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ABSTRACT
The following research is split in two parts; The first explores
the mythologies that surround vision, the view, and the pictorial landscape. It suggests that Architecture has long been seduced by ‘the visual’ and has lost touch with the haptic qualities of space. The second is a design exploration that takes
the theoretical framework of expanded thoughts in section
one and applies it to our current times of strife.

With the advent of more frequent and severe heat events, our
climate is being thrust towards thermal austerity. This project
asks the simple question: what do we lose?

The body answers: salt and water.

This project begins with the memory of a mysterious grouping of sidewalk prisms in Chinatown located on the corner
of Carrall and Pender street. Afoot the proclaimed ‘World’s
Skinniest Building’ these small glass blocks hinted at a subterranean space below. It’s previous use as a community bathhouse was abandoned after sanitation conditions rose to a
level of adequacy.

This project imagines the Saline Underground as a haptically
designed pubic park, a salt production facility, and a series of
salt-water pools that seek to bring the body back to a level
of homeostasis and even delight against an increasingly harsh
thermal future.

TABLE OF CONTENTS

Title

i

Abstract

ii

Table of Contents

iv

List of Figures

vi

Acknowledgments
Thesis Statement
Foreword

A View To Write

viii
x
xii

1

Anatomy of a View
On View and Ways of Seeing

3

Visions of Strawberries

8

Sound and Vision

12

Landscape, Media & The Window
Landscape and the Pictorial View

15

Photography and the Framed View

19

View as Commodity

22

The Architectural Frame

29

On the Nature of a Window

36

Parasite
What Your View Says About You

40

Explorations of the Saline Underground
Material Explorations
Drawings / Models
Annotated Bibliography

57
78

147 - 152

LIST OF FIGURES
[Fig 1]
[Fig 2]
[Fig 3]
[Fig 4]
[Fig 5]
[Fig 6]
[Fig 7]
[Fig 8]
[Fig 9]
[Fig 10]
[Fig 11]
[Fig 12]
[Fig 13]
[Fig 14]
[Fig 15]
[Fig 16]
[Fig 17]
[Fig 18]
[Fig 19]
[Fig 20]
[Fig 21]
[Fig 22]
[Fig 23]
[Fig 24]
[Fig 25]
[Fig 26]
[Fig 27]
[Fig 28]
[Fig 29]
[Fig 30]
[Fig 31]
[Fig 32]
[Fig 33]
[Fig 34]
[Fig 35]
[Fig 36]
[Fig 37]
[Fig 38]
[Fig 39]
[Fig 40]
[Fig 41]
[Fig 42]
[Fig 43]
[Fig 44]
[Fig 45]
[Fig 46]
[Fig 47]
[Fig 48]
[Fig 49]
[Fig 50]
[Fig 51]
[Fig 52]
[Fig 53]
[Fig 54]
[Fig 55]
[Fig 56]
[Fig 57]
[Fig 58]
[Fig 59]
[Fig 60]
[Fig 61]
[Fig 62]
[Fig 63]

A View to Write. By Author, 2021.
Anatomy of a View. By Author, 2021.
Wild Strawberries. By Author, 2021.
Herbert Bayer, Gebrauchsgraphik, 1938.
Commodification of the View. By Author, 2021
Caspar Wolf, Der Lauteraargletscher, 1776.
Salvador Dali, Figure at the Window, 1925.
Claude Monet, Le Bassin aux Nympheas, 1919.
Peter Lik, Phantom, 2014.
Succession of a View Commodity. By Author, 2021.
SJ Thrompson, Downtown from Mt Pleasant, 1898.
Otto Landauer, View from City Hall, 1954.
Ino Ionnidou, Technikum Winterthur, 1980.
Le Corbusier, Villa Le Lac, Lake Geneva, 1923. Window Research Institute, 2014.
The Window, By Author, 2021.
Parasite, Movie Stills, 2019.
Parasite View Projection. By Author, 2021.
Parasite Walkthrough Series. By Author, 2021.
Parasite House, 1:25 Physical Model. By Author, 2021.
Parasite House, 1:25 Physical Model. By Author, 2021
Parasite House, 1:25 Physical Model. By Author, 2021
Sam Kee Building. Vancouver City Archives, 1936.
Material Palatte. By Author, 2021.
Plaster Cast. By Author, 2021.
Plaster Cast. By Author, 2021.
Plaster Cast. By Author, 2021.
Plaster Cast. By Author, 2021.
Tactile Plaster Section. By Author, 2021.
Tactile Plaster Section. By Author, 2021.
Leca Salt Filter. By Author, 2021.
Leca Salt Filter. By Author, 2021.
Leca Salt Filter. By Author, 2021.
Leca Salt Filter. By Author, 2021.
Clay Block. By Author, 2021.
Clay Block. By Author, 2021.
Salt, Steel Mesh, and Twine. By Author, 2021.
Salt, Steel Mesh, and Twine. By Author, 2021.
Salt, Bamboo. By Author, 2021.
Salt, Bamboo. By Author, 2021.
Leca, Concrete. By Author, 2021.
Leca, Concrete. By Author, 2021.
Steel, Salt, Hydrogen Peroxide, and Vinegar. By Author, 2021.
Steel, Salt, Hydrogen Peroxide, and Vinegar. By Author, 2021.
Curved Wall Sketch. By Author, 2021.
‘The Underground’ Sketch. By Author, 2021.
Material Ideas Sketch. By Author, 2021.
Terracotta Candle Sketch. By Author, 2021.
Braille Sam Kee Elevation. By Author, 2021.
Braille Sam Kee Elevation. By Author, 2021.
Parti Sketch. By Author, 2021.
Antipark Sketch. By Author, 2021.
Plan Diagram. By Author, 2021.
Section Diagram. By Author, 2021.
Level 0 Fragment. By Author, 2021.
Level 0 Fragment. By Author, 2021.
Level -1 Fragment. By Author, 2021.
Level -1 Fragment. By Author, 2021.
Level -2 Fragment. By Author, 2021.
Level -2 Fragment. By Author, 2021.
Section A Fragment. By Author, 2021.
Section A Fragment. By Author, 2021.
Section A Fragment. By Author, 2021.
Section A Fragment. By Author, 2021.

3
5
9
11
13
17
20
23
24
26
28
28
32
33-34
35
39
42
48
50
51
52
55
58
59
60
61
62
63
64
65
66
67
68
69
70
71
72
73
74
75
76
77
78
79
80
81
82
83
84
85
86
87
88
89
90
91
92
93
94
95
96
97
98

[Fig 64]
[Fig 65]
[Fig 66]
[Fig 67]
[Fig 68]
[Fig 69]
[Fig 70]
[Fig 71]
[Fig 72]
[Fig 73]
[Fig 74]
[Fig 75]
[Fig 76]
[Fig 77]
[Fig 78]
[Fig 79]
[Fig 80]
[Fig 81]
[Fig 82]
[Fig 83]
[Fig 84]
[Fig 85]
[Fig 86]
[Fig 87]
[Fig 88]
[Fig 89]
[Fig 90]
[Fig 91]
[Fig 92]
[Fig 93]
[Fig 94]
[Fig 95]
[Fig 96]
[Fig 97]
[Fig 98]
[Fig 99]
[Fig 100]
[Fig 101]
[Fig 102]
[Fig 103]
[Fig 104]
[Fig 105]
[Fig 106]
[Fig 107]
[Fig 108]
[Fig 109]
[Fig 110]
[Fig 111]
[Fig 112]
[Fig 113]
[Fig 114]

Section B Fragment. By Author, 2021.
Section B Fragment. By Author, 2021.
Section B Fragment. By Author, 2021.
Section B Fragment. By Author, 2021.
Unfolded Section Fragment. By Author, 2021.
Unfolded Section Fragment. By Author, 2021.
Unfolded Section Fragment. By Author, 2021.
Unfolded Section Fragment. By Author, 2021.
Material Legend. By Author, 2021.
Level 0 Plan. By Author, 2021.
Level -1 Plan. By Author, 2021.
Level -2 Plan. By Author, 2021.
Section A. By Author, 2021.
Section B. By Author, 2021.
Unfolded Section. By Author, 2021.
Negative Cast Model. By Author, 2021.
Positive Cast Model. By Author, 2021.
Positive Cast Model. By Author, 2021.
Positive Cast Model. By Author, 2021.
Suspended Site Model Frame Held by Robin. By Author, 2021.
Suspended Site Model Frame. By Author, 2021.
Suspended Site Model View Slot. By Author, 2021.
The Saline Underground. By Author, 2021.
1:75 Concrete Cast Base. By Author, 2021.
1:75 Concrete Cast Base. By Author, 2021.
1:75 Concrete Cast Base. By Author, 2021.
The Saline Underground. By Author, 2021.
The Saline Underground. By Author, 2021.
Antipark Shadow Study. By Author, 2021.
Antipark Shadow Study. By Author, 2021.
Antipark 1:75 Model. By Author, 2021.
Antipark 1:75 Model. By Author, 2021.
Antipark and The Saline Underground. By Author, 2021.
Antipark 1:75 Model. By Author, 2021.
Antipark 1:75 Model. By Author, 2021.
Antipark 1:75 Model. By Author, 2021.
Antipark 1:75 Model. By Author, 2021.
Antipark and The Saline Underground. By Author, 2021.
Antipark 1:75 Model. By Author, 2021.
Antipark and The Saline Underground. By Author, 2021.
Antipark and The Saline Underground. By Author, 2021.
Antipark and The Saline Underground. By Author, 2021.
The Saline Underground. By Author, 2021.
The Saline Underground. By Author, 2021.
The Saline Underground. By Author, 2021.
The Saline Underground. By Author, 2021.
The Saline Underground. By Author, 2021.
The Saline Underground. By Author, 2021.
The Saline Underground. By Author, 2021.
The Saline Underground. By Author, 2021.
Tactile Abstraction. By Author, 2021.

