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ABSTRACT

The Life and Works of Dimitri Dimakopoulos Architect (1929-1995)

Alain Marcoux

This art historical retrospective on an eminent Canadian architect of the
twentieth century is not a biography. Since Dimitri Dimakopoulos was a
very discrete and reserved person, the thesis is much more oriented towards
his architecturai works than his private life and intimate personality.
Following a short introduction, the first part deals with his early life in
Athens from 1929 to 1948 in relation with the major socio-political events
of the period. It also includes a summary of his university studies at the
McGill School of Architecture from 1948 to 1955, focusing on his academic
activities in relation with the program of studies.

The second part of the thesis deals with his partnership from 1955 to
1969 in ARCOP, a major architectural firm operating in Montreal during
that period. It investigates his participation or full involvement as an
architectural designer in various projects of the firm. The third part of the
thesis deals with the works produced by his own architectural firm called
Dimitri Dimakopoulos & Partners between 1970 and 1995. Each major
project of the firm is investigated in detail from architectural and art
historical point of views. Finally, a conclusion elaborates upon the charac-
teristics of Dimakopoulos' oeuvre, from an architectural design and stylistic
point of view in relation with the period of his production.
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INTRODUCTION

The object of this thesis is to produce the first complete written account
of the life and works of Dimitri Dimakopoulos (1929-95), a notable
Canadian architect who practised his profession in Montreal, Province of
Quebec, from 1955 to 1995. Having known him as an architectural student
and employee in the summer of 1972, and followed the development of his
career as a colleague afterwards, it became very interesting for me to
undertake this retrospective.

During his career, Dimakopoulos designed a series of outstanding
buildings in Quebec, Canada and overseas, often realized in collaboration
with other architects or architectural firms. His highly productive career as
an architectural designer, which has not previously been evaluated, warrants
a monographic consideration.

Specifisally, the first part of the thesis deals with his life in Athens from
1929 to 1948, followed by his architectural studies at the McGill University
School of Architecture, from 1949 to 1955. A brief but pertinent analysis of
these subjects was necessary to depict adequately and completely a portrait
of the character.

It includes information gathered from his surviving family and relatives
on his youth in Greece in a small family belonging to the High Greek
Bourgeoisie. It also points out the main events which took place during his
university studies, especially the winning in 1955 of his first architectural
competition for the Queen Elizabeth Theatre in Vancouver which became
the turning point of his later life and career in Canada.

The second part of this thesis concerns his partnership in the firm

1



Affleck Desbarats Dimakopoulos Lebensold Michaud Sise Architects
(ARCOP), from 1955 to 1969, the leading Canadian architectural firm of the
1960’s. Responsible for the architectural design and implementation of
some major Canadian Modernist landmarks such as the Queen Elizabeth
Theatre in Vancouver, the National Arts Centre in Ottawa, the Fathers of

Confederation Commemorative Buildings in Charlottetown, the Place des

Arts, Place Ville-Marie and Place Bonaventure in Montreal as well as

various pavilions for Expo' 67 and buildings on the McGill University
campus, the ARCOP firm became the largest of its kind in Canada, headed
by a handful of talented architects working altogether and among whom
Dimitri was reputed to be one of the most gifted designers.

Dimakopoulos' personal involvement in the design of these projects as
well as other solo projects and buildings of the period such as the Greek
Orthodox Cathedral in Montreal and the Dimakopoulos Residence in
Westmount are investigated in detail. In a complementary manner, main
events and other pertinent aspects of his working and private life during this
intermediary period are also highlighted.

Dealing with the last period of Dimakopoulos' life which took place af-
ter 1970, the third part of the thesis focuses on the major architectural
projects and buildings of his independent firm, Dimitri Dimakopoulos and
Partners, which he founded immediately after his departure from ARCOP.

Architectural landmarks such as the Place du Portage Il in Hull, the
Université du Québec Buildings, La Laurentienne Building and Le 1000 de

La Gauchetiere Tower in Montreal, Le_Concorde Hotel and the new Palais

de Justice in Québec City are all investigated in detail.
Other projects and buildings in Canada, Greece, Italy, Saudi Arabia,
2



United States, Algeria, Hong Kong, Bahrain and China are also presen-
ted. Demonstrating his remarkable talent as an architect, builder, designer,
draughtsman and visual artist obtaining major commissions through
numerous national and international competitions, prizes and awards of
excellence, this third part of the thesis also establishes a full body of
information on the architect’s later works, complemented by pertinent data
on his associates, employees and relations with whom he shared his
hard-working life.

Situating Dimitri Dimakopoulos among the most important Canadian
architects of the period, such as Arthur Erickson (b.1924), Eberhard Zeidler
(b.1926), Raymond Moriyama (b.1929), Douglas Cardinal (b.1934) and
Moshe Safdie (b.1938), the thesis distinguishes his personal style from the
common contemporary trends.

[t demonstrates a relatively slow and conservative evolution similar to
that of Arthur Erickson, from an early High-Modemist approach to a
Late-Modernist standpoint, followed by a Late Post-Modernist and contex-
tualist orientation. Like Eero Saarinen (1910-61) and Philip Johnson
(b.1906), Dimitri Dimakopoulos worked in various st}"les, initiating
different architectonic concepts from one project to another.

He investigated, through a geometrically oriented Formalist approach,
the interplay of complex volumetric assemblies and details, of masses and
voids, of light and shade, of contrasting colors and textures. His architecture
occasionally related to that of Mies van der Rohe (1886-1969) and Philip
Johnson, Eero Saarinen and Louis Kahn (1901-74), Arata Isozaki (b.1931)
and Michael Graves (b.1934). His works demonstrated an artistic balance
between self-expression, what was acceptable to public taste in Canada,
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and international avant-garde development, regulated by the constraints of a
limited and competitive local market for large commissions from the public
and private sectors.

Finally, the thesis’ conclusion summarizes his place in World and
Canadian art history through his main architectural works across Canada
and abroad. It also stresses his character as an artistically oriented architect,
an intelligent and respected business man, an appreciated family man and

friend, a warm and expressive human being.



PART ONE - LIFE IN ATHENS AND STUDIES AT MCGILL (1929-55)

Dimitri Dimakopoulos was born a healthy boy in an hospital of Athens,
Greece, on September 14, 1929!".. The only son of Georges Dimakopoulos
(1891-1982) and Fotini Klara (1904-1984), married since 1925, the infant
was raised in a good Greek Orthodox bourgeois family!?l. They lived in the
elegant and very closed residential quarter of Kolonaki, situated in down-
town Athens between Mount Lycabette and the Acropolis, the National Gar-
dens and the nineteenth century monumental ensemble of the University, the
Academia and the National Library. Located at 5 Haritos Street, their
dwelling-place was a very comfortable apartment suite located on the main
floor of a five-storey building with elevator situated near Constitutional
Square or Place Syndagma, in an area mostly reserved for ministries, ambas-
sies and museums®!. Trained in Paris in the banking business, George
Dimakopoulos, originally appointed in 1909 at the National Bank of Greece
in Patras, was eventually transfered to the Athens central office in 1924
where he pursued a career as one of its directors until his 1952 retirement!*..

Going through the political chaos of seven successive insurrections and
military putsches which took place from 1922 to 1936, George witnessed
the major reforms of Republican Greece (1924-36) which included a more
stable governmernt period between 1928 and 32 under Eleftherios Venize-
los (1864-1936). Large construction works, aid to refugees, Macedonian
land drainage, stabilization of the drachma and creation of the Bank of
Greece in 1927 were the most outstanding achievements of the period ¥l
Although important, they were insufficient to control increasing unemploy-
ment and workers’ strikes, the Cypriot problem being at the origin of
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Venizelos' resignation. Following a short military interlude and a plebiscite
in favor of the Restoration, King George II (1890-1947) returned to his
throne in 1935 after an absence of twelve years, covering in 1936 the
military putsch of General Ioannis Metaxas (1871-1941), abolishing the
Constitution, dissolving the Chamber for ten years and setting up a military
dictatorship against the Communist revolutionaries'!.

During this period, Dimitri was educated in a prominent family of the
Greek community, his father being a very distinguished character, highly
academic and knowledgeable in philosophy. At six years of age, he started
attending primary school, at the nearby Maraslion School (fig. 1)"\. Always
a good and studious pupil, he enjoyed learning about all topics and liked
reading the encyclopedia. Because of the revolutionaries, streets were not
safe, forcing him to play indoors, occasionally with friends. Demonstrating
early his intellectual and artistic inclinations, he enjoyed drawing, fabri-
cating sculptural objects in paper and cardboard and constructing model
boats and airplanes from Kkits.

In September 1939, Metaxas was proclaiming the neutrality of Greece
between the dictatorships of the Axis and the European democracies. After
one year, he was forced to declare war against the Italian invaders, the
Greek resistance winning temporarily until the German occupation of May
1941. Following capitulation, King George II left for England in exile
while the Greek Government was fleeing to Egypt. From September 1941
onwards, the Greek resistance was organized by the Communist revolutio-
naries who recruted all Greek Patriots to drive out the German, Italian and
Bulgarian invaders. The resistance becoming effective through manifesta-
tions, strikes, sabotages and guerilla operations, the National Liberation
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Front was joining the union of Greek forces in 1942, associating with a
national unity government in exile directed by the democrat Gheorghios
Papandhreou (1888-1968). Placed under the command of the British army,
the Communist armed forces were contributing to the evacuation of Athens
by the Germans in October 1944. Soon afterwards, political struggle was at
the origin of violent armed fights in Athens, forcing the Greek Government
to ask for more British help. After six months of bloody street fights, the
revolutionary army was finally disarmed in February 1945. The Royalist
victory at the 1946 elections was at the origin of the return of King George
IT in Athens, followed by severe epurations against the Left Extremists.
Desolated by death and destruction, Greece was receiving in 1947 major
financial and military help from the Americans to reconstruct the country!®!,

During that tumultuous period, Dimitri was confined at home, attending
High School whenever it was possible. Like his peers in other wealthy,
prominent and educated Greek families, he was educated from age eleven or
twelve by a French Governess. Learning from her an impeccable spoken and
written French, he spoke fluently Greek and English with his parents as
well®.. Uninvolved in sports and outdoor activities, Dimitri spent most of
his teenage years at home or at school, mostly involved in intellectual and
artistic activities, under cover of the war raging outdoors, with no light
sometimes due to electrical failures.

