations.

4, Interviews

All of the buildings that are the subjects of this investigation were in Québec and
primarily for French-speaking clients and users. Thus, [ beleive an analysis of
Hanganu's work should also examine its meaning and relevance to the culture of the
Quebecois. [ had examined the role of architecture in Québec culture during the course
of an independent study that [ undertook in 1997 concerning the preservation and
promotion of Québec’s architectural identity in an era of high technology and
globalization [3]. For the study, 1 interviewed sixteen professionals who practice,
research or teach architecture in Montreal and Québec City, and one ofticial of the
Ordre des Architectes du Québec. The interviews lasted an average of one hour, during
which the candidates were asked ten questions designed to explore how Québec might
sustain its architectural identity through the promotion, practice and teaching of the
protession. The questions were sent to candidates one week before the interviews,
giving them time to prepare their responses. The implied question was whether Québec
has a unique architectural identity and, if so, how this identity is manifested. The
interviewees were chosen to represent three disciplines: researchers and professors of
architecture (8), practicing architects (7), and the architectural profession (2). To

ensure regional representation, | interviewed eleven architects who were currently



working in Montreal and six in Québec City. Fifteen of the interviewees are
francophones and two are anglophones, which approximates the linguistic distribution
in the province of Québec. Transcripts were made of each interview, as well as a
summary of the answers to the questions. Although no scientific analysis has been
made of the information gathered in the interviews, it has served in this thesis as a
frame of reference for the interaction between Québec’s cultural identity and its

architecture.
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Chapter 111

Education and Early Werk

At the end of the 1960's Dan Hanganu decided to leave his native Romania for the
intellectual freedom of the West. Professor at the University of Bucharest and a
practicing architect predominantly engaged in the design of industrial and
administrative buildings for the State, he could not accept the limits placed on his
profession. A mood of schizophrenia ruled in Romanian society where *[...] in this
world whose values were reversed. one could not afford the luxury of making a
mistake. One was called a saboteur for the smallest gesture which did not correspond to

the norms™ [4].

Hanganu was born in 1939 in Isa in northern Romania and grew up in
Bucharest where he was educated by the communists. The son of a military father,
Hanganu felt that he was too resentful of authority and lacking in discipline to pursue a
career in the military, and chose architecture instead. At that time, Stalin figured
prominently in Romanian education and the architecture favoured by the Party was
heavily inspired by Greek and Roman Classicism. Although he hated the socialist
realism of his education, the obsession with order, form and presence and the powertul
axial organization that Hanganu found in Classical architecture would frequently
emerge in his mature works. He would later look upon his education as a good
investment that provided him a solid base for his architecture. But, like many of his

contemporaries he found the practice of architecture under the control of a repressive



regime to be stifling and looked to the West to stimulate his interest in design.

1. Totalitarian Critiques of Modernism

Monumental architecture has been employed through the ages to represent dominant
ideologies and as an instrument of state propaganda. The totalitarian regimes that
emerged during the 20th century on the European continent attempted to legitimize
their positions through building and planning and to convey their values to their
subjects and neighbors using the devices of symbolism and association. Nationalist
sentiments were kindled by new construction that made reference to earlier architectural
traditions or, in their absence, to the invention of bogus traditions - fictitious affiliations
that served the needs of the State. Parallel to this trend was nostalgia for what the State
perceived to be “noble’ indigenous values, which needed to be preserved from the
attack of a *foreign’ modernist movement. In order to assert their right to rule, the
fascist and communist regimes in Germany, Italy, the Soviet Union and Romania had to
be perceived as defending the deepest values of their populace. Their public works
sought to create a balance between evocations of past imperial power and expressions
of populist support, in order to maintain the perception of the State as the voice of the
community. Their colonnaded fagades bordering or enclosing spaces for public
assembly, symbolized at once the power of Imperial Rome and the Greek origins of
"civitas’. It was natural for the regimes to turn to Roman Classicism, as Viollet-le-Duc
seems to have anticipated in his Entretiens: “The Romans were necessarily Classic, in

the modern acceptance of the word; for nothing assimilates better with administrative



direction than classicism, as we now conceive it, and nothing is more contrary to the

administrative spirit than discussion” [5].