99
100
101
102
103
103
104
104
105
106
107
108
109-110
111-112
113-114
115
116
117
118
119
120
121
122
123
124
124
125
126
127
128
129
130
131
132
133
134
135
135
136
136
137
138
139
140
141
142
143
144
145
146
147

ACKNOWLEDGMENTS
I would first like to acknowledge my incredible chair and com-

To all those who stuck it out during those late-night studio

mittee for their dedication and commitment to helping me

sessions that extended far into the morning hours. Just know-

throughout this process.

ing that others were going through the same process helped
with the final push. I felt like I learned at least a little bit from

Bill, for your incredible patience, and malleability. You always

each and everyone of you. And Tyler, the studio wouldn’t have

catered to my individual interests while still maintaining the

felt like home without your incessant screaming across the

ability to share your own bits of wisdom you’ve picked up

room. We all thank you for that.

along the way. You’ve pushed my project further with your
youthful imagination and it was clear to me that you truly care

To my family who supported me from day one. You made it

about teaching and sharing ideas. Not to mention I’ll always

clear I always had a foundation to fall back on if I ever needed

have a verifiable witness to the ‘magic’ that unfolded in the

it. I am forever grateful for the opportunities you have given

basement of the Sam Kee.

me over the course of my life. I wouldnt be here today without you all.

Mari, your consistent positive attitude at every committee
meeting we had kept the conversation fun in what can often

And to Robin - put simply - I could not have done it without

be a very stressful process. You were instrumental in helping

you. You listened to all my doubts along the way and main-

me bring this project as far as I could over the course of the

tained a level of care unmatched by anyone else. You were

semester and you pushed me to think about drawings not

there for all the highs and lows and were always willing to help

only as a means of communicating ideas but also as a tool of

unprompted. I am incredibly lucky to have you in my life. I can

narrative.

only hope to continue to do the same for you.

Marko, Despite working remotely, I was always excited to hear
your comments and your questions were always intelligently
considered and provocative. You brought many extra dimensions to the conversation and reminded me that every design
move always has social and ethical ramifications that extend
outward from every decision made.

THESIS STATEMENT

This project seeks to discover lost sensory experiences of the
city. A forgotten underground bathhouse is the backdrop to
an exploration of bodily interaction between material, climate,
and submersion.

FOREWORD

The following research text remains unchanged from the original GP1 submission. Despite the divergence of the subsequent
design ideas that directly follow, it still proves as a useful
thread of the process. The project did not end up focusing its
efforts on modulating the window as an architectural element,
but instead finds itself nestled in a subterranean site beneath
a sidewalk in Chinatown. Light is brought in by groups of
glass blocks that serve as an ‘anti-window’ - that is, a window
that serves no view. This is one of the key characteristics that
alerted me to the Sam Kee Building and its underground past.

Undercurrents of the original research can be found inconspicuously throughout the final project for those willing to
‘see’ them.

“If I were asked to name the
chief benefit of the house, I should say:
the house shelters daydreaming.”

Gaston Bachelard
The Poetics of Space
1964

1

A VIEW TO WRITE

It is early spring and it seems as if the ground is waking up again. The sullen earth has laid in rest
for the past six months - blanketed in pine needles, fallen leaves, and wind-swept seeds of yesteryears season-end. The wind blows cool, and it brings with it the breath of new growth. In the
foreground of my vision new-sprung Burdock and Dandelion sway with the breeze. Rhythmically
in tune with the ebb and flow of the winds.

The scene is deeply shaded by the crown of a large cedar tree above, It’s deep cracked trunk
enters the frame with a contrasting stability to the thrash movements of the weeds below. On
the left, a row of cedar shrubs extend through the peripheral of my vision. And on the right, my
view is corralled by a rough painted wall that holds up an elevated terrace my neighbour uses for
gardening. Its bright white paint has faded over time as the grit of its surface has served the role
of a collector – of dust, dirt, and stain.

The scene extends another six feet before the abrupt introduction of asphalt. A few scattered
pine needles and cedar cones try to dampen this transition, but the gradient isn’t readily perceived. A new rhythm is introduced in nine-foot increments. Bright yellow paint rolled across
the pavement indicates where it is acceptable to park. Four vehicles are seen from my window
– metal toasting in the sun. The mid-ground scene speaks of domesticity, the city, and vacant
leisure spaces. A cedar fence marks the other side of the asphalt laneway and obscures the view
of what lays beyond its barriers. Above, empty balconies project themselves in a neat orderly
fashion perpendicular to the view.

In the distance, a large pine tree billows outward and shrouds the image of a ten storey apart[Fig 1]

A View to Write. By Author, 2021.

ment building from the next block over. Long horizontal stretches of glass extend upward floorto-floor interrupted only by a thin concrete slab at each level. Transparency is resisted by interior
shades rendering the façade an opaque white against the dark painted mullions. All but one unit
share this herd mentality – a defense mechanism to protect the interior from excess solar heat,
and glare-ridden light. This building closes its eyes during the day, and only dares to look back
when the threat of daytime has reached its end. The scene closes with the distant cry of a seagull
echoing off the stucco façade of a neighboring building. It reaches my ear through the crack of
my awning window.

3

4

ANATOMY OF A VIEW
[Fig 2]

Anatomy of a View. By Author, 2021.

On View and Ways of Seeing:
‘The View’ in its simplest description, is the optical experience gathered from one’s field of vision;
it is a dialectic between optics and place. To this effect, vision has often been linked to linguistics,
language, and the instilled visual practices of various cultures around the world. Separate from
‘natural’ vision, or the optical laws that govern the way our eyes capture light and produce images
in our brains – there exists an imbued cultural influence from which every individual situates
themselves. Vision in this sense, is the unique way an individual ‘sees’ the world.

Yet, from a physiological standpoint there is a very close relationship between sight and speech.
To this point, Robert Rivlin and Karen Gravelle indicate in their book Deciphering the Senses
that “The ability to visualize something internally is closely linked with the ability to describe it
verbally. Verbal and written descriptions create highly specific mental images… The link between
vision, visual memory, and verbalization can be quite startling.”2 The implication of this neuroscientific point of view on vision is that the images we conjure in our minds directly enforce the
way we describe and experience the world. The brain then becomes a mediator between that
which we perceive visually, and the cultural lens from which we interpret this visual information.

The frequently quoted term ‘cultural lens’ refers to this exact phenomenon. The term’s relation to
optics clearly observed by the easy parallel to the anatomical function of the lens of the eye. This

Visions of Strawberries:

visual metaphor is but one of several that exist in the English language. Captured in the writings

As a counterpoint to western culture and an illustrative example of vision and its inherent

of many, the dominance of visual perception has pervaded Western culture and has shaped its

reliance on a particular cultural foundation, Robin Wall Kimmerer, a member of the Potawatomi

languages to reflect this reverence. In the first paragraph alone, Martin Jay’s book Downcast Eyes

Nation, writes about strawberries in her seminal text Braiding Sweetgrass and how her

fashions twenty-one visual metaphors ranging from common phrases like: ‘keeping an eye out’

relationship to these natural berries have come to define her world-view. She writes:

and ‘point of view’, to more acute metaphors embedded in words like: ‘vigilant’ derived from the
Latin word vigilare, which means to watch – or the word ‘speculate’ which is derived from the
Latin specere, meaning to look at or observe.