Graduating from the Experimental School of the University of Athens in
1947, Dimitri met Major-General Léo R. Lafléche, appointed Canadian
Ambassador to Greece from 1945 to 1949 and a friend of his father, who
convinced him to register at McGill University School of Architecture ',
Interested in the Architecture and Medicine programs, he was accepted
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in both disciplines, deciding finally on Architecture. He arrived in Quebec
in 1948 and pursued his architectural studies until his graduation in the
spring of 1955. During that period, the course for a degree in Architecture at
McGill was for six years, combining architectural and engineering studies
including planning, structural and mechanical design. The first two years
were regular years in the Faculty of Engineering, except for an alternative
course in drawing in the second year. Each of the third, fourth and fifth
years featured more than a dozen courses, half of which dealt with
engineering subjects. The work of the last year was largely architectural
design and studies in professional practice!'!l.

During that period, John Bland (b.1911), who was the director of the
School from 1945 to 1967, taught architectural design, history and report.
He was assisted by Professor Harold Spence-Sales (b.1908), a town-planner
who taught planning and design, and Assistant Professor A. Stuart Wilson,
(1912-91) concerned with design and construction!'?. Varying from five to
eight, Sessional Lecturers included J.Watson Balharrie (1910-67) teaching
construction, specifications and design, as well as the well known artists
Arthur Lismer (1885-1969) and Gordon Webber (1909-65) teaching design
theory, art history and free-hand drawing, as well as design, drawing and
sketching. From 1950 onwards, the remaining regular staff included the
architects Hazen Sise (1906-74) and Frederick Lebensold (1917-85) who
taught respectively history and report, as well as design and construction!"*l.

Due to the influx of young Canadian and American war veterans in
Engineering at McGill, the first year of the program was given at Dawson
College, located at that time in the former Royal Canadian Air Force
military installations of Saint-Jean-sur-le-Richelieu, south-east of Montreal.
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Dimitri started there, working hard and studying most of the time,
socializing on occasions. Even then, he had a passion for architecture and
drew very well". The second year of the program was given at the Mc
Connell Engineering Building situated on the McGill campus. Excellent in
the Architectural Drawing and Elements of Design course taught by John
Bland and Gordon Webber, Dimitri followed all the remaining programs
featuring standard engineering classes'”!. Strong in engineering, Dimitri,
who had rented a small apartment in Westmount, fell sick with tuberculosis
in the course of 1950 and had to go back to Athens for one year!'¢l.

On his return to Montreal, he rented another apartment in Westmount,
pursuing his architectural studies at the McGill School of Architecture
located by then in a building now demolished situated on the west corner of
University and Milton Streets. Attached to a bookstore, it occupied half of a
semi-detached four-storey Victorian house with basement!'’l. During the
third year of the architectural program, in 1951-52, Dimitri was initiated to

the Elements of Design by Gordon Webber, experimenting with colours and

textures for the rendering of planes in space, designing three-dimensional
tactile structures and developing visual aids for the presentation of
architectural projects!'®.

Benefiting from a former education oriented towards the visual arts,
Dimitri displayed immediately advanced skills in drawing exceeding all his
colleagues, and was already considered an outstanding designer and
draughtsman. Very personal and introverted, he could be busy sixteen hours
per day, living only for architecture. Attending evening drawing courses at
the Art Association, in the Montreal Museum of Fine Arts, he painted in
many media, spending a lot of time in the research of forms and tectonic
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results for his architectural solo projects.

Socializing with a few Greek and Canadian friends in architecture and
engineering, Dimitri met his future wife Lydia d. Dimitri Chabaline (1930-
1995) at a YMCA Saturday night dance held for university students. Born in
Tiensin, China, this Russian Orthodox girl was raised in Russia, emigrating
at eight years of age to France, growing up in Salies-de-Béarn, in the south-
west.

She lived temporarily in Florence, Italy, before emigrating to Quebec in
1952 with a French Baccalauréat!'®.. She was introduced to him by her sister
Nadia who was a good friend and they were always seen together
afterwards. Very supportive during his studies, she had to go through many
difficulties. Altough very studious and brilliant, Dimitri was always anxious
at taking exams and had almost to be pushed in the examination rooms,
succeeding nevertheless with high marks. They experienced together a very
close relationship before getting married two years later.

In 1952-53, Watson Balharrie and Maxwell C. Baker taught Dimitri
Design, Class A, in which detailed studies of two or three residential,
industrial or educational buildings were made at each session. Students had
to produce program outlines reports, preliminary plans, sections and
elevations, structural layouts, partial working drawings, final presentation
drawings and scaled models'®. Preferring to be called by his diminutive,
“Dimi” spent a lot of time at his drafting table, working in jacket, white shirt
and tie, lat-e at night, drawing with T-bar and set squares (fig. 2).

During that period, he produced a very large scale colored plan drawing
of a Miesian house with garden court painted on the wall backing the
secretaries’ desks'”'l. In the fourth year, internationally reknowned architects
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such as Philip Johnson (b.1906), Bruce Goff (1904-82) and Gio Ponti
(1891-1979) visited McGill for conferences on Modern design.

In late September 1953, Dimitri participated in a ten-day sketching
school supervised by Gordon Webber and A. Stuart Wilson. Held at
Lachenaie and Laprairie, students stayed there overnight, renting motel
rooms or similar accomodations. The next year another one was held in
Kingston, Ontario. Examining and making graphic records of unfamiliar
districts, Dimitri displayed great looseness and naturalism in his works!?!,
One of the best sketchers of his group, he produced drawings in pencil, pen
and ink and colours with flare, ability, skill and ease (fig. 3, 4).

In 1953-54, Fred Lebensold taught him Design, Class B, a 16 hour per
week workshop in which the students had to design recreation, trans-
portation and hospital buildings®™!. One of these projects was a
restaurant-stop on an highway. Already a skilled draughtsman, Dimitri soon
demonstrated his outstanding talent, aknowledged by Lebensold who
became his chief teacher. Lebensold was always very brief and severe at the
student projects reviews, but generally adopted a praising attitude to
Dimitri’s architectural works.

Born in Warsaw, Poland, naturalized British and graduated from the
Polytechnical School of London in 1939, Lebensold arrived in Montreal
from England like Spence-Sales before him. Struggling for work, he
registered at the Province of Quebec Association of Architects in 1949, and
started teaching at McGill in 1950, working initially full-time in his school
office.

Dimitri soon sympathized with Lebensold, who later offered him an
architectural drafting summer job starting in May 1954 in his Sherbrooke
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Street office, producing working drawings with a few other students®?*!. Not
too involved in school social activities, spending minimum presence in
regular classes, he studied a lot at home, working hard most of the time on
his projects and finishing late at night.

Without the knowledge of his parents, Dimitri’s wedding with Lydia
took place on June 5, 1954 at Saint Peter and Saint Paul Russo-Greek
Orthodox Church, in Montreal (fig. 5,6)*\. Since Lydia’s father was
deceased, only her mother, Irene Chabaline, attended with a few friends at a
small wedding followed by a party. After a brief stay in the Laurentians for
their honeymoon trip, the Dimakopoulos moved into a small dwelling
located at 4360 Décarie Boulevard, followed one year later by a lovely
4'>-room apartment at 5470 Bessboro Avenue, in Montreal.

During his last school year, in 1954-55, Dimitri took Design, Class C, a
21 to 24 hours per week workshop taught by Bland and Spence-Sales. It
involved the design of a complex or group of buildings, including housing,
commercial and public facilities. The diploma design for graduation was
done in the second term. Selected by each student, the subject had to be
approved before January 3rd 1955, the final presentation including a written
report and preliminary drawings'?®!.

Working often outside of school, at home and in Fred Lebensold’s office,
Dimitri attended his courses and examinations, always respecting project
deadlines. For his diploma thesis, Dimitri, who had initially selected a
concert hall project for Montreal, developed from January 1955 a
sophisticated design derived from Mies van der Rohe and Philip Johnson.
All conceived by Dimitri under his teacher’s supervision, it answered all the
requirements of the Vancouver Civic Auditorium National Competition
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program, previously entered by Lebensold in the latter part of 195417,

It would eventually form the basis of the revised winning scheme entry,
conceived, detailed and finalized in architectural co-partnership with Leben-
sold, Affleck, Desbarats, Michaud and Sise. Dimitri’s design was highly
praised by the McGill teachers, much concerned with Functionalist and
Structuralist architecture and admiring mostly the works of Mies van der
Rohe (1886-1969) and Pier Luigi Nervi (1891-1979).

Displaying a simple and highly formal approach and expressing the
concept of an auditorium form suspended in a glass cage, Dimitri’s
architectural scheme featured a Miesian-like transparent box exterior shell,
with two opaque rectangular volumes protruding above the flat roof, one
being higher than the other'?®!,

Facing a spacious square front court sided by an independent low
rectangular annexed restaurant setting back the auditorium, the front fagade
displayed excellent proportions and was exquisitely detailed. The main
building, which featured a symmetrical internal arrangement, included a
main hall to seat 2750-3000 people and a secondary one to seat 470-500.
Conceived as an active centre within the downtown Vancouver townscape,
it offered urban, civic, lively and intimate qualities with its two large
meeting rooms, various foyers, specialty shops, restaurant, cocktail loundge,
fountains, lawns and large paved areas'®!.