A new movement began to take root late in the first quarter of the 20th
century in which the leading architects in Europe and Russia agreed to an international
approach to building that exploited the newest technology to repair the devastation left
by World War L. The principles of the new architecture were ratified at the CIAM
(Congres international de Iarchitecture moderne) conference in Switzerland in 1928,
and the code of practice that ensued came to be known as *“The Modern Movement’, or
“avant-garde’. The goals of the new architecture were to liberate society’s perceptions
and tastes and transform them into those of a modern industrial one, and to change the
way of building to benefit from the manufacturing processes of the new society.
Dubbed “The International Style’ by Henry Russell Hitchcock and Philip Johnson (6],
the movement was seen by the totalitarian regimes as a threat to the goals of society,
and was often depicted by the State as an elitist novelty created by a marginal avant-
garde acting independently of the populace. Modern architecture was also discredited
for being an “international’” phenomenon. not having grown from national cultural
roots and traditions. The subtle adaptations of the modernist ideology and symbolism
within different societies was often ignored in these often vague and imprecise
criticisms. Moreover, modern architecture was devalued for its relative novelty and
seen by the propagandists as temporary and insignificant when compared with the
enduring appeal of Classicism. Perhaps the most serious criticism was that the Modern

Movement’s democratic tendency to treat all types of buildings as equal, blurred the
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distinctions between building typologies. This made it unsuitable for a regime that

needed to use the hierarchy of building types to illustrate the hicrarchy of power.

The new architecture wasn’t always rejected out of hand. Its machine age
efficiency and material economy could be acceptable to a regime whose political and
military power depended in part on industrial and technological strength. The
Ceausescu regime had no precise monolithic doctrine about architecture and could thus
borrow from the Modern Movement those qualities such as efficiency and structural
rationalism that suited the State. The new architecture was sometimes acceptable when
restricted to buildings such as oftices and factories which were deemed to be low in the
hierarchy, or when confined to areas unlikely to be seen by the public. Important
buildings would display an easily legible monumentality, employing devices such as
axial planning, grandiose scale and repetition to enhance the status of the ruling party.
They borrowed the devices used for crowd control in Imperial Rome - the procession of
spaces aligned in enhanced perspective, framed by imposing fagades tronted with giant
orders — to inspire awe, respect and a measure of fear in the citizenry. Traditional
sources - Egyptian, Babylonian, Classical and Neo-classical - provided the elements of
monumental scale to adorn the public faces of the buildings while Classical and
Baroque planning defined the spaces for gatherings and processions. In the absence of
any real Greek or Roman Classical traditions in its building, the Regime attempted to
create imagined Classical roots through the propagation of an instant skin-decp

traditionalism.

In 1960, when Dan Hanganu began to practice architecture in his home
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country, he possessed the education and skills to become an outstanding architectural
figure. He was interested in the Modern Movement that had swept through Western
Europe, and soon began to distance his work from the academicism of his education.
His earlier work is testimony to his struggle to reconcile the Classicism that was
preferred by his patrons with the abstraction and structural rationalism that he felt were
more appropriate for the post-War era. He was drawn to the works of Mies van der
Rohe and Le Corbusier who, along with Walter Gropius and J. J. P. Oud had been
singled out by Hitchcock and Johnson as the heroes of the “International Style’ (7]. In
the exhibition mounted by Hitchcock, Johnson and Barr at the Museum of Modern Art
in New York in 1932 and in their book *The International Style’ published the same
year, the authors identified the three essential principles of the “Style’. First, the new
architecture must detach the structural frame from the enclosing wall, enabling the latter
to be designed as a lightweight membrane, which they called “surface of volume’. The
effect of mass and static solidity had all but disappeared. leaving in its place the effect
of plane surfaces bordering a volume. The new architecture was conceived not as dense
supporting walls, but as enclosed volumes. Second, the new architecture must express a
characteristic orderliness in its fenestration and in the composition of the spaces within
by emphasizing the underlying regularity of the structure. This followed naturally from
industrialized construction methods which favoured standardized structural grids and
repetitive dimensions that could be used as ordering devices. Third, the new
architecture must relinquish all applied ornament so that the details were the only
decorative elements that remained. The development of simple forms and standardized

details of window frames, parapets and railings were important aesthetic considerations
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to the architects who designed in the Style.

In their book, Hitchcock and Johnson chose to ignore some of the variants in the
architecture of the International Style when they summarized its essential principles.
Although the buildings of Mies van der Rohe and Le Corbusier complied with these
principles, they differed from the other proponents of the Style in that they contained
overt references to Classical tradition. Mies characteristically placed regular colonnades
around the base of his buildings and attached vertical I-beams to the surface of the walls
of his glass towers, thus producing a columnar rhythm in a contemporary language.
Similarly, Le Corbusier’s “pilotis’ were conceived as a modern tribute to the Classical

temples he had visited in Greece.