In Potawatomi [a traditional language of the Potowatomi people], the strawberry is
ode min, the heart berry. We recognize them as the leaders of the berries, the first to
bear fruit. Strawberries first shaped my view of a world full of gifts simply scattered

Jay notes that this ocular saturation of dialect exists not only within the English language, but

at your feet… It is not a reward; you cannot earn it, or call it to you, or even deserve

also within other western languages like German and French. “No German, for instance, can miss

it. And yet it appears. Your only role is to be open-eyed and present… Those fields

the Augen in Augenblick or the Schau in Anschauung, nor can a Frenchman fail to hear the voir in

of my childhood showered us with strawberries, raspberries, blackberries, hickory

both savoir and pouvoir.” It is a progression that can be construed as a “massive shift from an oral

nuts in the fall, bouquets of wildflowers brought to my mom, and family walks on a

culture to a ‘chirographic’ one based on writing and then a typographic one [the printed word] in

Sunday afternoon… I experienced the world in that time as a gift economy, “goods and

which the visual bias of the intermediate stage is even more firmly entrenched.” 1 Here we come

services” not purchased but received as gifts from the earth. Of course I was blissfully

back to the link between language and the anatomical function of the eye. To read a script or text

unaware of how my parents must have struggled to make ends meet in the wage

is to take advantage of this cultural shift towards the visual bias of many traditions, western or

economy raging far from this field.3

otherwise. It is what separates oral and verbal tradition – experienced by the ear – to the written
word, and its typographic bias to the eye.

1. Jay, Martin. 1993. Downcast Eyes: The Denigration of Vision in Twentieth-Century French Thought. Berkeley: University of
California Press, 2.
7

2 Rivlin, Robert, and Karen Gravelle. Deciphering the senses: The expanding world of human perception. Simon & Schuster, 1984,
88-89.
3 Kimmerer, Robin Wall. Braiding sweetgrass: Indigenous wisdom, scientific knowledge and the teachings of plants. Milkweed
Editions, 2013, 23-24.
8

To Kimmerer, visions of strawberries conjure images of specific childhood memories, cultural
ideals of reciprocity with the earth, and nature as a ‘gift economy’. Even the Potawatomi word for
strawberry is tied to specific oral traditions passed down in the story-telling of Skywoman, the
origin story of Turtle Island. The strawberry comes from one of these stories wherein Skywoman,
after the loss of her daughter, buries her in the earth. “Her final gifts, our most revered plants,
grew from her body. The strawberry arose from her heart.”4

In contrast to this reading of strawberry, the English origin of the berry’s common name stems
from the historical suggestion that English youth would pick wild strawberries, impale them
with grass straw, and sell them to the public to consume. 5 Kimmerer rebukes the idea of wild
strawberries being sold; her view is that gifts can not be bought and sold, and wild strawberries
are gifts from nature. She writes: “It’s funny how the nature of an object – let’s say a strawberry or
a pair of socks – is so changed by the way it has come into your hands, as a gift or a commodity.”
She continues; “Wild strawberries fit the definition of gift, but grocery store berries do not. It’s
the relationship between producer and consumer that changes everything. As a gift-thinker, I
would be deeply offended if I saw wild strawberries in the grocery store. I would want to kidnap
them all. They were not meant to be sold, only to be given.”6

4 Kimmerer, 23
5 Trinklein , David. “Strawberry: A Brief History .” Missouri Environment and Garden. Division of Plant Sciences, University of
Missouri, May 21, 2012.
6 Kimmerer, 26.
[Fig 3]
9

Wild Strawberries. By Author, 2021.
10

Sound and Vision

Don’t you wonder sometimes
About sound and vision?

Blue, blue, electric blue
That’s the colour of my room
Where I will live

Blue, blue
Pale blinds drawn all day
Nothing to do, nothing to say

Blue, blue
I will sit right down
Waiting for the gift of sound and vision

And I will sing
Waiting for the gift of sound and vision
Drifting into my solitude
Over my head

Don’t you wonder sometimes
About sound and vision?

David Bowie, 1977

[Fig 4]
11

Herbert Bayer, Gebrauchsgraphik, 1938.
12

LANDSCAPE, MEDIA & THE WINDOW
[Fig 5]
13

Commodification of the View. By Author, 2021

Landscape and the Pictorial View
Meditating on my initial definition of the view as a dialectic between optics and place, we come
to reframe ‘place’ to mean not only a position in three-dimensional space, but also – in the case
of Kimmerer – the land in which we reside. Optics too advances to mean a way of seeing the
world, a vantage point from which ‘natural vision’ interacts with the cultural milieu of place. These
terms remain co-dependent in our understanding of the world, and what it means to perceive a

Thus the most revered ‘nature’ has come to mean the most picturesque. Crandell further
suggests that we have “defined and judged nature on the basis of its conformity with pictures.
That which is most deserving of protection is that which is most beautiful… [wherein]
‘beautiful’ has really meant ‘most pictorially satisfying’”. But this definition of nature is entirely
misconstrued. To view nature from this lens is “not only anthropocentric but also fatally arrogant
[if] we believe that nature is something we can point to from a car window” 8 Or even more
distressing – that nature is something that can be detained in a still photograph. The suggestion

view.

here is that nature is not an object of the gaze, but rather a dynamic and constantly unfolding
process of all life9.
Stepping back into a more physical emphasis, it would be wrong to ignore the more obvious
considerations of what a view actually is. In order to physically observe something, two
conditions must be met. First there must be an observer, and second, there must be an object

Here in lies the confusion of western thought. If we are to close our eyes and imagine a distant

of observation. Between these two things however, there is an implied separation. We can only

view of the mountains, the mind might flood with images of beautiful natural scenes. Vistas of

observe something if it has the requisite distance from our retinas. If you try to read a page

rolling hills, jagged rock faces, and untouched wilderness. For many, these are images of nature.

from a book too closely, you’ll find yourself straining to perceive anything but a blurry mass of

But if we come to define nature as a temporal and dynamic process rather than a static object, it

text. With distance, the eye can relax, and arrest the image of the individual words and create

becomes impossible to associate these mind-images to be of nature. Instead, Crandell is quick to

meaning from the contrast between paper and ink.

make the distinction that these are images of landscape.

It comes at no surprise then, that in a culture dominated by vision we often view ourselves

“The discovery of Alpine scenery does not precede but follows the spread of prints

separate from our places of habitation; and from the natural world. Again, imprinted in language

and paintings with mountain panoramas.” Pictures influence behavior and perception,

by the common (and divisive) phrase “man and nature”. Gina Crandell, a professor of Landscape

and we have learned to appreciate the beauty of actual mountains by first seeing

Architecture at Iowa State University discusses this problematic phrase in her book Nature

pictures of them… We realize, of course, that nature is not simply a representation in

Pictorialized: “The View” in Landscape History:

a frame, or a place to hike on weekends. But our language and our actions suggest that
this is precisely what it is. We should understand that nature is not simply an object

I am regularly confronted with the phrase “man and nature” to describe our

we can point to, paint, and photograph. In fact, the “nature” we look at and point to is

relationship to the landscape we see. I find these words troubling, because they set

always a landscape and not nature itself.10

up a dichotomy in which “man”, because he is separate, can distance himself from
“nature.” With such distance men can then look at nature as an object… I argue,
however, that a particular way of looking has come to dominate and thus to distort
our view of nature. In the eyes of many who value it, nature has come to be seen as a
particular type of object, symbolized by a view that can be pictured.7
7 Crandell, Gina. Nature Pictorialized: “the View” in Landscape History. Baltimore: Johns Hopkins University Press, 1993, 1
15

8 Crandell, 3
9 Crandell, 2
10 Crandell, 4
16

Trees, shrubs, boulders, and moss are objects of landscape, but they are also living participants
of nature. By consuming images of landscape we are tricked into believing we are experiencing
nature. The illusion of view is rooted in the previous discussion on “man and nature” and the
implied separation between the two – “for at that moment Americans began to see themselves
as detached privileged spectators, even collectors, of nature’s beauty. Over the years this habit
has become firmly entrenched, and nature, once the most powerful of forces, became framed
and pictorialized.”11

In a further exploration of an imagined mountain-view it may bring feelings of calmness, and
serenity. But this is a learned cultural response. Mountains used to be thought of as frightening
and dangerous places – a feared unknown to civilizations past:

To us, the beauty of wild places such as the Grand Canyon seems obvious. But people
in earlier times have not always perceived this beauty. For example, consider a
scene that today we automatically think of as beautiful: a distant view of an Alpine
mountain. For hundreds of years, such mountains were thought of as threatening and
unappealing. It was only late in the sixteenth century that opinions changed. What is
most striking about this change is that it was caused by the spread of pictorial images
of mountains.12

One such example of the pictorial image subverting the cultural fear of so-called ‘threatening’
landscapes is the 1776 painting by the Swiss artist Caspar Wolf titled The Lauteraar Glacier. Wolf
[Fig 6]

Caspar Wolf, Der Lauteraargletscher, 1776.

depicts a scene of climbers resting on the top of a mountain and overlooking a large Glacier
high in the Bernese Alps. Two of the individuals depicted in the painting overlook the scene with
great excitement, leaning in towards each other and gesturing with outstretched arms towards
the landscape below. They are painted in expensive dress, and carry a delicate looking umbrella
to protect themselves from the sun – suggesting that these are aristocrats. Below, two other
individuals are depicted, one holding a walking stick and both unengaged with the view. Their
unadorned appearance and their plain clothing suggest they are the mountain guides for the two
aristocrats.
11 Crandell, 4
12 Crandell, 4.