Dimitri’s original presentation drawings were made in pencil on ten
yellow onion sketch sheets of 20” x 36”. They featured a site plan at
smaller scale and six floor plans displaying the lower and upper garage
levels, the plaza, upper orchestra, balcony, upper balcony and roof levels,
complemented by two sheets of elevations and one small theatre section,

13



all at 1/16"=1"-0" scalel,

Dimitri’s project was used for two purposes: for his graduation project
and as the basis of the project to be submitted for the competition. His
project was displayed at the School of Architecture with the other
graduating students’ projects. A jury composed of teachers and architects
reviewed the projects in the absence of the students. Dimitri obtained his
Bachelor degree in Architecture on May 25, 1955, although he did not
receive either of the two available major awards. He was present at the
McGill University Annual Convocation held on the main lawn of the
campus, wearing a black gown and hood as he received his diploma from
the Chancellor Bertie Charles Gardner, along with fourteen other architec-
tural candidates (fig. 7,8).

It was said at the time that he had helped some Greek friends through
their examinations while he was considering returning to Greece to practice
his profession. Winning his first competition just two months after he had
graduated, “it was sudden fame overnight”®!. He decided to stay in
Montreal.

As soon as May 1954, the Vancouver City Council had decided to
organize an open, national competition for a Civic Auditorium with
Swiss-born Professor Fre_deric Lasserre (1911-61), Sutton Brown and Eero
Saarinen (1910-61) as chosen assessors®?. A total of $10,000 was set aside
for prizes, first place being worth half the money and the building
commission. The competition, organized to select an architect rather than a
design, attracted 64 entries. It was officially won in July 1955 by the
architects D. F. Lebensold, Guy Desbarats, R. T. Affleck, Jean Michaud
and Hazen Sise, of Montreal: D. Dimakopoulos was only mentioned as a
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a complementary “designer associate” since he was not yet a registered
architect’®. The second prize worth $2500 was given to Clayton and Bond,
and the third one of $1000 to Jules P. Paivo, both of Calgary®!.

Meanwhile, at the McGill School of Architecture, Dimitri’s project was
contested by the other students who complained of injustice. They requested
the resignation of Fred Lebensold who was accused of biased attitude, being
unable to distinguish between office team work and a student university
project’. John Bland was upset by Dimitri’s participation in the
competition and nearly disqualified him from his degree -credits.
Fortunately, he did not act on the matter.

During the course of his studies, Dimitri had been very meticulous and
perfectionist, demonstrating his exceptional talent as an architectural
problem solver sensitive to the environment surrounding his buildings. In
the art of Architecture, he had been supreme, extremely talented in design
and drafting, sketching and perspective making. He had become equally
well prepared in the technical and structural, administrative and legal

aspects of his future profession.
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PART TWO - PARTNERSHIP IN ARCOP (1955-1969)

In 1953, Jean Michaud (1919-95), who had obtained the commission for
the new Town of Mount Royal Federal Post Office, asked his 1945 McGill

graduate colleague Ray Affleck (1922-89) to join him on the project!'l. Fol-
lowing previous discussions on a loose co-partnership, Affleck soon contac-
ted Guy Desbarats (b.1925), a 1948 McGill graduate, to join them and work
on the project!?l. This was the opportunity for them to rent office space in a
pleasant residential basement with fireplace and facilities located at 4350
Sherbrooke West, in Westmount. Desbarats and Affleck entered many com-
petitions including the new Ottawa Police Headquarters, 1954-55, for which
they obtained a third place award®!. Desbarats won the Home ’53 Chatelaine

Magazine Competition in co-partnership with Fred Lebensold who had his
office at 3201 Forrest Hill at the time!*. While Lebensold was moving to
4465 Sherbrooke W. nearby in early 1955, Hazen Sise, was obtaining the

Mount Royal Beaver Lake Pavilion commission, contacting Desbarats to

join him as partner on the project which would later be completed in 1956,

Meanwhile, Dimitri, who had been working on his graduation project at
Lebensold’s office since January 1955, agreed with all of them to use it as a
starting point for their final competition entry. While Lebensold was
re-registering under a new group name, the partners made further research in
books and magazines on precedents, developing further the acoustics,
seating, sight lines, backstage, lobbies, etc. Dimitri’s original project was
completely redone at their 4350 Sherbrooke addresstl. Excellent team work
developed for the detailed planning. While Sise and Michaud contributed
comments in very good discussions on circulation logic, site relationships
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and city planning, the four other design partners were involved in actual
drawings. The plans, elevations and sections were altered in many ways and
a completely new set of drawings was produced in at least one month. While
Desbarats and Dimitri produced the final perspectives and fagade drawings,
Affleck and Lebensold produced the plans (fig. 9,10)"l. The notably more
complex project was finally sent by train to Vancouver five hours before the
deadline. The final submission displayed a quiet monumentality derived
from Scandinavian sources, mainly the Swedish Opera House and Concert
Hall in Malmé®. It offered in its symmetrical, simple Modernist compo-
sition some truly Miesian characteristics, especially in the boxy glazed
enclosure detailed with much subtlety and elegance. Similarly to other
contemporary landmarks designed by Johnson and Saarinen, the proposed
building departed from straightforward Miesian Functionalism with its
loose roof volumetry and angular corner treatment, its assymetrical front
court piazza and some fancy textured surface ornamentation®®!.

Although the jury considered the winning scheme to be extremely sensi-
tive, it contained however some minor defects such as the use of extensive
areas of glass facing the massive adjacent Post Office. The site plan and ge-
neral massing were judged very well integrated in height and scale to the
immediate urban context, while the front court laid out in an European man-
ner and sided by a low restaurant annex offered high urban quality to the
new Vancouver Civic Centre. The concept of the auditorium form seeming
suspended in a glass cage was highly appreciated similarly to the main court
fagade displaying excellent proportions and choice of materials'’!.

For the architects, the winning scheme was intended to create a strong
unitary building following closely the skillfully established program. Their
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simple and highly formal “parti”, with two theatres as principal masses,
main anci secondary, placed back to back in a transparent exterior shell,
offered a pleasant unifying quality. The centrally located auditorium,
entirely enclosed and inward-looking, was surrounded on all sides by glazed
circulation areas looking out onto the piazza and city surroundings. Offering
spatial delight and dynamic excitement, the various levels of the foyer floors
also featured spectacular night views toward the piazza, outdoor land-
scaping and urban surroundings!''!. Classical and Modern in essence, the
scheme offered a civic building timeless quality as well as a theatrical visual
excitement and spatial experience.

Winning the first prize against sixty three competitors, the firm of D.F.
Lebensold, Guy Desbarats, R.T. Affleck, Jean Michaud and Hazen Sise
soon became established in Canada as a leading architectural group (fig.
11). As agreed between partners, “The Architects in Co-Partnership”
(ARCOP) was formed with equal partners including Dimitri and the official
name of the firm was modified to follow an alphabetical listing of registered
architects names!'?. Adopting the kind of practice set up in Cambridge by
Walter Gropius (1883-1969) and known as “The Architect’s Collaborative”,
they remained ambiguous for a while as to who was in charge of what in the
office, conducting eventually to the exasperation of the client!®l. By July
1955, the group had moved to their new office at 5060 Western Avenue, and
the results of the competition were soon published in the August 1955 issue
of the Architecture-Batiment-Construction magazine ['Y. The same year,
Dimitri obtained three architectural prizes for his project: “Anglin-
Norcross”, “Construction” and “Concours Hobbs Glass™!"*!,

Following his graduation, Dimitri still had eighteen months of architec-
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tural apprenticeship to fulfil before becoming eligible for the admission
examination of the Province of Quebec Association of Architects (PQAA).
According to the McGill school program requirements, he had already
completed six months of apprenticeship with the work previously done for
Fred Lebensold since May 1954!'¢l, After the results of the competition, he
was initially proposed financial compensation against which he would not

be involved in the firm’s development of the Vancouver’s Civic Auditorium

project. While Lebensold was hiring a lawyer to work out an arrangement,
Dimitri, who was nervous and a bit suspicious, rejected the proposal and
accepted instead a temporary status of “designer associate”, involving equal
partnership in all respects on the project!'’l,

Dimitri officially pursued his apprenticeship under Fred Lebensold’s
tutorship until the November 19, 1956, the date of his PQAA examination.
He was informed of the result on December 3rd, 1956, and, by March 4th,
1957, a PQAA resolution was passed allowing him to become a fully
registered architect in the Province of Quebec!'®. It was only after that date
that the name of the firm was changed to Affleck Desbarats Dimakopoulos
Lebensold Michaud Sise Architects (ADDLMS).

During the period between August 1955 and May 1956, the group revie-
wed its original design to suit the budget. They preserved their simple and
highly formal “parti” featuring two juxtaposed theatres in a transparent
external shell, but modified the internal symmetrical arrangement of the two
theatres, turning the smaller hall at right angles (fig. 12)!""!. Dimitri was
involved in the design development throughout, as were Lebensold, Desba-
rats and Affleck. No Partner-in-charge was ever officially named on the
project and they all eventually carried out other projects simultaneously. By
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the time the commission was brought further into the second stage, featuring
the contract documentation, competent staff had been hired to pursue the
project development®. While Affleck studied some exterior details before
working on other projects, Lebensold and Desbarats became deeply
involved in the design development, working drawings and detailing, the
latter supervising the interior finishes and details. As for Dimitri, he became
involved in general design supervision and review of the working drawings.
Seating and acoustics became areas of intense study and American
consultants were hired on the project®'l.