Hanganu seemed to understand Le Corbusier's use of pure form, his grasp of
the classical principles of structural order and his fondness for vernacular traditions. He
began to develop his own vocabulary of simplified Classical forms that were firmly
rooted in the technology of the 20th century, yet at the same time embodied local
building traditions. Hanganu was a traditionalist in the same sense that Le Corbusier
was, and believed that the fundamental architectural principles of antiquity could be re-
examined in the light of current technology and successtully incorporated into a modern
form of expression, so as to enrich our experience of his buildings through the
associations they produced. He saw in the work of Le Corbusier an approach to form,
order and abstraction that was destined to influence much of his mature work, which

will be examined later in this chapter.
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2. The Faltering of the Modern Movement

Although the avant-garde was still the dominant philosophy of the architecture of the
1960's, its expansion through Europe and America had begun to slow as its promise of
a new world order failed to materialize for several reasons. First, the Modern
Movement had failed to generate the social reform promised by its original
protagonists, and the social justice and sweeping benefits of industrial society now
seemed illusory. Architecture cannot bring social change without the concurrence of
political, economic and social forces, and these were often more interested in
preserving the status quo. Second, the avant-garde encouraged their contemporaries to
forget the past and to build in a way that was true to the technology of their time. But,
societies do not willingly break their bonds with the past, which would mean erasing a
part of their identity. Third, the avant-garde erred in their initial assumption that the
technologies and materials that supported its mode of design would become universal.
They believed that one method of building and one set of urban solutions were valid
everywhere. Although the new materials - steel, glass and concrete — were used
universally in the architecture of commerce and industry, they were too expensive for
most residential construction and too sophisticated for the pre-industrial states. Even
highly industrialized societies remained attached to traditional building materials and
methods because of their tamiliarity, their tactility and the associations they provoked.
Fourth, the refute of ornament and monumentality was appropriate for factories,

hospitals, schools and office buildings which weren’t in need of a representational
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image, but was often unsuitable for theatres, churches and government buildings
whose owners sought to portray an image suitable for the function and prestige of the
building. Hitchcock was aware of the dogmatism of the book when he wrote an article
for the Architectural Record called "The International Style Twenty Years After’. He
acknowledged that the principles of the *Style’ should not have excluded ornament,
and that the authors of the original book had been negligent in failing to discuss

Wright and others, whose work did not correspond fully with these principles [8].

In spite of the shortcomings of the narrow dogmatism of the 1920, the
Modern Movement continued to evolve and adapt to climates and cultures while
retaining its fundamental principles. In spite of its earlier predictions, it was tar from
becoming a homogeneous formula, and even its heros — Mies van der Rohe, Walter
Gropius and Le Corbusier — had found their own particular languages. The
conventions of the International Style had by now evolved and adapted to the realities
of the post-war era and found expression in the hands of a new generation of
architects. Aalto, Kahn and Rossi were at the apex of there careers and their work was
well known to Hanganu who, in his reaction to the mannered historicism of the
communists, was searching for an architecture which expressed the realities of his era.
It is logical that he would be studying the contemporary works of these architects and
be drawn to the West whose post-war prosperity would provide him the opportunity to

explore and expand his craft.

Hanganu left Romania in 1969 and moved to France. The following year, he

and his wife, Anca, herself an architect, sailed to Toronto to join some Romanian
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friends and to find work in various design offices. “We arrived here with a suitcase and
a lot of dreams. Canada was the new world where anything could be built. Toronto
was, at that time, the city which had the highest per capita construction value in the
world '[9]. Hanganu applied to the Ontario Association of Architects for a license to
practice but the Registration Board, in a split decision, refused to recognize his
qualifications. The couple moved to Montreal the following year, feeling the need to
establish themselves in a society whose culture and language, like their own, had Latin

roots.



3. Québec Modern

Architecture in Montreal was in the midst of a small renaissance. The 1960's had
witnessed the completion of several prestigious buildings by internationally-known
architects such as Place Ville Marie by 1. M. Pei and Canadian Industries Ltd. by SOM,
(both completed in 1962), Westmount Square by Mies Van der Rohe (1966). and the
Stock Exchange by Nervi and Moretti (1964-1966). Québec architects had lately
completed several buildings of exemplary quality such as the Student’s Residence at
the Universtity of Montreal by Papineau, Gerin-Lajoie & Leblanc (1962), the Canadian
Imperial Bank of Commerce by Peter Dickinson (1966), and the Chiteau Champlain
by D’ Astous & Pothier (1967). Above all. Montreal had recently taken its place as a

world-class city by hosting the World's Fair of 1967.