17

18

Alain de Botton, author of The Architecture of Happiness, comments on Wolf’s painting and the
depiction of the contrasting notions of beauty and fear between the aristocrat and the mountain
guide. He states:

Though he must know these mountains better than all his charges, the guide has none
of the aristocrats’ interest in the scene… high mountains are fearsome places which
one would sanely ascend only out of necessity… The date of the picture is significant,
for it was at this point in the calendar of the Western imagination that mountains,
having been dismissed for centuries as monstrous aberrations, began to exert a
widespread attraction for aristocratic tourists, who found in their raw appearance
and perilousness a welcome relief from the fastidiousness and gentility of their
increasingly over-civilized lives at home.13

In Wolf’s painting the moment of conquest is immortalized, and the view of the landscape
reframes Alpine terrain not as dangerous, but as an opportunity for adventure. The image
reassures us that we are not in danger. As voyeurs of the pictorial view we may put aside our
corporeal fears and let our eyes rest upon images without worry of bodily harm. Even in extreme
cases of natural disaster, images of wildfires, tornados, earthquakes, and typhoons are easier to
stomach in still imagery because the power of natural events such as these are reduced to frozen
moments of awe rather than the unfolding first-hand experience of terror.

Photography and the Framed View
The power of ‘framing’ a view – first in landscape paintings and drawings, then in photographs
– is the uncanny ability of the image to transpose the physical landscape into a reproducible
representation of itself. Hanging on gallery walls, the viewer can be transported from the
rainforests of Brazil, to the plains of the Serengeti – all through images. For the right price, these
views may be bought and hung on the walls of your own home.

13 De Botton, Alain. The architecture of happiness. Vintage, 2008, 160-63.
[Fig 7]
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Salvador Dali, Figure at the Window, 1925.
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individual who frames it, but also about the cultural milieu in which it exists.
But views of these kind are contrived. “In deciding how a picture should look, in preferring
one exposure to another, photographers are always imposing standards on their subjects.

View as Commodity
On the contrary to Robin Wall Kimmerer’s earlier statement on nature’s gift-economy, views –

Although there is a sense in which the camera does indeed capture reality, not just interpret
it, photographs are as much an interpretation of the world as paintings and drawings are.” We
14

choose to frame that which is most beautiful, or most pictorial in a scene. We omit that which
does not move us, or stir in us the depths of emotion that we all desire.

unlike wild strawberries – are bought and sold across many mediums. In 2018, Monet’s painting
Le Bassin aux Nymphéas depicting a view of his flower garden in Giverny, France sold for over
80 million dollars beating the previous record sale of 41 million dollars for a view of The Railroad
Bridge at Argenteuil.16 A photograph by Peter Lik titled Phantom depicts a view of Arizona’s
Antelope Canyon. This black-and-white image captures a rich textural scene in the depths of a

Framing a photograph through the lens of a camera allows us to act as collectors of ‘the view’.
Self-proclaimed artists and photographers take this role very seriously. Regardless of the
contents of a photograph it suggests a unique perspective of the world. Rooted in time and
place, it provokes the viewer to enter the scene of the photograph and imagine the contents
of the pictorial experience. The power of the artist then relies not only on what they choose to
frame in an image, but also what they choose to omit. Rita Carter, author of Mapping the Mind

dark cavernous space. A single beam of sunlight illuminates the mid ground and is given form by
the hanging particles of dust in the air. In 2014, this image sold for $6.5 million dollars at auction.17
Cinema has also significantly contributed to the visual economy with films like James Cameron’s
Avatar (2009) which takes place in the imagined landscapes of Pandora – a lush and mountainous
moon in the Alpha Centauri star system. Recently taking back its spot as the highest-grossing film
of all time – Avatar has generated a total revenue of over 2.8 billion dollars.18

helps to resolve the basis of subjective value in art – and the desire to own a small piece of that
artist’s world-view:

But apart from the plastic arts, there exists a different kind of view all together – one that
operates much like the previously discussed medias – and is bought and sold with even more

Every brain constructs the world in a slightly different way from any other because

wide-spread fervor. And this is, of course, the architectural view. This type of view is facilitated

every brain is different… Sometimes a person with a particularly striking way of

by the architectural element called ‘the window’. Its frame has historically been used in the

looking at things manages to convey it to others by representing their view in a work of

architectural discourse as the tool required to command a view, a method of capturing the

art. That person’s view may be seen as more beautiful than our own and by absorbing

visual data of one’s outer environment and transporting it into the comfort of our living rooms.

it – and perhaps stimulating our own visual pathways in such a way that they start to

The architectural view - like everything else - has become a commodity bought and sold to the

function more like the artists. 15

highest bidder. We build taller to expand our gaze of the mountains and we create curtain walls
to increase our field of view of the ocean and the cityscape.

Images, as much as they are shaped by the individuals who create them, are also enforcers
of cultural value. They suggest to the viewer what is worthy of being photographed. It
communicates to all those who view them what ought to be valued. The frame holds tremendous
power – whether it be a physical frame that holds a painted canvas, or the cropped frame of
a still photograph. The view, and what is chosen to be framed tells a story not only about the
14 Sontag, Susan. On photography. Vol. 48. Macmillan, 2001, 6-7.
15 Carter, Rita and Christopher D. Frith. Mapping the Mind. Rev. and updat, [2nd]. ed. (Berkeley: University of California Press,
2010), 108.
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16 Vogel, Carol. “A Monet Sets a Record: $80.4 Million.” The New York Times. June 25, 2008. Accessed April 19, 2021.
17 Cascone, Sarah. 2014. “$6.5 Million Landscape Is World’s Most Expensive Photo.” Artnet News. December 10, 2014.
18 BBC News. 2021. “Avatar Reclaims Title as Highest-Grossing Film.” BBC, March 15, 2021.
22

[Fig 8]
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Claude Monet, Le Bassin aux Nympheas, 1919.

[Fig 9]

Peter Lik, Phantom, 2014.
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Lance Berelowitz, an urban planner and designer, comments on the frenzy of the Vancouver real
estate market and how the view of natural amenities has shaped the city’s urban development;
he states:

Vancouver’s real estate market consistently demonstrates the significant perceived
value of having a view of mountains and/or water. Real estate ads routinely call
attention to even the most oblique or limited views: a peekaboo view from a tiny top
floor balcony increases market value… But in Vancouver people will pay for the view,
and handsomely. A house with a panoramic water and mountain view will sell for at
least a hundred thousand dollars more than the same-size house, just down the hill,
that does not have a view.19

The commodification of the view has ramifications that extend beyond the simple prospect of
higher real-estate values. It also positions Vancouver in a vicarious position wherein the cultural
bias to value the visual amenity of landscape is countered by the domination over the land which
garners the best views of these natural amenities. Berelowitz further suggests that “Vancouver’s
obsession with the view has distorted the city’s built form and its natural ecology” wherein the
most rapid development has occurred on its “hillsides, beachside bluffs and steep slopes.” He
continues that “the most dramatic, most valuable sites that afford the best views are invariably
the most ecologically sensitive… The edges of intersecting land forms, such as riparian shoreline,
bluff and plateau, are frequently the locations of marginal habitats found only in these areas.”20
What at first seems like harmless fascination with the landscape, becomes a more demeaning
visual fixation on ‘the natural’ and its ever-shrinking domain.

Despite the inherent seductive qualities of such views, their dominance over the cultural milieu
of Vancouver has resulted in a skewed architectural built-form of the city. Vancouver’s ‘view
imperative’ “often reverses the intuitive logic of orienting buildings towards the sun” and instead,

19 Berelowitz, Lance. Dream city: Vancouver and the global imagination. Douglas & McIntyre, 2010, 25.
20 Berelowitz, 25-6
[Fig 10]
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Succession of a View Commodity. By Author, 2021.
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opts to orient many of its buildings northward, towards the mountains and the ocean.21 “This
practice is also evident in new high-density areas such as downtown’s Coal Harbour, Bayshore
Gardens and Triangle West. New buildings are skewed, rotated, stepped in plan and terraced in
section, all the better to enjoy the view… In a city with so many overcast days, this is a curiously
perverse response to the local environment.” 22

This is not however a Vancouver-specific affliction. In the Netherlands, a view of the water was
estimated to inflate real estate prices between 8-10%.23 In Bellingham, Washington the “highestquality ocean views are found to increase the market price of an otherwise comparable home
by almost 60%”24 In Los Angeles, homes situated on a ‘view-lot’ sold for a 9.2% higher value
than their comparable neighbors on a non-view lot.25 So too, a view of Lake Erie fetched a
89.9% premium over homes of comparable square footage and lot size.26 Figures such as these
illuminate the extent in which views drive the value of our everyday domestic spaces. We have
lost the romance and replaced it with marble counter tops and a nice view.