The closer the contract documentation came to tender time, the more
Lebensold took the lead of the project as the Partner-in-Charge. Taking over
client visits and approvals in Vancouver, he became responsible for the
general supervision and client relations. Dimitri was only peripherically
involved in the construction, with Lebensold being seconded by Arthur B.
Nichol (b.1923) who became the construction site supervisor in residence
from 1958 until the fall of 1960,

The whole Vancouver project was carried out in two contractual phases,
the first being the main auditorium and the second the smaller theatre for
which construction period spanned from 1960 to 1962\, Renamed for the

occasion the Queen Elizabeth Theatre, the building was formally opened in

July 1959 for the Second Vancouver International Festival (fig. 13).

At the grand opening during which the architects were well represented,
the Austrian conductor Herbert von Karajan (1908-89) who was conducting
the Vancouver Symphony Orchestra, declared: “I wish I could put it into my
pocket and take it back to Berlin”®l. In the October 1959 issue of The
Canadian Architect, the new landmark was identified by a jury of twenty

20



leading Canadian architects as one of “the eleven best buildings since the
war”.By 1962, the overall complex had cost $11.5 million including fees®.

From mid-1956 and for at least six months, Dimitri, as an equal partner
in the firm, worked solo and part-time on the design of the eleven-storey
luxury apartment block tower located at 3435 Drummond Avenue,
Montreal®!. This design-built project in which the client was doing the
construction without tenders was managed by K. Couropoulos, owner and
contractor”’l. Dimitri made the design of an elegant building featuring a
chamois brick veneer complemented by some polished grey granite®!. It
displayed one row of short concrete cantivered balconies with convex blind
fronts. Spanning beside with alternate rythm, more elongated balconies
offered opaque concrete and opened metal fronts, one above the other. At
the top, a roof terrace featured an opened shelter on posts with concave
concrete roof slab visible from the street below. Supervising the preliminary
drawings and presenting them to the client, Dimitri worked in collabora-
tion with Roland Dumais (1910-82), a French Canadian architect registered
at the PQAA, under whose name the work was produced. The Drummond
Plaza Apartments construction was completed in 1957 (fig. 14)%!.

In the spring of 1956, Dimitri and Lydia moved from their first apart-
ment on Décarie Boulevard to a “412-room lovely apartment” located at
5470 Bessboro Avenue, Hamstead, Montreal®®. This was to accomodate
their future family. By the month of November, Lydia became pregnant, and
on August 9, 1957, she gave birth to their first child at the Royal Victoria
Hospital in Montreal®!!. Named Irene after the most famous Patron Saint of
Greece, the baby girl was healthy and the mother quickly recovered®®. After
one week at the hospital, Lydia and Irene returned home and the maternal
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grand-mother Irene Chabaline provided much assistance.

Until 1958, Dimitri spent most of his office time on the design develop-
ment of the Queen Elizabeth Theatre and the Drummond Plaza®*!. In March
1958, the ARCOP’s office moved from 5060 Western Avenue to the
Dominion Square Building located at 1010 Sainte-Catherine West in
downtown Montreal™l, At the same time came the “bombshell - Place Ville
Marie”, followed by the Place des Arts commission in June 195855, The

Saint-George Greek Orthodox Cathedral commission was also awarded in

mid-1958, a solo project which took most of Dimitri’s time*¢!,

It became a very busy period for Dimitri and ADDLMS; small and large
commissions were entering in the office one after the other, being
distributed amongst the various partners. The selection of the Partner-
in-Charge for each project became a difficult task while tension between
partners was growing rapidly within the firm®".

Innovative working techniques were developed for partners group de-
sign sessions such as patterns of group analysis and simulations. Emphasis
was put on clear understanding of clients views, especially for competition
programs and juries. Each partner would develop various design schemes
individually. Group analysis, critics and comments would follow, leading to
the final design decisions®®. No name would ever be attached to the design
product, being the result of a teamwork effort. These guild ideals were
derived from a desire to produce at ARCOP the best architecture available
without emphasizing the individual hero or personality cult.

For the Place Ville Marie project, a joint venture between [. M. Pei &
Associates and ARCOP, Affleck was selected by Ieoh Ming Pei (b.1917) in
early 1958 as Partner-in-Charge for ARCOP"™!. However, due to Affleck
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and Sises's left-wing antecedents , they were not initially welcome to enter
in United States for the early meetings held at Pei’s New York City design
office!. For the years to come and the same obvious reasons, ADDLMS
would not be naturally favoured by the Montreal business society and
political leaders either.

As early as 1955, the New York firm of Webb & Knapp Inc. had been
trying to develop a mega-project for the Canadian National Railways
property featuring a huge and ugly urban hole covered with railway tracks
and disfuguring the Montreal downtown core for thirty years*!. William
Zeckendorf (1905-76) was the legendary president of this American
development company and Ieoh Ming Pei, his in-house architect. Their
project featured a new office tower for Montreal, the largest yet to be built.

A bold cruciform tower concept was evolved as part of their 1955-56
initial project’. With the nomination of Henry N. Cobb (b.1926) as
Partner-in-charge of design for [.M. Pei & Associates, other innovative
concepts were developed for PVM including the underground shopping
concourse, absent from the original masterplan. It was derived from the
CNR facilities urban context and the necessity to build underground links
and pedestrian passageways!*’!,

At their public project presentation, Zeckendorf declared that he would
build “a city within a city”, meaning a self-sufficient center in which all
requirements for everyday life would be found including office space!*l. In
1957, the Royal Bank of Canada decided to become a major tenant of the
future multi-functional complex. The preliminary project was revised and
the four quadrants at the lower level of the tower were introduced as main
banking facilities!!. In full contrast to the aluminum curtain walls, these
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clearly articulated limestone veneered pavilions enhanced the composition
of the plaza, circumscribing the space, offering human scale to the plaza
users, integration to the urban context and a strong base for an elegant
Modemist quadrapartite tower. Construction began in 1958 after the Royal
Bank had signed a 99-year lease for 20% of the cruciform building™®!.

After [. M. Pei had selected ARCOP, the firm became the associated
resident architects based in Montreal. With Cobb’s complete authority on
the design, there was little opportunity for Affleck and the other partners to
introduce their design ideas and they unsuccessfully tried to develop some
design dialogue!*’l. A source of frustration and disappointment for all its
partners, ADDLMS was restricted to the production of the contract
documentation and the subsequent construction supervision, insuring the
coordination between engineers, contractors and city bylaws officials as
well as the liaison between New York City and Montrealt*3!,

The PVM Project was technically divided into three major areas featu-
ring the Tower, the Bank Quadrants and the Lower Level. From the fall of
1958 through the spring of 1959, the concept of the “under city
development” was heavily developed by Vincent de Pasciuto-Ponte
(b.1919), a talented city planner and associate in charge of the city planning
section at . M. Pei & Associates!®!,

While Dimitri’s specific design strengths were never recognized by the
Pei team, the former participated at client meetings and a few partners’
discussions on business relationships. Subsequently, Affleck made frequent
trips to New York City and soon became very upset with the condescending
attitude of I. M. Pei & Associates. In Montreal, ARCOP occasionally held
internal critiques on the design as it progressed in the New York office.
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At one, Desbarats criticized the inefficiency of the Italianate unobstructed
pedestrian plaza design, rejecting its location above the lower shopping
concourse hidden below. Desbarats evolved a completely different scheme
favouring a lower level and outdoor inter-connection. Later presented in
New York, the alternative scheme was rejected by Cobb®..

At that time, Affleck tended to bring Dimitri for design discussions in
New York City, but neither would ever make their point. Never strongly

involved in any way on the subsequent design of Place Ville Marie, Dimitri

was only occasionally present at presentations and critics like the other
partners of ADDLMS.

The Project development was carried over by Webb & Knapp (Canada)
Ltd., holding 49% of the shares of Trizec Corporation Ltd. owning PVM.
While William Zeckendorf Junior was the vice-president and director
of both Canadian companies, he rented office space to the Royal Bank on a
99 year lease basis after which it would take possession of the building.
Complementary to the main structure, the Esso Building, located on
Cathcart Street and including 92,500 square feet of rentable space, was
rented mainly to the Imperial Oil Company®™'l.

As the first phase of the project was completed in September 1962, the
$105 million construction complex featuring more than three million square
feet of floor space, included firstly the Royal Bank of Canada Building. The
$80 million and 42-storey cruciform tower contained one and a half million
square feet of rentable space wrapped up in elegant aluminum and glass
curtain walls®®?. The complex also included an exterior plaza adorned with
orthogonal motifs, two plantation boxes and a water basin with four
fountains. It was pierced with four large opened stairwells leading to the
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shopping mall, an underground promenade with parking facilities for 3000
cars. Complementary features included the Esso Building, a four-storey
linear structure faced with Indiana limestone defining the plaza limits on the
north side and respecting the scale of the surrounding buildings®*!.

The grand opening of PVM took place on September 13, 1962. For the
occasion, Quebec Premier Jean Lesage (1912-80), Montreal Mayor Jean
Drapeau (1916-99), Cardinal Paul-Emile Léger (1904-91), Donald Gordon,
president of the CNR, Earle McLaughlin, president of the Royal Bank,
James Soden, president of Webb and Knapp (Canada), and William
Zeckendorf himself gave short addresses to a crowd of 1500 guests, inclu-
ding ARCOP representatives, assembled for the occasion on the plaza™!.

The latter mentioned that PVM was not the task of a single man but of
a community of engineers, architects and contractors of great class. The
"New Heart for Montreal", it featured the largest office structure in Canada
and the Commonwealth, and the largest cross-shaped building in the world.
On the same occasion, another 13-storey office building was announced for
the next year as part of the second phase of the project’>!. Designed by the
same architects, the IBM Building would later be added on the south-west
side of the site, beside the Richardson Greenshields Building to the north-
west. Matching in spirit the Esso Building, it would become another elegant
Modermnist structure featuring a classicised colonnade at street level.