Expo 67 was perceived by many as a coming of age for architecture in
Québec and signaled a widespread public acceptance of modern architecture. The
urban design, infrastructure and crowd control methods were an unmitigated success,
and the international pavilions presented a spectrum of modern and traditional
architectural motifs. In addition to the French Pavilion by Faugeron & de Mot (1967),
and the United States Pavilion by R. Buckminster Fuller, two significant buildings by
Québec architects would have a lasting influence on the province’s evolving
modernism. Habitat 67 by Moshe Safdie (1967) was an ambitious project comprising
some 200 self-contained precast concrete dwelling units, grouped in a pyramidal form

around three vertical service shafts. [Fig. 1] Conceived as a modern hill town, Habitat



67 represents one strain of the plasticity movement that would endure for a decade
until it reached its apotheosis in the notorious Olympic Stadium by Roger Taillibert.
The modest Québec Pavilion by Louis-Joseph Papineau is an elegant reflective glass
cube, its four curtain wall surfaces detached at the corners and tilting outwards at the
base. Held in a tense equilibrium like a house of cards, this delicate prism inspired by
Mies (Papineau had worked in Mies van der Rohe’s office), explored the potential of
slender steel mullions and glass spandrels to enclose space [Fig. 2]. The influence of
these two buildings; one an exploration of the compressive strength of massive wall
planes, and the other an expression of the tensile resilience of thin sheets of glass and

slender steel frames, would be apparent in many of Dan Hanganu’s later works.

Expo 67 demonstrated to the world the cultural duality of Québec and hinted
at what could be accomplished when the dominant French and English speaking
societies were engaged in attaining a cominon goal. The design and execution of the
project was managed primarily by the City of Montreal under Mayor Jean Drapeau
with a planning tcam including professionals from the francophone and anglophone
communities. The massive construction project included the enlargement of the Cité
du Havre peninsula and St. Helen’s Island in the St. Lawrence River, and the creation
of a new island, called Isle Notre Dame. The three water-bound sites comprised a
marvelous new town, like a modern Venice, linked to one another by bridges,
causeways and a monorail, and to the mainland by a viaduct and a new subway
system. The completed exposition had an appropriately international character, yet was

infused with the ambience of French Canada, clearly present in the language, food and



Fig. |
Habitat 67, Cité du Havre
1966-67. Moishe Safdie with David, Barott & Boulva

Fig.2

Quebec Pavilion,
Expo 67, Montreal
1964-67. Papineau 2
Gerin-Lajoie LeBlanc
with Luc Durand
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music that animated the fair. The critical success of the project was hailed by architects
as evidence of a popular acceptance of modern architecture, and by the general public
as proof of the coming of age of the French-speaking Québecers, or *Québecois’. But
the atmosphere of harmony between anglophones and francophones that appeared to

reign during the year of the World’s Fair would soon dissolve into conflict.

The movement in Québec for political independence had been brewing for
over two centuries, and was experiencing a resurgence during the last half of the
1970’s. A separatist group called the Front de Liberation du Québec, or F.L.Q. had
begun to spread fear in Montreal’s English-speaking neighbourhoods by staging a
number of random bombings. Although their methods were suspect, their cause had
won the support of a large portion of Québec’s francophone intellectuals who feared
the loss of their language and cultural identity. Fear of the F.L.Q. escalated with the
1970 kidnappings of British diplomat James Cross and Québec businessman Pierre
Laporte, and came to a head when Laporte’s body was discovered in the trunk of a car.
Prime Minister Pierre Trudeau enacted a state of martial law and sent the armed forces
into Montreal, Ottawa and Québec City, ostensibly to ensure the safety of the public
and the politicians. Hundreds of Québecois agitators and intellectuals were arrested
and imprisoned, many without charges, in the days that followed and the opinions of
the country’s anglophone and trancophone populations became polarized as a result.
After the F.L.Q. kidnappers capitulated and released Mr. Cross, unharmed, the citizens
remained divided over the issue of Québec’s sovereignty, with the anglophones against

separation and many francophones in favour.