There is an urban inclination to frame views of what the metropolis lacks – its dense grid in
opposition to the rolling hills and expansive natural landscapes of rough country. The urban
dweller longs for a taste of a primordial lifestyle that evades them rounding the corner of each

[Fig 11]

SJ Thrompson, Downtown from Mt Pleasant, 1898.

[Fig 12]

Otto Landauer, View from City Hall, 1954.

city block. The view of such places from our windows lets us hold on to the comfort we find in
our domestic settings; our eyes do the work of our feet by projecting our ‘being’ to distant sites
on the horizon.

21 Berelowitz, 27
22 Berelowitz, 27
23 Luttik, Joke. “The value of trees, water and open space as reflected by house prices in the Netherlands.” Landscape and urban
planning 48, no. 3-4 (2000): 161-167.
24 Benson, Earl D., Julia L. Hansen, Arthur L. Schwartz, and Greg T. Smersh. “Pricing residential amenities: the value of a
view.” The Journal of Real Estate Finance and Economics 16, no. 1 (1998): 55-73.
25 Gillard, Quentin. “The effect of environmental amenities on house values: the example of a view lot.” The Professional
Geographer 33, no. 2 (1981): 216-220.
26 Michael, Bond, Seiler Vicky, and Seiler Michael. “Residential real estate prices: a room with a view.” Journal of Real Estate
Research 23, no. 1-2 (2002): 129-138.
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But this fixation on the pictorial view as commodity has not always afflicted the field of

his 1930’s piece Twentieth Century Building and Twentieth Century Living: “Henceforth the idea

architecture. Nor does it affect every city around the world in quite the same way. This is due to

of the window will be modified. Till now the function of the window was to provide light and air

the simple fact that every city is different – and the inhabitants of one city might prefer a certain

and to be looked through. Of these classified functions I should retain one only, that of being

type of view over the inhabitants of another. For example, in the city of Hong Kong it was found

looked through… To see out of doors, to lean out.”30

that apartments that had access to mountain views actually reduced the value of the unit by
6.7% compared to units that did not have access to one. Instead, views of the bustling harbor
were much preferred.27 Again, this suggests the importance of the original definition of view as a
dialectic between optics and place. With place now encompassing a tryptic of factors: a viewer’s
position in three-dimensional space, the landscape, as well as the broader definition, genus loci –
or the spirit of a place.28 For Hong Kong, a small part of its spirit seems to live somewhere in the

This evolving predominance of the view is ultimately tied with the rise of steel and reinforced
concrete which defined the era of Modern building practice in the early 20th century.
Architectural style and construction techniques were evolving rapidly, and so to was the form
and function of the window. No longer was the view confined to small vertical windows with
load bearing lintels. Instead, “Steel and reinforced concrete introduced frame construction,

harbor.

which has transformed the bearing wall into a non-bearing membrane”, the vertical window “lost
its relationship with the economy of construction and thus [was] reduced to just one among a
The Architectural Frame
The original intention of the window – to provide light and fresh air – merely had the

number of possibilities.”31 In response to this new found freedom, the quintessential model for
the home was defined by Le Corbusier as “stages of floors… all around them walls of light”32

consequence of a view. Only within the last century has the view been of critical importance to
architects, real estate developers, and the public at large. Our interiors have been modified such
that the primary function is deliver a view – an image of landscape. This relationship between
the window, its view, and the previous discussion on photography is richly discussed in Beatriz
Colomina’s seminal work Privacy and Publicity wherein she states the following:

Colomina expands on the Corbusien concept of ‘walls of light’ suggesting that “it is a space that
is not made of walls but of images… that is, the walls that define space are no longer solid walls
punctuated by small windows but have been dematerialized, thinned down with new building
technologies and replaced by extended windows, lines of glass whose views now define the
space.”33 The obsession with framing the out-of-doors has led to an overwhelming transparency

The house is a device to see the world, a mechanism of viewing. Shelter, separation
from the outside, is provided by the window’s ability to turn the threatening world

of our buildings ever since. All it takes is white walls, an open floor plan, and large windows to list
prospective real-estate as ‘modern’ even over a century after the fact.

outside the house into a reassuring picture. The inhabitant is enveloped, wrapped,
protected by the pictures.29

The shrinking solidity of architecture and steady increase in transparent building methodologies
has influenced our relationship to how landscape is framed and consumed. The transition from

This new definition has no better spokesperson than Le Corbusier, revered as one of
Modernism’s greatest inventors. His proclamation on the new role of the window is well noted in
27 Jim, Chi Yung, and Wendy Y. Chen. “Value of scenic views: Hedonic assessment of private housing in Hong Kong.” Landscape
and urban planning 91, no. 4 (2009): 226-234.
28 Norberg-Schulz, Christian. “Genius loci: towards a phenomenology of architecture (1979).” Historic Cities: Issues in Urban
Conservation 8 (2019): 31.
29 Colomina, Beatriz. Privacy And Publicity: Modern Architecture as Mass Media. MIT Press, 1996, 7.
29

the vertical window to the more expansive horizontal glazing was first met with much criticism. Le
Corbusier’s mentor Auguste Perret argued fiercely in favor of the vertical window:

30 Le Corbusier, Twentieth Century Building and Twentieth Century Living, 1930, 146.
31 Von Meiss, Pierre. Elements of Architecture: From Form to Place+ Tectonics. EPFL Press, 2013, 4.
32 Le Corbusier, 146
33 Colomina, 6
30

The porte-fenêtre reproduces an “impression of complete space” because it permits
a view of the street, the garden, and the sky, giving a sense of perspectival depth.
The horizontal window, the fenêtre en longueur, on the other hand, diminishes “one’s
perception and correct appreciation of the landscape.” In fact, Perret argues, it cuts
out of view precisely that which is most interesting: the strip of sky and foreground
that sustains the illusion of perspectival depth. The landscape remains, but (as Bruno
Reichlin has put it) as though it were a planar projection “sticking to the window.”34

The essence of the argument, although a discussion of window orientation – could just as
easily be a discussion of photography – that is, should a photographer take her photographs in
landscape or portrait orientation? The reading of the image – and the view – changes as a direct
result of this framing preference.

Borrowing from Colomina’s example of the villa Le Corbusier designed for his parents on Lake
Geneva in 1923; the façade sports a fenêtre en longueur (horizontal window) that overlooks the
expanse of the lake. If instead he had designed the façade with a vertical window, one could
imagine an unfolding scene where a boat enters the frame of the window and for a split moment
aligns perfectly in its frame. Click, a still image arrested in the frame. However, the fenêtre en
longueur extends the scene and allows the boat to continue along the path of vision. It floats
window-to-window only interrupted by the brief distraction of the adjacent window mullion.
“From the fenêtre en longueur the boat is continuously shot, and each shot is independently
framed.” This is the window of cinema.35

Regardless of a window’s orientation, if its primary function is to command a view it is thrust
into the realm of media for the distinct optical images it produces. If the value of the pictorial is

[Fig 13]

Ino Ionnidou, Technikum Winterthur, 1980.

defined by that which is most easily photographed – so too the value of architecture has resolved
on how well it appears in image. The trendiest of today’s architecture is a spectacle for the gaze –
an objectified image almost better suited to the page on which it is published.

34 Colomina, 130
35 Colomina, 139
31
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[Fig 14] Le Corbusier, Villa Le Lac, Lake Geneva, 1923
Window Research Institute,2014.
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[Fig 14]
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On the Nature of a Window:

There exists a period of time whereby the relative levels of
light and shadow equalize between the interior of a building
and the larger outer environment.

It is in this brief period of time – somewhere between dusk
and twilight – whereby the window is perhaps no more
intensely perceptible. If not for our better judgment, it would
be impossible to judge what is seen through the window and
what is in fact reflected by it.

Take a walk down a neighborhood block during this time and
see for your self the effect of this phenomenon. Through this
process of equalization we become aware of this boundary
between projected images of the interior domestic, and
reflected images of landscape – natural or constructed.

It is at this time where the nature of the window as an
image-maker is most readily apparent.

[Fig 15]

The Window, By Author, 2021.