In June 1958, ADDLMS was officially commissioned to design the first
phase of Place des Arts consisting of the Grande Salle main building.
[nitiated simultaneously by ARCOP, a Masterplan was also completed in
1959 after the preliminary design of the Grande Salle ©%l. Both met the
requirements of an economic study made for the Sir Georges-Etienne
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Cartier Corporation. The latter, of which Jean Drapeau, then mayor of
Montreal, Claude Robillard, Bartlett Morgan, Samuel Bronfman, and other
public notables and subscribers were members, had been created in 1956 to
establish a new concert hall in Montreal®”). As early as August 1957, the
Raymond Loewy Corporation of New York had been hired to do the
economic study. Through news reports, the ARCOP partners found out early
about the creation of the Corporation including some members which they
knew personally. They also learned unofficially about the nomination of a-
local and undistinguished architect for this important commission. It was in
fact an arrangement allowing the Raymond Loewy firm to develop the
design after the preparation of the program®®. This American firm was
however not registered in United States as an architectural office.

Since the Queen Elizabeth Theatre had won a Massey Medal in 1955,

the partners began their own campaign to obtain the contract. Through Jean
Michaud and Hazen Size, claims were addressed to influential members of
the Corporation such as Drapeau, Robillard and Morgan. A letter was also
sent to the Quebec Premier Maurice Duplessis (1890-1959) threatening to
undertake a press campaign to eliminate the American firm®*.,

ADDLMS was finally awarded the commission after the Raymond Loe-
wy Corporation had been found guilty of practising illegal architecture in
the Province of Quebec!®!. The latter was soon rehired as “Project
Coordinator” by the Corporation while ARCOP was proceeding with the
design'®!l. Having displeased the Board because of its daring procedure to
obtain the commission, ARCOP irritated it further with its ambiguous
project leadership and the disturbing presence of the six partners at the

presentation meetings held by the clients!®!,
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Initially, Desbarats promoted some kind of Modemist Gothico-
Picturesque composition for a Grande Salle, to be located on a site partially

occupied by a brick building and a hilly ground with trees on Sainte-
Catherine Street®l. After the presentation of a few studies and sketches,
Jean Drapeau sternly warned them that he would not tolerate an English,
Protestant, square, angular and brittle composition like their Vancouver
Auditorium. He would rather accept a French, Catholic, Classical, curvi-
linear and feminine design for his Montreal project!®!.

Since ARCOP had not yet found its final design concept, Drapeau’s
exhortation stimulated the creativity of all partners. The initial version of
the masterplan featured a rectangular Opera Concert Hall of 3100 seats
facing a central piazza partially enclosed by stores and restaurant on Sainte-
Catherine Street. It was sided by a theatre of 1250 seats to the west and a
chamber music hall of 500 seats to the east, both complemented by
underground parking facilities.

By January 1959, the second version featured a similar layout with a
revised horse-shoe configuration for the monumental Grande Salle
classically designed on symmetrical axis (fig. 15). Other complementary
changes were also made throughout the site!®).

The aim of the Place des Arts masterplan was to provide a visual and
social focus at artistic level in the heart of Montreal. Reflecting the great
European traditions for such centres, the predominantly symmetrical piazza
would invite the passers-by in a protected urban space forming an anti-
chamber and pedestrian climax before reaching the main building!®!,

The Grande Salle was basically designed as a multi-purpose hall suitable
for symphonic performances as well as opera, ballet and musical comedy.
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For the last three uses, it required a large, vertical and massive stage-house.
By combining the stage-house and auditorium volumes, the building was
gaining a more unitary quality. Ultimately three volumes emerged from the
early design process: the dominating central mass, the horse-shoe lower
peripherical ring and the backstage lower mass. The building volumetry and
geometry were developped in a classicizing Modern Formalist idiom
answering all basic functional and structural requirements.

Evolved by Dimitri from the program, the horse-shoe shape of the loun-
ge and lateral foyers was derived from the main hall enclosure which would
allow lateral access through the use of continental seating.!®’! A front
curvilinear outline also favoured the generation of an external supple and
plastic juxtaposition of masses!®. One morning, Dimitri came at the office
with a small miniature model made from an empty powder box of his
wife!®!. This very simple cardboard model at tiny scale was very influential
for the subsequent design development which led to the final tripartite
massing of the Grande Salle.

While Lebensold was bringing the idea of the front colonnade with gla-
zed partitions, Bill Snaith, the President of the Raymond Loewy Corpora-
tion who was responsible for the interior design elements, proposed a solid
envelope without glazing, following Dimitri’s form!™. His idea was imme-
diately rejected. Enduring conflicts resulted in identifying architectural and
interior design items. For these reasons, the working relationship between
ARCOP and Snaith became untenable. He antagonized the partners
particularly Desbarats, and his firm was finally removed from the project!”".

Dimitri soon produced a beautiful free-hand drawing of the revised shape
later approved at one of the weekly partners’ design meeting!”?. Knowing
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that such form would be much more difficult to develop, the group was
excited by its challenge and kept working at its geometry and mathematical
logic. By January 1959, three versions of the horse-shoe scheme had been
studied dealing mainly with changes in the overall massing and the lateral
and vertical access to the main hall (fig. 16)"I.

All partners were involved in the design process, but most particularly
Dimitri and Desbarats. Following the intervention of his friend George
Cavadias, who taught mathematics at McGill University, Dimitri gradually
established the curvilinear shape of the horse-shoe with exact measure-
ments"’". As a design team, all the partners contributed enthusiastically to
the development of the floor plans, the massing and the elevations. The
pleasant form of the central lounge and lateral foyers was enhanced in
elevation by a grand peristyle featuring a rythmic colonnade concealing a
glazed curtain wall. Beams would support externally the lateral foyers on
each side. The classicizing peristyle would contrast harmoniously against
the smooth surface of the main volume to be topped by a copper roof.

Designed for the intermissions, entry and exit, the horse-shoe lounges,
with piano nobile and lateral foyers, provided a dynamic counterpoint space
to the main hall with everchanging views and continuous spatial flow!””.. In
the main hall, continental seating would allow more comfort, safety and inti-
macy while three superimposed levels of balconies and lateral boxes com-
plementing the main floor seating would offer great visual acuity (fig.17)U¢!.

Stepped back one above the other with high ceiling space, they would
offer a minimum of overshadowing and a feeling of closer intimacy and
stage proximity. The sophisticated acoustical ceiling, suspended in space,
would provide extended reverberation time, sending the sound directly
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to the listeners while concealing the miscelleaneous equipments.

In the later stage of the design, Desbarats became mostly responsible for
the main interior spaces, including the grand hall for which he designed the
acoustical ceiling, the seating boxes, the balcony fronts and railingst’’.
Heavily involved in interior details, he was ultimately author of the highly
original and sculpured Venitian chandeliers running on the piano nobile
loundge ceiling!™!. It fitt perfectly well with the multiple artworks that
would later be displayed by visual artists such as Louis Archambault, Jordi
Bonet, Robert Lapalme, Micheline Beauchemin and Alfred Pellan!™!.

The plastic study of the exterior precast concrete panelling was also part
of his contribution and all of these items displayed geometrical or sculptural
qualities. Design assistant under Desbarats’ supervision since 1958, Eva
Vecsei (b.1930) produced for the project two pesrpectives, interior and
exterior, later printed by Jean Drapeau in postcard format (fig. 18)®°!,

Many subsequent client’s meetings proved to be difficult and Lebensold
gradually asserted his leadership over the project development®'!. This was
due to his diplomatic abilities, his performing arts expertise and his former

experience on the Vancouver Auditorium. While Jerry Miller (b.1934) beca-

me the project architect responsible for the production of the contract docu-
mentation, Lebensold emerged as the Partner-in-charge during construction
82l Special concerns were given to interior finishes which received sophisti-
cated treatments, varying in texture, pattern and color®l, Ultimately, the
building displayed great harmony in all its parts relating to the whole®®!.

The official inauguration of the construction works for the Grande Salle
as well as the underground garages and services by David Barott Boulva
architectes, took place on February 11, 196171, By December 14, 1962,
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the Grande Salle had its roof completed and Place des Arts was well built by
General Contractors Quemont-Duranceau (fig. 19). The $23 million overall
cost included $9 million for a building slightly over budget due to many
extras requested by the client'™). As he had in Vancouver, Lebensold perfor-
med very well during the third stage of the project. This greatly benefited
his own reputation, although this was at the expense of the other partners®’.,

On September 21, 1963, the inaugural concert was held in the Grande
Salle (fig. 20)®8!, For the occasion, Dr. Wilfrid Pelletier (1896-1982) and
Zubin Metha (b.1936) both conducted the Montreal Symphony Orchestra’®!.
Among the guest of honours, one could find Quebec Premier Jean Lesage,
Mayor Jean Drapeau and President Louis Lapointe whose inaugural speech
did not pay tribute to the remarkable achievement of the architectural
firm®™\. For the building's opening ceremonies, Lebensold managed to have
a larger than life-size photo of himself at garage level, on the main entrance
axis where all the people were circulating®!. Dimitri was very angered and
deceived by this new breach to their Co-Partnership teamwork agreement.