The separatist political party, called the Parti Québecois, under René
Lévescque won the greater share of the popular vote in the next provincial election, but
the Liberal party took more seats and formed the government. Buoyed by what he saw
as a "'moral victory’, René Lévesque re-organized his Cabinet and strengthened his
party’s resolve to improve conditions for the Québecois, gaining enough popular
support to win the following election. He populated his government with Québec’s
leading intellectuals and invested heavily in education and the arts, which encouraged
the cultural renaissance that blossomed in the province at the end of the 1970's.
However, Lévesque’s principal goal was Québec’s political independence from
Canada, and he focused his attention on preparing his party and the province for a
referendum on “sovereignty association’, which he defined as political independence
from, and economic association with Canada. Pierre Trudeau’s federalist Liberal party
did everything it could to discredit Levesque’s project for independence, and when a
province-wide referendum was held in 1980, only 40 percent of Québecers voted for
independence. In the period foliowed the failed referendum, confusion and frustration
reigned in the Parti Québecois, and Trudeau saw an opportunity to gain support for the
cause of federalism. He initiated the process to prepare a new constitution for Canada
and to secure the country’s independence from the British Crown. The Charter of
Rights and Freedoms was prepared following country-wide consultations and all
provinces signed their agreement, except Québec. Lévesque insisted on retaining
certain powers which had been given to Québec in the Constitution of 1791 and which

gave the province the status of a “distinct society’. Trudeau refused to negotiate a
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special status for Québec, and in a gesture that shocked and insulted the Québecois,
took the Constitution to London without Lévesque’s signature, where it was dutifully
patriated by the Queen. The forces of federalism had outmaneuvered the separatists,

and secured a Charter for Canada to which Québec has not, to this day, subscribed.

A subtle change had taken place in the spitit of many Quebecois, who felt
more isolated than before. A curious, though unrelated, change had occurred on the
streets as well. The slogan on the province’s vehicle licence plates that, during the
Quiet Revolution, had announced: "la belle province’, or “the beautiful province’ had
been replaced with new ones. They now contain a cryptic message that reads: ‘je me

soiviens’, or 'l remember’.



4. The Québec Context: ‘Je me souviens’

Any contemporary investigation of Québec society should lead to the writings of
Fernand Dumont. A respected sociologist with an international reputation and one of
the visionaries of the ‘Quiet Revolution® that began in the 1960's, his seminal work
*Genese de la societé québecoise’ traces the growth of a Québec society trom the
founding of New France in the 17th century to the political and economic
developments of the present [10]. Dumont’s social theories have influenced the
writings of several architectural historians in Québec, including Luc Noppen and
France Vanlaetham, and were brought to my attention by two Montreal architects
during the course of a study of the expression of cultural identity in Quebec
architecture that [ undertook during the spring of 1997 [11]. In a mosaic of conditions,
forces and defining moments that have shaped the collective identity of the Québecois,
three recurring themes emerge in ‘Genese’ which differentiate this society from others
that have taken root in the American continent: the pervasive influence of the historical
roots of Québec society, a profound attachment to the land, and the need for a
contemporary project to preserve the Québecois’ cultural identity for the future.
Simply stated, Dumont characterizes Québec society as one that is firmly rooted in the
landscape, and where the past and modernity coexist. We will briefly examine these

themes before investigating the means by which they are expressed in architecture.



4.1 History: Two Solitudes

Dumont has shown how a Québec society has evolved from a unique history,
genealogy. language, religion and laws. Settled in the early part of the | 7th century,
New France was carved out of a hostile environment by French soldiers, farmers and
entrepreneurs. The Jesuits from France were responsible for the education of the
settlers and indigenous people, and for the spread of the Catholic faith and French
language in North America. A community of farmers, fur traders and wood cutters
evolved on the shores of the St. Lawrence River, which was governed from Paris and
tenuously connected by river transportation routes, French law, a common language
and religion, and a predominantly Norman ancestry. Most of the original settlers of
New France had come from Normandy, bringing with them a French culture that had
been influenced by Scandinavian invaders some six centuries earlier. It was fitting that
these people would prosper in an untamed new land with savage winters that
resembled those of their ancestors. Following the Conquest of New France in 1760, the
British victors recognized the strategic importance of sustaining this French-speaking
colony with its unique system of laws, language and religion as a bufter to the possible
northward expansion of the United States, and enacted the Act of Québec in 1774 as a
means to legitimize these institutions. Dumont sees the adoption of the *Acte de
Québec’ as a crucial event in forging the identity of the Québec society, because it
guaranteed the survival of the Seigneural system of land tenure and governance, as
well as the French language and Catholicism. Moreover, it differentiated the Catholic,

French speaking Québecois from the English-speaking Protestant colonists, or *others’.