“We created the window wall in accordance
with the 2.35:1 aspect ratio, and I wanted
the large living room and garden to feel
like a nice photograph on screen”

Lee Ha Jun
Set Designer, Parasite
2020

PARASITE
37

What Your View Says About You
To uncover this relationship between ‘the view’ and the images they create I decided to
investigate Bong Joon-Ho’s film Parasite as a precedent. The film speaks of severe social and
economic disparity between two families in Seoul, South Korea with ‘the view’ taking a pivotal
role in telling the story. The film follows two families on opposite ends of the class-divide;
First is the Kim family who live in the high-density urban center in an overcrowded basement
apartment. The dwelling is defined by a small horizontal window that lacks access to natural light
and overlooks an alleyway with a dumpster that doubles as the public toilet. It also has a rather
unique bathroom which fashions a raised toilet-throne next to a low window from which the only
non-password protected wifi-signal can be found. In an Interview, set designer Lee Ha Jun states:
“That was how the space was described in Director Bong’s script. I remember the script calling it
the temple of excrement. In Korea, we have what’s called semi-basement houses and some semibasement bathrooms are structured that way.”36

Opposite to the Kim family is the exceptionally wealthy Park family who live high above the
dense urban chaos below in a sophisticated ‘modern’ dwelling. This elevational divide is
portrayed in a rather striking scene where the Kim family are forced to travel on foot during a
rainstorm from the wealthy Park family’s home, downward, back to their own apartment. Director
Bong Joon Ho describes the intention of the scene as such:

I really wanted that sequence to feel like it was connecting the rich neighborhood
to the poorer neighborhood in real time. That’s one singular duration. Rain flows
throughout that entire sequence… It’s important that the characters are moving down,
but what’s more important is that water is moving with them: Water is flowing from top
to bottom, to the rich neighborhoods to the poor ones, and these characters they have
no control over it. The water that flows down with them ultimately floods their entire
home [through their street-level window]. I think that’s the really sad element of that
sequence.37

36 O’Falt, Chris. 2019. “Building the ‘Parasite’ House: How Bong Joon Ho and His Team Made the Year’s Best Set.” Indiewire.Com.
IndieWire. October 29, 2019.
37 O’Falt, 2019.
[Fig 16]
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Parasite, Movie Stills, 2019.
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The two images on the top (page 39) are taken within the wealthy Park family’s house and
commands views of their private garden. Tall landscaped shrubs surround the home to shroud
the view in a delicate curtain of greenery. The view its self is framed by a long picture window
which was created with the 2.35:1 aspect ratio used to shoot the film – the idea being that the
view would appear as a perfect picture suspended on screen.38

Here the pictorialized landscape is perhaps most potent. The cinematic beauty of the film is a
direct result of such carefully crafted views – the garden of course being the center point and
climax of the film. But set designer Lee Ha Jun is quick to point out the rigor in which the space
was crafted to subserviate itself to cater to the cinematic view: “It wasn’t easy finding the right
approach to designing the house, since I am a production designer, not an architect… For me
blocking and framing are prioritized; on the other hand, architects build spaces for people to
actually live in and thus consider how the environment informs the way the inhabitants live in the
space.”39

Hallways are widened to fit camera rigs, apertures are opened only where their natural light
enhances the visual emotion of a scene, and spaces are arranged to unfold on screen to support
a compelling narrative. Parasite is a fascinating starting place to study ‘the view’ as it touches
on topics of media, the power of the architectural frame, the pictorial landscape, along with a
rich social commentary on class-struggle. Using the window as a narrative device, Bong Joon-Ho
illustrates how the view is often a reflection of societies idea of social and financial worth.

The first study I did starts with the plan of the wealthy Park family’s house. I placed a viewer in
the living room and traced the perceivable space of the gaze. This simple study suggests the
very projective nature of the home. The windows, and their subsequent views draw the attention
outward to the image of the garden rather than contain the view to the interior. Expanding on
this study, a series of drawing exercises evolved that trace the view along a path through the
house:

38 Cogley, Bridget. “Parasite House Designed from ‘Simple Floor Plan’ Sketched by Bong Joon-Ho.” Dezeen, April 16, 2020.
39 Cogley, 2020.
[Fig 17]
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Parasite View Projection. By Author, 2021.
42

43

0

2

1

3
44

45

4

6

5

7
46

47

8

10

9

[Fig 18]

Parasite Walkthrough Series. By Author, 2021.
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Walk-through Diagram:
1:

Approaching the house from the garden, the gaze is expansive and investigates the interior
through its various openings.

2:

Approaching the front door, the view is constricted and focused on the point of entry. The
doorknob is the first haptic interaction between visitor and building.

3:

The view is once again released by three windows that frame a picture of the back garden.

4:

Approaching the second door, the visitor enters the foyer and is presented with a choice
between upstairs, the kitchen, or the living room which looks onto the garden.

5:

The visitor chooses the living room. They approach the couch which is centered on the
window and fixes the gaze onto a perfect image of the garden from which they came.

6-8: Looping around now, we venture towards the kitchen. We are rewarded again with a corner
glass window and an image of a small garden table.
9:

Arriving at the kitchen, our vision is corralled on three sides

10:

Before once again being constricted to the staircase leading to the basement.

This study suggests that views are inherently projective. They draw our attention outward and
project our gaze onto the pictures of the outer world. It is only when the house calls for our
haptic attention where views are constricted and focused on the interiority of space. Seen here
at the junctions of doors and staircases, as well as the kitchen, the gustatory and olfactory center
of the house. That is, taste, and smell.

[Fig 19]
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Parasite House, 1:25 Physical Model. By Author, 2021.
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[Fig 20] Parasite House, 1:25 Physical Model. By Author, 2021

[Fig 21]

Parasite House, 1:25 Physical Model. By Author, 2021
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So what’s wrong with the view after all? What is the problem that this proposed thesis engages

space and our immediate context. Its goal is to define a new relationship between optics and

with? Well… The average city dweller spends over 90% of their lives indoors. Architecture lets

place. The window has a unique opportunity to disengage the view and provoke interchange

us forget by means of providing views which give the illusion of being connected to the outside

between people and their environments. Let us take the opposite approach of Le Corbusier and

world. A pictorial landscape is framed for its cultural beauty at the detriment of some of the

modify his quote to new meaning:

most ecologically sensitive landforms in the city. When it came time to celebrate the cultural
milieu of the city during the 2010 Vancouver Olympic Games, plans to animate the water of False
Creek with a spectacular fountain were abandoned. The reason being that decades of pollution
and sewage have settled to the bottom of the city’s shores – by stirring it up it posed a severe
health risk to the public. Certainly not the view of Vancouver city officials were going for – plans
40

“Henceforth the idea of the window will be modified. Till now the function of the
window was to provide light and air and to be looked through. Of these classified
functions I should retain [liberate] one only, that of being looked through… To see out
of doors, to lean out.”41

were shifted to a nightly spectacle of lights at BC Place instead.

If the window focuses all of it’s attention on providing light, and fresh air, as opposed to a screen
Vancouver hides under a veil of a collective sustainable mindset – the backdrop of the ocean
and the mountains behind our skyline suggests just how close we are to ‘nature’. But reality is,
the windows of our buildings only provide images. These are not depictions of nature but of
landscape. The projective characteristic of the view allows the real-estate market to sell optical
slices of the landscape – cutting it into pieces available for purchase. The better the image, the
higher the cost – but at least the individuals who are able to afford it get the satisfaction of saying
‘hey, I own this view’.

to look through – then the exploration then becomes what occurs when the view is liberated
from the architectural cannon? Relieved of its duty to the eye, the window has influence that
extends beyond the visual and into the realm of the haptic; It controls temperature, moisture,
light and shadow, scent, breeze, sound, and colour. By engaging with all five bodily senses it
opens up the architectural experience to a wider audience of appreciation.42 Someone who is
visually impaired may be more responsive to the scent of spring air wafting through a window
that is slightly ajar – or perhaps a rough finished masonry wall warmed by the sunlight entering
an overhead skylight. This is not a manifesto to kill the window – but rather a critique on the

Architectural discourse has long discussed the idea of phenomenology and the need to engage
all five of the bodily senses (not just the visual) - and yet the window (as a fundamental element
of architecture) is still subservient to the view; That is, the optical fixation of what lies beyond the

commodified view – it is not a blindfolded architecture, but rather an inward appreciating one.
If architecture is to be bought and sold let it at least rest on its quality of space, not the view it
commands.

building envelope. The ambition of this thesis is to highlight the incorrect assumption that ‘the
view’ is simply a passive consequence of the window. The view is seductive. The view sells. The
view is not passive. It orients our attention, it fixates the landscape in our gaze as a still-image
of consumption, and it defines social hierarchy and social worth on a sliding scale upward – as
visualized by the elevator control panel of our tall buildings.

The aim of this thesis is to subvert the view through a series of design exercises that provide the
architectural discourse with alternative ways we can engage this boundary between domestic
40 Berelowitz, 37.
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41 Le Corbusier, 146.
42 Lupton, Ellen, and Andrea Lipps, eds. The Senses: Design Beyond Vision. Chronicle Books, 2018, 14.
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EXPLORATIONS OF
THE SALINE UNDERGROUND

With the advent of more frequent and severe heat events, our
climate is being thrust towards thermal austerity. This project
asks the simple question: what do we lose?

The body answers: salt and water.

A small vendor sells salt through a window of a skinny facade.
Patrons line up above a row of glass blocks embedded in
the sidewalk - illuminating the hands of salt packers below in
even, diffused light. Turn the corner. Wind is pulled through
wood slats - drawing air into the depths of the building below.
It is the breath that drys the salt.