Following a series of local newspaper articles and booklets in Septem-
ber 1963, Time Magazine and Maclean’s published two articles on the
dynamic firm and its remarkable buildings. In its January 1965 edition, the
latter was identifying the ARCOP partners as some of the most outstanding
Canadians in 1964 (fig. 21)®2,

A Massey Competition Finalist in 1964, the Grande Salle was always
considered a major architectural landmark®!. With the later expansion of

Place des Arts, featuring the new Theatre Maisonneuve building, 1964-67,

by David Barott Boulva, including two smaller rooms, the Grande Salle
became the Salle Wilfrid Pelletier. Since then, it has had a dominant and
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lasting social impact in the life of Montrealers. The Place des Arts was
ultimately completed with the adjunction of the new Musée d’art contem-
porain, 1984-92, by Jodoin Lamarre Pratte architectes, to the west and the
quadrilateral plaza completion by Dimakopoulos & Partners in 1988-931%!,

The Saint-George Greek Orthodox Cathedral, located at 2455, Cote
Sainte-Catherine Road, Outremont, was another project developed by
Dimitri in mid-1958 and mostly built by late 1960\ It was part of a larger
scheme including a community centre, school, priest’s and bishop’s
residence. The commission was awarded to ARCOP, with Kimon
Caragianis (b.1926) as associate architect®!. Kimon’s main role was to help
secure the commission, assist at client’s meetings and proceed with the
construction supervision; Dimitri took charge of the design and carried out
all the conceptual studies and preliminary design®®!. The latter also
supervised a small team of assistants for the contract documentation. The
construction was started as early as May 1959, but a first general contract of
$547,000 was only awarded on September 19, 1959 to Douglas Bremner
Contractors & Builders by the Hellenic Canadian Community of the Island
of Montreal of which Phrixos B. Papachristidis was the president®. On
January 6, 1962, the interiors having been completed, the church held its
first religious service!®!.

As for other ARCOP churches done by Desbarats, the partners felt that
these were very personal projects involving personal clients, and that they
should give each other a minimum of interference!'®!. Similarly, other small
commissions were much easier to deal with in terms of the selection of a
Partner-in-charge.

On this occasion, Dimitri designed a building that turned out his finest
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so far. Standing, austere and beautiful on its site facing Coéte Sainte-
Catherine Road, the concrete structure wrapped up in a brick veneer was
crowned by an elegantly modulated sculpturesque dome (fig. 22). Alluding
to the richness of the soul concealed within the human body, the spatial
richness of the interior was hidden behind the elegant simplicity of the
exterior walls!'’'l, On the interior, the ground floor symbolized Earth and the
exposed precast concrete dome, Heaven. A challenging confrontation bet-
ween past and future was also achieved through the integration of
Orthodoxy and Modernity in the design!'®. Similar to sixth century AD
Byzantine churches, the building enclosed the traditional rectangular space
of a basilica topped by a dome (fig. 23)!'®\. The building reconciliated
Greek Orthodox liturgical traditions and Modernist architectural expression
rendered through structural engineering and building technology. It also
satisfied the social and religious needs of a Modemn Greek Orthodox
community relocated on the North American continent.

Complemented by a separate brick campanile and a concrete entrance
bridge, the building featured serrated brick wall panels set within glazing
strips ornamented with metal grilles. These hollow brick walls were
designed to create accoustical wedge-shaped cavities in the large interior
space!'™!. The glazing strips allowed the natural exterior light to filter inside
the church with variable intensity, illuminating magically the highly
textured interior surfaces.

The zigzaging lamella-type roof was crowned by a dome in precast
sections covered externally with copper. Structurally, the poured reinforced
concrete grid roof transmitted its load to eight free-standing concrete
columns through exposed steel cylindrical knuckles separating and articula-

34



ting the roof structural system!!%’l. Set within the grid roof, a concrete beam
tension ring supported the precast concrete sections of the dome, exposing
their internal faces visible from below (fig. 24).

Resting on concrete beams, the floors and mezzanines consisted in
cantilevered slabs supporting the lateral exterior walls. Interior finishes con-
sisted mainly in exposed concrete ceilings, brick patterned walls, terrazzo
and asphalt tile floors, complemented by oak fixed furniture!*®!. Displaying
some Wrightian secondary hexagonal plan patterns, the design featured
coarse brick and concrete interior details, providing a Brutalist purity and
masculine vigour thought to be expressive of moral truth. Evolved from
archetypal abstraction, the form-given structure was truly expressive of its
author’s personality and sculptural originality!'%’!,

Similar to Frank Lloyd Wright’s highly creative and brilliant Annun-
ciation Greek Orthodox Church at Wauwatosa, Wisconsin, 1955-61,

Dimitri’s Greek Orthodox Church offered references to the Byzantine past
and reflected some truly Modern Formalist aspirations!'®®. Both compo-
sitions were however completely heterogenous, the former featuring a large
dome inspired from Haghia Sophia and cantilevering above a circular
building structure!'®!,

Prior to 1960, ADDLMS had already started to disintegrate. By the end
of 1959, Jean-Charles Michaud had left the firm, following a short period of
four years during which he had played an important role in the com-
missioning of some projects such as the TMR Federal Post Office and the
Place des Arts!''’!. Pleasant, amiable but not very self-confident, Michaud,
who came from a wealthy French Canadian family, had provided local
balance to a firm composed of French and English Canadians, Jewish and
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Greek immigrants!*'!l. It allowed the firm to benefit from an unprecedented
mixed presence in the various Montreal commissioning circles.

As a participant in partners’ meetings and design sessions through the
various planning stages of important projects, Michaud's contribution was
however not sufficiently steady and significant to justify a longer invol-
vement within the firm. Officially listed as a partner of ADDLMS until the
completion of Place Ville Marie and Place des Arts in 1963, he had set up
his own independent office at 2040 St-Mathieu by the summer of 1962,
while ADDLMS was renamed ADDLS!"',

From Irene’s birth until 1961, Dimitri’s small family evolved smoothly,
residing on Besboro Avenue, except for a two weeks’ leasure trip to
Jamaica!'’l. By the end of 1960, Lydia had become pregnant with a second
child. Undergoing a difficult pregnancy, she suffered from nausea, lack of
appetite and low weight gain, inciting Dimitri to bring the family to Morin
Heights for a few days holiday. On August 21, 1961, Lydia gave birth to
Marina, her second and last daughter, without major complications!''¥,

Two years later, Dimitri’s enlarged family moved to 6030 Céte Saint-
Luc!"’l. However, it was just a temporary address, and, by August 1965, the
family was relocated at 5765 Cote Saint-Luc, a brand new building
equipped with a swimming pool!''¢!. Located at #201 on the second floor
and offering a nice view on the garden lawn, the luxury apartment included
two bathrooms and three bedrooms, one of which was used as a playroom.

During the early 1960s, Dimitri had been involved in a series of new
projects, namely the Norman Wade Building, Pointe-Claire, 1961-2, the
Summerlea Golf & Country Club, Pointe Cascades, PQ, 1960-63, and the

National Competition for the Fathers of Confederation Memorial Building,
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Charlottetown, Prince Edward Island, 1961-64.

Designed to house the administrative offices, warehouse storage and
printing facilities of the company drafting services and equipment, the first
building featured a one-storey rectangular exposed structure with complete
free-plan layout for the interiors (fig. 25). This was requested by the
program for a greater flexibility of operations!''’l. The project evolved by
Dimitri as Partner-in-Charge displayed an autonomous sculptural quality
and answered to the zoning regulations and by-laws requirements of the
industrial park in which it was located, offering an architectural challenge
for personal expression.

Dimitri’s final scheme featured two external rows of eleven reinforced
concrete columns interconnected by beams and poured altogether into two
continuous lateral colonnades. Each of them supported a series of 63’-6”
long prestressed post-tensioned single Ts roof beams through structural
steel knuckles articulating clearly and separately the colonnades from the
roof structure sub-systems!''®!. Above and between the prestressed beams
ran a mill deck roof.

The resulting plan offered no interior columns or bearing walls, the
interior finishes consisting mainly in exposed concrete, glazing, and
concrete block on the perimeter, gypsum board, transite panels and wood
partitions in the central area (fig. 26)!''. The front fagade and the three first
lateral bays displayed glazed partitions offering optimized daylight illumi-
nation for the office area, while the rest of the building featured a purple
brick exterior veneer harmonizing in winter with the neighbouring tree
trunks!'?”l. These materials were complemented by the exposed concrete and
metal cladding.
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Perfectly integrated to its surroundings, this simple utilitarian building
stood harmoniously in the clearing of a treed area. Its architectural value
was enhanced by the large open grounds. Under sunlight illumination, the
deep reliefs of its Structuralist fagades offered an interesting play of light
and shade generating dramatic chiaroscuro effects throughout an exciting
rythmical composition. In this project, the perfect Miesian box had been
concealed under a structural table. Translated into a Modernist idiom, the
pure forms of Classical porticoes and pediments found in ancient Greek
temples were echoed in a Modernist classicizing composition. The designer
demonstrated his strict and severe sense of Hellenic elegance, equilibrium,
stability and strength!'?!l. In 1964, he was a Massey Competition Finalist!'??.,

In 1960, Dimitri teamed up with Desbarats to design a proposal for the

Summerlea Golf & Country Club limited competition!'”!. Making an

attempt at Modern Regionalism, they won the first prize and commission
with a scheme based on a “Fort Chambly” image proposed by Desbarats, of
which Dimitri made the perspective. Their submission also featured a
building design “in the character of Dimakopoulos beautiful structures™'*,
Affleck, familiar with the client, took over the project, modifying the
composition of the winning scheme. The resulting building looked more
squashed and flattened, with looser fenestration!'?!,

The $750,000 building program requested bag storage, pro shop and
lockers room, lounge, bar and grill, as well as administrative facilities for a
clubhouse for the new 36-hole golf course (fig. 27)!"*. The country club
was dramatically located on a ridge allowing on both sides some panoramic
views on the Ottawa River and the golf course. The two longitudinal eleva-

tions featured reinforced concrete linear elements expressed externally by
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two colonnades with continuous roof beams cornice and shaded balconies at
lower level (fig. 28). Massive and flattened, the hexagonal columns featured
slim protruding concrete drips at the comice intersections!'””l. Stone
masonry and glazing were the complementary exterior wall materials, while
carpet flooring and cedar board walls were used as interior finishes. The
landscape architecture was conceived by the golf course architect!'?*,
Launched on September 1st, 1961, the National Competition for the
Fathers of Confederation Memorial Building was organised to provide a
commemoration for the upcoming centenary of a meeting that took place on

September 1st, 1864 in the Confederation Room of the Province House in

Charlottetown, P.E.L!"P\ It involved some Maritime representatives and a
Canadian delegation that came to discuss the reunion of the three British
colonies of Upper and Lower Canada, New Brunswick and Nova Scotia into
a new Confederation that would later be established in 1867!"%. The
Legislature Building where the Fathers met had been built in 1847 by the
British architect Isaac Smith (c.1795-1871), born in Yorkshire!'*'l, Of
Georgian Revival style, it had since become a venerable centenary structure,
covered with dressed Wallace sandstone, displaying Ionic porticoes on its
front and rear longitudinal fagades!"*?. Presenting a strong personality, it
was the focus of Queen Square, a 6.3 acres rectangular park situated in the
heart of little Charlottetown featuring a population of 20,000 habitants('**!.
The competition was directed by a jury of seven members including the
British architect Sir Basil Spence (1907-76), and attracted forty seven com-
petitors"**. The building program conditions imposed the dual functions of
a Memorial Hall and a Cultural Centre. The former would also serve as an
entrance hall to the whole complex, and a connecting link between the
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Cultural Centre's main elements, namely a library, a theatre, an art gallery
and museum. The program stated that the competition was an opportunity of
designing a building for centuries, an everlasting shrine situated at the
birthplace of the Canadian nation!"’!. Rather than a dead and solemn
monument, it would serve as a lively place in downtown Charlottetown.
Surrounded by an early 19th Century townscape, it would preserve its
delicate and miniature urban scale and offer harmonious integration to the
existing Legislature Building and its immediate context.

ADDLS proceeded with the competition project in the fall of 1961, its
design submission becoming the “last true ARCOP triumph and team
effort”*®, The firm associated for the occasion with the town planner
Norbert Schoenauer (b.1923) in a joint registration!*’l. Civic design
considerations preceeded the architectural design process. The design team
first established the working framework. Evolved in direct answer to the
program requirements, a first principle was to integrate and complement
harmoniously the old and new buildings. A second one was to provide a
focal point and urban climax to Charlottetown. In complement, a third was
to attract people on the site with inviting exterior “concave” spaces!'*!.

Following the analysis of the site from various point of views, the
architectural design process consisted in placing the new building on the
site in relation to the Legislature, the city streets and surroundings,
maintaining the quality of the landscaped opened green square. Two major
difficulties soon emerged from the program, consisting in the large area
fequirements generating a heavy building mass and the offset longitudinal
axis position of the Legislature on the east third of the site. The group used
its usual design strategy to its fullest potential during the development of the
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basic concept. Numerous topologies were tried in progressive stages by the
partners who struggled and discussed together in successive meetings (fig.
29)91 All sketches were worked out in joint sessions. Each of these
attempts presented defects in relation to the Legislature contextual
objectives consisting in pleasant axis linkage, mass integration, preservation
of scale and Classical quality of the existing structure.

During the course of one session, Dimitri, who took a clue from rough
program breakdown diagrams, began to spread the program parts in
compact groupings extending from the Legislature Building!"*". The west
side provided the largest free area to group the required facilities. By
making each main element a separate building, except for the combined art
gallery and museum, the scheme would avoid offense to the Legislature. In
the brain storming session that followed, another partner suggested to build
a podium, to lower part of the program requirements underground and to
keep only above ground the symbolic elements of the scheme, namely the
theatre, the library and the art gallery/museum units complemented by the
Memorial Hall. Dimitri immediately developed further this concept, adding
the semi-underground entrance lobby on axis with the Legislature!™"!. He
was ultimately responsible for the general site plan (fig. 30).

At this stage, the final concept was close. A uniform height matching the
comnice line of the existing building was established. The Memorial Hall
became an open forum cut into the terraced podium. It would be covered
with a transparent glass roof contrasting with the solid enclosure of the
surrounding units. While the art gallery/museum unit was developed as a
northern bipartite structure with its two functions clearly articulated in plan
and elevation, the Library turned out to be a southern rectangular tripartite
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double-storey unit featuring a full height central reading room flanked by a
Legislative Library and Open Stack Area raised on two opened mezza-
nines!'*?. As per the Theatre, it featured a western massive block set in a
simple double-storey rectangular unit (fig. 31).

Concealed in between and opening towards the Legislature and its main
pedestrian street accesses, the sunken Memorial Hall was conceived as an
enclosed circulation hub accessible from stepped terraces to the east and
crowned by a jewel-like cluster of truncated glazed pyramids!'*?!. Allowing
under day and night illuminations dramatic viewpoints from within and
without towards the peripherical open air terraces, it fully contrasted in
character with the remainder of the complex. Complementary design
features were added such as two open air sculpture courts attached to the art
gallery/museum and library units. Horizontal glazed slots framed by low
buttressing precast walls and running along the perimeter of the units, were
inserted to penetrate the podium and illuminate the sub-terrace level!'*l.
Similarly, thin vertical window strips were added in the recessed corners of
the units, articulating rigorously the exterior walls as bold independent
vertical planes covered with Wallace sandstone panels.

Fulfilling all the various functions and commemorative requirements, the
final architectural concept enhanced the urban quality of Queen Square and
offered perfect complementarity to the Legislature. Of great simplicity and
restraint, the Modernist scheme displayed strong sculptural relationships
between its parts and echoed harmoniously the Classical quality of the
Legislature!'"’l. Displaying handsome elevations at appropriate scale, the
composition presented perfect monumentality and the architectural design
had no conscious precedents. Like a miniature Acropolis set in the heart of
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Charlottetown, the project proposed a great urban gesture of architectural
nobility!'*,

Once all partners were completely pleased with the absolute clarity and
appropriateness of the design, they proceeded with the production of black
ink presentation drawings including perspectives drawn by Eva Vecseil'!’!.
The competition submission which also included a model was sent to the
organizers by the end of the year (fig. 32). Except for the Memorial Hall
which was still missing its detailed concepts, all the major design elements
had been established.

The jury was impressed by the high standard of design of the majority of
the competitors. In general, the Legislature Building scale and significance
was respected and the new complex was integrated to the site with skill and
sensitivity. ARCOP’s first prize winning scheme was perceived as setting “a
new standard of architectural excellence and suitability” that would not
likely be surpassed!'*®l. Its chief charm was its absolute appropriateness to
the local city scene. It offered the highest respect and sympathy to the
Legislature in a skilfully integrated scheme opening up towards it with
dramatic effect.

Displaying great civic quality, the project offered many exciting view
points on the Memorial Hall. The landscaping and terracing showed unusual
sensitivity and the human scale of this most disciplined group of buildings
payed respect to the urban perimeter. The plan offered the best solution in
terms of spaces proportions,circulation networks and independent accesses.

The Memorial Hall was seen as a noble room expressing the Fathers'
ideas by their words engraved in the stone legible with light!'*!. Without
dominating the whole complex, it offered human scale. The Wallace sand-
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stone veneer, matching that of the Legislature, unified the old and new buil-
dings in a solution demonstrating highest qualities without extravagance.

The results of the competition were known in January 1962. As Desba-
rats was taking the telephone call from the jury professional advisor, “all
hell broke loose at ARCOP”"*®!, Soon, the magnums of champagne were
opened and the celebration went on in the offices located in the Dominion
Square Building. It was the happiest moment in ARCOP’s history!"*!l.

To celebrate all winners, a dinner was organized in the Ballroom of the
Chateau Laurier on January 30, 196232, For the occasion John Diefenbaker
(1895-1979) pronounced a magnificent discourse in front of many guests.
The Governor General also presented the prizes to the representratives of
the four winning firms!'**,. Wearing tails and white tie, Dimitri attended with
his wife and the Desbarats couple at the joyful ceremony (fig. 33)!'*.

Since Dimitri’s contribution had been so decisive and it was more than
his turn to lead a major project, he was immediately selected as the Partner-
in-Charge of the project. From then on, it was assumed that his own
conceptual ideas had generated the winning concept and its synthesis had
been achieved through a joint effort!'5l. A short transition period took place
between the competition results and the award of the commission!'*!,

In the summer of 1963, ADDLS moved its offices from the Dominion
Square Building into its newly designed building located at 6865 Western
Avenue!™’l, Introducing more Greek feeling into the Charlottetown project,
Dimitri carried on with the detailed design development, assisted by Hans
K. Stenman (b.1935), Project Manager, and Vincent Chan, Design Deve-
lopment Assistant!'*%,

The other partners had very limited involvement during that phase and
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the subsequent construction documentation stage. All design details were
developed under Dimitri’supervision. Only difficult questions were
presented to the other partners in relation to technical problems and
Desbarats discussed with him several exterior details!'*?\. Since all partners
were very busy on other projects, the partnership became much more
individualistic and internal competition followed between each team.