A long decent. Carefully hung hammocks rise in the periphery
of my vision. Plants wrap their roots around clay spheres to
stabilize, contained by a steel mesh in which people lay. The
vegetation draws water from the saturated clay from rains
past. I am now below the vegetation line, underneath its foliage. Footsteps above reduce the density of the leca suspended above allowing rays of light to dapple the ground in front
of me. The wind picks up again. I enter.

The decent continues past self-watering plants - a drip edge
of bent steel feeds them as steam from a platform beyond
condenses on its surface. The ceiling lifts three storeys above
as warm saline air rises upward, exiting a series of slanted
skylights arranged in the same slender profile I met before. A
series of pools extend outward from where I stand. A splash,
and shrill cry of thermal exaltation lets me know I’ve arrived at
the right place.

[Fig 22] Sam Kee Building. Vancouver City Archives, 1936.

MATERIAL EXPLORATION

[Fig 23] Material Palatte. By Author, 2021.

[Fig 24] Plaster Cast. By Author, 2021.
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[Fig 25] Plaster Cast. By Author, 2021.
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[Fig 26] Plaster Cast. By Author, 2021.
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[Fig 27]

Plaster Cast. By Author, 2021.
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[Fig 28] Tactile Plaster Section. By Author, 2021.
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[Fig 29] Tactile Plaster Section. By Author, 2021
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[Fig 30] Leca Salt Filter. By Author, 2021.
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[Fig 31]

Leca Salt Filter. By Author, 2021.
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[Fig 32] Leca Salt Filter. By Author, 2021.
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[Fig 33] Leca Salt Filter. By Author, 2021.
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[Fig 34] Clay Block. By Author, 2021.
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[Fig 35] Clay Block. By Author, 2021.
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[Fig 36] Salt, Steel Mesh, and Twine. By Author, 2021.
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[Fig 37] Salt, Steel Mesh, and Twine. By Author, 2021.
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[Fig 38] Salt, Bamboo. By Author, 2021.
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[Fig 39] Salt, Bamboo. By Author, 2021.
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[Fig 40] Leca, Concrete. By Author, 2021.
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[Fig 41]

Leca, Concrete. By Author, 2021.
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[Fig 42] Steel, Salt, Hydrogen Peroxide, and Vinegar. By Author, 2021.
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[Fig 43] Steel, Salt, Hydrogen Peroxide, and Vinegar. By Author, 2021.
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DRAWINGS + MODELS

[Fig 44] Curved Wall Sketch. By Author, 2021.

[Fig 45] ‘The Underground’ Sketch. By Author, 2021.
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[Fig 46] Material Ideas Sketch. By Author, 2021.
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[Fig 47] Terracotta Candle Sketch. By Author, 2021.
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[Fig 48] Braille Sam Kee Elevation. By Author, 2021.
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[Fig 49] Braille Sam Kee Elevation. By Author, 2021.
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[Fig 50] Parti Sketch. By Author, 2021.
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[Fig 51]

Antipark Sketch. By Author, 2021.
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[Fig 52] Plan Diagram. By Author, 2021.
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[Fig 53] Section Diagram. By Author, 2021.
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[Fig 54] Level 0 Fragment. By Author, 2021.
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[Fig 55] Level 0 Fragment. By Author, 2021.
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[Fig 56] Level -1 Fragment. By Author, 2021.

91

[Fig 57]

Level -1 Fragment. By Author, 2021.
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[Fig 58] Level -2 Fragment. By Author, 2021.
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[Fig 59] Level -2 Fragment. By Author, 2021.
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[Fig 60] Section A Fragment. By Author, 2021.
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[Fig 61]

Section A Fragment. By Author, 2021.
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[Fig 62] Section A Fragment. By Author, 2021.
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[Fig 63] Section A Fragment. By Author, 2021.
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[Fig 64] Section B Fragment. By Author, 2021.
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[Fig 65] Section B Fragment. By Author, 2021.
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[Fig 66] Section B Fragment. By Author, 2021.
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[Fig 67]

Section B Fragment. By Author, 2021.
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[Fig 68] Unfolded Section Fragment. By Author, 2021.

[Fig 70] Unfolded Section Fragment. By Author, 2021.

[Fig 69] Unfolded Section Fragment. By Author, 2021.

[Fig 71]

Unfolded Section Fragment. By Author, 2021.
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[Fig 78] Unfolded Section. By Author, 2021.

[Fig 79] Negative Cast Model. By Author, 2021.
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[Fig 80] Positive Cast Model. By Author, 2021.
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[Fig 81]
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Positive Cast Model. By Author, 2021.

[Fig 82] Positive Cast Model. By Author, 2021.
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[Fig 83] Suspended Site Model Frame Held by Robin. By Author, 2021.
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[Fig 84] Suspended Site Model Frame. By Author, 2021.
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[Fig 85] Suspended Site Model View Slot. By Author, 2021.

121

[Fig 86] The Saline Underground. By Author, 2021.
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[Fig 88] 1:75 Concrete Cast Base. By Author, 2021.

[Fig 87] 1:75 Concrete Cast Base. By Author, 2021.
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[Fig 89] 1:75 Concrete Cast Base. By Author, 2021.

[Fig 90] The Saline Underground. By Author, 2021.
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[Fig 91]

The Saline Underground. By Author, 2021.
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[Fig 92] Antipark Shadow Study. By Author, 2021.
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[Fig 93] Antipark Shadow Study. By Author, 2021.
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[Fig 94] Antipark 1:75 Model. By Author, 2021.
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[Fig 95] Antipark 1:75 Model. By Author, 2021.
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[Fig 96] Antipark and The Saline Underground. By Author, 2021.
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[Fig 97] Antipark 1:75 Model. By Author, 2021.
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[Fig 98] Antipark 1:75 Model. By Author, 2021.
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[Fig 99] Antipark 1:75 Model. By Author, 2021.
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[Fig 100] Antipark 1:75 Model. By Author, 2021.

[Fig 102] Antipark 1:75 Model. By Author, 2021.

[Fig 101] Antipark and The Saline Underground. By Author, 2021.

[Fig 103] Antipark and The Saline Underground. By Author, 2021.

[Fig 104] Antipark and The Saline Underground. By Author, 2021.
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[Fig 105] Antipark and The Saline Underground. By Author, 2021.
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[Fig 106] The Saline Underground. By Author, 2021.
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[Fig 107] The Saline Underground. By Author, 2021.
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[Fig 108] The Saline Underground. By Author, 2021.
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[Fig 109] The Saline Underground. By Author, 2021.
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[Fig 110] The Saline Underground. By Author, 2021.
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[Fig 111]

The Saline Underground. By Author, 2021.
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[Fig 112] The Saline Underground. By Author, 2021.
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[Fig 113] The Saline Underground. By Author, 2021.
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ANNOTATED BIBLIOGRAPHY

1. Bachelard, Gaston. “The Poetics of Space.” (1964).
The Poetics of Space is a book on Architecture and Phenomenology with a deep focus on lived
domestic spaces of memory. Bachelard speaks to this thesis by virtue of his consideration of all
five senses in the description of his philosophy.

2. BBC News. 2021. “Avatar Reclaims Title as Highest-Grossing Film.” BBC, March 15, 2021.
The following article was used in reference to ‘View as Commodity’ wherein film (the cinematic
view) has monetary value. This article outlines the specific case of Avatar as the highest-grossing
film of all time.

3. Benson, Earl D., Julia L. Hansen, Arthur L. Schwartz, and Greg T. Smersh. “Pricing residential
amenities: the value of a view.” The Journal of Real Estate Finance and Economics 16, no. 1 (1998):
55-73.
The following paper conducted a study on the value of a view in Bellingham, Washington. It
found that high-quality ocean views inflated the price of a home by almost 60%. This paper was
used in the section ‘View as Commodity’ to outline an extreme case of view dictating real-estate
price.
4. Berelowitz, Lance. Dream city: Vancouver and the global imagination. Douglas & McIntyre,
2010.
Lance Berelowitz’s Dream City takes a similar approach to Reynar Banham’s expose of Los Angeles but in relation to Vancouver. As an urban planner his work offered insight into how a view
shapes the urban fabric of Vancouver and exploits ecologically sensitive landforms.

5. Carter, Rita and Christopher D. Frith. Mapping the Mind. Rev. and updat, [2nd]. ed. (Berkeley:
University of California Press, 2010.
Rita Carter’s seminal book Mapping the Mind offers a neuroscientific view-point from which to
understand how the brain comprehends space, and all five of our bodily senses. Carter’s work
was referenced specifically to understand how the brain interprets and appreciates art and the
pictorial view.
6. Cascone, Sarah. 2014. “$6.5 Million Landscape Is World’s Most Expensive Photo.” Artnet News.
December 10, 2014.
Sarah Cascone’s article speaks of the photography of Peter Lik, and his landscape photograph
titled: Phantom. This image is the world’s most expensive photograph selling for $6.5 million to a
private collector. It was used in the section on “View as Commodity”.

[Fig 114] Tactile Abstraction. By Author, 2021.
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7. Cogley, Bridget. “Parasite House Designed from ‘Simple Floor Plan’ Sketched by Bong Joon-

13. Jay, Martin. Downcast Eyes: The Denigration of Vision in Twentieth-Century French Thought.

Ho.” Dezeen, April 16, 2020.

Berkeley: University of California Press, 1993.

Bridget Cogley’s article for Dezeen contains an interview wherein director Bong Joon Ho and set
designer Lee Ha Jun speak about the film Parasite and its narrative. This article was useful for its
specific reference to the window, and its use as a narrative device to contrast social inequality in
South Korea.

Martin Jay’s Downcast Eyes opens the discussion of vision and ocularcentrism in western ideology and language. This resource was helpful in the discussion on optics, and the distinction between natural vision and cultural vision.

8. Colomina, Beatriz. Privacy and Publicity: Modern Architecture as Mass Media. Cambridge

14. Jim, Chi Yung, and Wendy Y. Chen. “Value of scenic views: Hedonic assessment of private

(Mass.): The MIT Press, 2001.

housing in Hong Kong.” Landscape and urban planning 91, no. 4 (2009): 226-234.

Privacy and Publicity is a poignant account that compares the architecture of Le Corbusier and
Adolf Loos through the lens of architecture’s relationship to photography, mass media, and the
images we consume. Colomina speaks directly to this idea of view, the window, and the act of
framing as a means of creating images of consumption.
9. Crandell, Gina. Nature Pictorialized: “The View” in Landscape History. Baltimore: Johns Hopkins University Press, 1993.
Gina Crandell’s book Nature Pictorialized is a detailed account of the view in its relationship to
landscape history. Her account was vital for discussing the distinction between nature and landscape and how the view of landscape shapes our relationship with the natural world.
10. De Botton, Alain. The Architecture of Happiness. Vintage, 2008.
Alain De Botton’s book The Architecture of Happiness was used to discuss the landscape painting of Casper Wolf and the shifting cultural value of mountains. It suggests a shift from mountains
being perceived as dangerous places to landscapes of awe-inspiring beauty.

This study also looked at the value of scenic views, but draws from data of Hong Kong. Its findings that mountains views actually reduce the real-estate value of a property was important for
illustrating that different cities and cultures value different types of views. A contrasting data set
to Vancouver’s mountain craze.
15. Kimmerer, Robin Wall. Braiding Sweetgrass: Indigenous wisdom, scientific knowledge and the
teachings of plants. Milkweed Editions, 2013.
Braiding Sweetgrass focuses the discussion on sustainability and ecology with interests that
straddle both scientific and indigenous knowledge. Kimmerer draws from her roots as a member
of the Potawatomi Nation and offers an alternative way of viewing - and relating to - the natural
world. Her work provides insight on meaningful ways we can interact with nature beyond ‘the
view’.
16. Le Corbusier, Twentieth Century Building and Twentieth Century Living, 1930, 146.
Le Corbusier’s Twentieth Century Building and Twentieth Century Living was referenced for
specific mention of Le Corbusier’s view on the function of a window. It suggests that the previous
function of allowing natural light and fresh air into a building is no longer of importance in Modernist thought; Instead the chief function is that of the view.

11. Gillard, Quentin. “The effect of environmental amenities on house values: the example of a
view lot.” The Professional Geographer 33, no. 2 (1981): 216-220.

17. Luttik, Joke. “The value of trees, water and open space as reflected by house prices in the
Netherlands.” Landscape and urban planning 48, no. 3-4 (2000): 161-167.

Quentin Gillard’s study on environmental amenities in relation to house values added to the
discussion on view as a commodity. With specific reference to Los Angeles, Vancouver’s southern
neighbour.
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Luttik’s study looks at elements of the landscape (trees, water, and open space) in relation to the
value of real-estate in the Netherlands. It was used in the section “View as Commodity”.

12. Holl, Steven, Juhani Pallasmaa, and Alberto Pérez Gómez. Questions of perception: phenome-

18. Lupton, Ellen, and Andrea Lipps, eds. The Senses: Design Beyond Vision. Chronicle Books,

nology of architecture. William K Stout Pub, 2006.

2018.

Questions of Perception is a collection of three essays which speaks to the relationship between
human perception and phenomenological experience in architecture. Holl, Pallasmaa, and Gómez speak of perception, colour, light and shadow, water, sound, and of the haptic realm - all of
which play into a successful viewless architecture.

The Senses is a manifesto of multi-sensory design which directly enhances the spaces we occupy
- including specific mention to those with sensory disabilities. This book provides key insight into
an array of alternative means to design space from a place of sensorial sensitivity.
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19. Mallgrave, Harry Francis. The Architect’s Brain: Neuroscience, creativity, and Architecture.

24. Rivlin, Robert, and Karen Gravelle. Deciphering the Senses: The Expanding World of Human

John Wiley & Sons, 2010.

Perception. Simon & Schuster, 1984.

The Architect’s Brain is one of the first books to consider the relationship between architecture
and neuroscience. This text provides a neuroscientific point of view in the ongoing debate of
phenomenology and how spaces are interpreted by the brain. It is useful in the discussion of
multi-sensory design and the power of refocusing attention to things ‘other’ than the visual.

Robert Rivlin and Karen Gravelle’s book Deciphering the Senses offers a critical analysis of
the link between vision and language. The book suggests that visual perception and the verbal
centers of the brain develop around the same time for every human. As we learn to see, we also
learn to describe and verbalize.

20. Michael, Bond, Seiler Vicky, and Seiler Michael. “Residential real estate prices: a room with a

25. Sontag, Susan. On Photography. Vol. 48. Macmillan, 2001.

view.” Journal of Real Estate Research 23, no. 1-2 (2002): 129-138.
Michael’s study looks at water fronting property on Lake Erie in relation to the value of a view in
real-estate. It was used in the section “View as Commodity”.

On Photography fits into the discussion of media, and the window as a means of framing views - a
similar act of framing a view within the viewfinder of a camera. Sontag brings the act of framing
into the discussion as a clash between intent, documentation, capitalism, and political skew.
26. Trinklein , David. “Strawberry: A Brief History .” Missouri Environment and Garden. Division of

21. Norberg-Schulz, Christian. “Genius loci: towards a phenomenology of architecture (1979).”

Plant Sciences, University of Missouri, May 21, 2012.

Historic Cities: Issues in Urban Conservation 8 (2019): 31.
Norberg-Schulz’s Genius Loci is one of the seminal writings on Phenomenology in Architecture
and the idea of place. Coining the term ‘Genius Loci’ as ‘the spirit of a place’. This work was used
in reference to expand the definition of the view to encompass Genius Loci as a concept of
place.

David Trinklein’s article offers a brief history on the strawberry, and its opposing etymology to
Robin Wall Kimmerer’s definition of a strawberry. Commodity vs. a gift.
27. Vogel, Carol. “A Monet Sets a Record: $80.4 Million.” The New York Times. June 25, 2008.
Accessed April 19, 2021.

22. O’Falt, Chris. 2019. “Building the ‘Parasite’ House: How Bong Joon Ho and His Team Made the
Year’s Best Set.” Indiewire.Com. IndieWire. October 29, 2019.

Carol Vogel’s article touches on the record setting sale of a Monet Painting for over 80 million
dollars. It was used in the section “View as Commodity”.

Chris O’Falt’s article for IndieWire includes an interview with director Bong Joon Ho and set
designer Lee Ha Jun of Parasite. It was used to discuss elements of the set design and the spatial
techniques used to capture perfect camera views of the unfolding scene.

28. Von Meiss, Pierre. Elements of Architecture: From Form to Place+ Tectonics. EPFL Press,

2012.

Elements of Architecture is a theoretical work rooted in rudimentary and lasting principles of
Architecture - it serves as a basic analysis of architectural elements; drawing from a variety of
architectural approaches and dissecting that which has persisted over time. His work fits into the
discussion with particular focus on the first two chapters: ‘Openings’ and ‘Phenomena of Perception’.

The Eye’s of The Skin has become a mainstay in the architectural education of architectural phenomenology. He argument is built on the observation that vision has become the dominant sense
in the field of architecture. Julhani offers insight about the role of ‘the view’ in architecture and
the consequences of its dominance over the haptic, and the tactile.

29. Zumthor, Peter. Thinking Architecture. Birkhäuser, 2010.

23. Pallasmaa, Juhani. The Eyes of The Skin: Architecture And The Senses. John Wiley & Sons,
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2013.

Thinking Architecture speaks of a methodology of architectural creation that stems from the
desire to create spaces with a ‘singular density and mood’. He speaks of the presence of materials, their proportion, and the effect of light in creating space - it is a methodology that stems from
feeling rather than simple visual consideration.
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