While technical theatre details were developed through the services of
American consultants, the Memorial Hall roof design, to be completed only
in the fall of 1963, was not ready when construction tenders were called in
January!'®l, The contract was awarded to Pigott Construction of Ontario in
February and construction started in March. Client relationships became
difficult since the general contractor's performance was inadequate,
generating delays in the building completion schedule. Discipline on the
construction site was also poor and ARCOP had eventually to dispatch a
construction manager to speed up the work and insure quality
performance!'¢'l,

The construction schedule called for total completion of the complex by
May 1964. It had to be ready. for the Dominion Drama Festival taking place
in the new theatre!'®”, Only the theatre opened at that date, and Dimitri
attended with his wife at its inauguration featuring an oyster dinner and play
(fig. 34). For the occasion, Jean Lesage, of the Parliamentary Commission
Committee and the Governor General were present!*®*l,

A stamp featuring the whole complex was issued on July 29, 1964 by
Canada Post (fig. 35)!'"%). On September Ist, the new buildings were dedi-
cated to the Fathers, precisely one hundred years after their historical mee-
ting!'%!. Dimitri had them completed nearly ontime. On October, 6 1964,
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Her Majesty, Queen Elizabeth II (b.1926) hosted the grand official inaugu-
ration for which Dimitri was present (fig. 36)!'l. His $7.5 million complex
turned out to be one of ARCOP’s most successful project, but contrary to
Lebensold and Affleck, it never brought him much personal publicity!'s’!.

In 1962, the winning of this competition also brought another major
commission to ARCOP from the Department of Public Works of Prince
Edward Island'®*. With Dimitri as Partner-in-charge, the Provincial Go-

vernment Centre project was designed in late 1963-64. It featured a large

complex to be located in a park setting in Charlottetown!'”!. The program
called for two separate buildings, one containing office space for govern-
ment departments and public services, the other, office space for provincial
medical health services!'™. The bent rectangular site included two five-
storey buildings with basements, namely the Administration Building, a
linear structure subdivided into three areas facing the east, and the Health
Centre, layed out on square plan to the north!'"'], Both featured rectangular
service shafts protruding from their perimeter. The site was bordered by four
streets. On the west, was laid out a large parking lot planted with trees and
on the south, a landscaped park and paved court with square pool
surrounded by terraces. Around the perimeter of both buildings were laid
out pedestrian paved areas and tree plantations. Large access steps were
located to the north between the two buildings.

The linear structure included at ground floor three halls with offices
delimited by two transversal recessed lobbies leading to two stairwell shafts
at the back!"™.. In general, the upper floors featured two external rows of
offices with two transversal lobbies including opened mezzanines and light
wells. Two other stairs were found in the shafts located on the short sides.
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The elevations included four blind towers with concrete vertical panels
on six storeys. The three bays in between featured exposed concrete frames
and fixed window units equipped with lower opening sashes. The three
upper storeys displayed four groups of four windows in each bay, while the
second floor was mostly glazed except for lower and upper continuous blind
strips. The ground floor was similar with wider window panes. Articulated
with blind protruding towers, the two end elevations were mostly faced with
rectangular concrete panels (fig. 37)!'l. As per the flat roof, it featured two
large skylights above the transversal halls with light wells!'™!,

Laid out on a square plan with protruding shafts in each corner, the
Health Centre featured at ground floor a large opened hall to the east with
main service core at the back and peripherical offices on the three other
sides!'”.. The upper floors featured peripherical offices, central square
corridor and internal service rooms area with corridor going through.
Beyond the fifth floor, a recessed rectangular penthouse protruded from the
roof similarly to the four corner towers!'’®l. Each elevation featured four
bays of four vertical rectangular windows on the three upper floors. The
second floor was mostly glazed with two blind horizontal bands. The
ground floor bays were mostly blind except for thin horizontal ventilation
windows!'”’],

This Modemist complex, constructed in 1964-65, offered pleasant
surroundings, perfect location and massing inter-relations!'™®. Articulated
with secondary volumes breaking down their masses, they offered a
common ratio of proportions brought down to human scale in the vertical
windows and exposed concrete panels. The two structures offered a feeling
of compactness, balance and lightness due to their large glazed surfaces
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set within slim frames contrasting with the bold treatment of their
blind concrete surfaces set in separate planes. Their fine proportions and
exquisite detailing echoed Dimitri’s personal style at the time, characterized
by restraint and meticulous concern. Unpublished, they however never
received much attention, publicity or grants!'™!.

In mid-1963, the Concordia Estates Development Co. firm, regrouping
three young entrepreneurs graduated from McGill, asked ARCOP to prepare
a proposal for the design competition of a large complex that would later
become Place Bonaventure!"®. It was located over a circulation node
including railway tracks, subway lines and underground highways, south of
the CNR Central Station in downtown Montreal!'®!!, Lebensold and
Desbarats decided to work at it with some minor participation from the
other team members!'®?l. As a consequence, Dimitri was involved when the
conceptual design was prepared.!'®3!

They won the competition with a massive low-rise scheme inspired from
a “Fort Chambly” image, contrasting with common high rise structures and
offering a strong presence for a building housing multiple functions such as
exhibition hall, sales hall and shopping concourse. Desbarats brought to the
original scheme strong exterior corners and architectural interiors with
Union Jack patterns of circulations linked to the pedestrian street and
subway networks!'#,

After the commission of Place Bonaventure was secured, Affleck was
forced to take over the project development in 1964, as Partner-in-Charge.

Unhappy, he left the Ottawa National Arts Center commission to Lebensold.

The latter would be seconded on a part time basis by Desbarats who was
also deeply involved on the Expo' 67 Theme Pavilions as well as other
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projects. Affleck kept the design team meetings going on Place Bonaventure
during the important early phase of planning!'®*,

Influenced by the European Neo-Brutalist school, Affleck struggled for
a while with the elevations until Eva Vecsei was invited to join him as
architect of composition for the preliminary design. While Desbarats could
give some of its character to the La Gauchetié¢re elevation, Affleck took
control of the rest of the project including the Hotel Bonaventure on top
which later proved to be a great success!'®,

ARCOP had developed an expertise in fine sculptural concrete work and
all partners were interesied in the Neo-Brutalist concrete approach recently
developed in England and USA. Impressed by the quality of the Yale
University Art and Architecture Building, New Haven, 1959-63, by Paul

Rudolph (1918-97), Dimitri had visited the site shortly after its opening!'®].

The huge elevations of Place Bonaventure were soon broken up into a

mosaic composition reflecting the city while Rudolph’s “corderoy” concrete
treatment and protruding glazed boxes were adapted to the project!'s®,
During a design meeting, Dimitri proposed to add four corner glass bays to
enhance the aesthetics of the elevations as well as the illumination of the
lounges (fig. 38)'*"\. Completing the building in 1967, Affleck took most of
the credits for the design, many of its concepts originating from Lebensold
and Desbarats, a few from Dimitri, and the rest from Eva Vecseil'*"!,
Obtained in normal market conditions and through government lobbying,

the commission for the National Arts Center, Ottawa, 1964-69, proved to be

the last great success of ADDLS, considered at the time the best Canadian
firm in the area of concert hall design!'®'l. As Partner-in-Charge, Lebensold
took complete control of the project without team participation. It was his

49



own concept, design and follow-up. The building was conceived like a Japa-
nese garden of many boulders in the landscape!'*. The triangular site was
treated as a focal outdoor area, with terraces providing shelter, landscaping
and facilities for outdoor activities!'”’l. Outdoor spaces were strongly related
to the Rideau Canal to the north and the Confederation Square the south-
west. Displaying skillfully massed forms pleasurable to move through and
around, the exposed concrete structure featured a 60 degree angular plan
complemented by Wrightian hexagonal idioms down into the details!'*.

Assisted by Art Nichol as Project Director, Lebensold maintained an
exclusive stronghold on the project, directing the publicity on himself, in
spite of the ARCOP original partnership ideals. The building turned out to
be the best Modernist building in Ottawa, the best of its size and function in
Canada and among the best of its kind in the world!"’l. [eoh Ming Pei
himself later mentioned to Desbarats that, although not great, he considered
the building to be very very good!'*!. Dimitri was never involved in the
design, but he could however take indirect credit through his ADDLS
partnership. Winner of another Massey Medal in 1970, it was the last major
success of the firm before the great collapse!'”!,

The Arts and Cultural Centre, Saint-John’s, Newfounland, 1964-67, was

another Maritime commission earned by ADDLS!"*®. Affleck was named
Partner-in-Charge for the project, with Arthur Nichol as Project Director!'*!,
The former was entirely responsible for the concept and execution of this
complex combining concert-theatre auditorium, art museum, public library
and teaching facilities®®!. Following Desbarats’s attempt to suggest an inte-
resting massing and volume, Dimitri gave to Affleck a good idea for the
final grouping of the buildings, and the design was developed into prelimi-
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nary drawings by the architects Rosen, Caruso and Vecsei (fig. 39)*°!.
Benefiting from little publicity, the building turned out to be rather
undistinguished in comparison to ARCOP’s most famous landmarks?*,

In the summer of 1966, ARCOP sold its building at 6865 Western to
relocate in the Read Building, at 1015 Saint-Alexandre®®®!. While another
project office for Place Bonaventure had been in existence on Beaver Hall
since 1963, ARCOP staff was relocated altogether, reaching its peak in the
fall of 1966 with approximately 175 people®. During the following
summer, ADDLS personnel would be reduced by half, all on the same
day®®l,

Dimitri, who had originally designed a more expensive and elegant
version of the ARCOP Building featuring articulated concrete columns and
fancy curtain walls, never appreciated the final built version of the
ARCOP’s office building designed by Lebensold and Desbarats. Its remote
location from the downtown area and cheaper appearance unreflective of
ARCOP’s architectural image were the main factors?%!,

During this period, “private” projects were also developed at the office,
according to working arrangements between the partners who could use
ARCOP staff and services™!. Among these, two architecturally distingui-

shed residences were produced, the Desbarats Residence, 48 Avenue

Robert, Outremont, 1966-7, and the Dimakopoulos Residence, 461 Clarke
Avenue, Westmount, 1966-72%!

Featuring a meticulously detailed Sculpturalist scheme, the flat roofed
rectangular Desbarats House displayed a sober and elegant use of exposed
concrete in conjunction with large beige brick areas perforated with vertical
windows?®”\. Totally different in spirit, the Dimakopoulos House was of
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Aaltian influence, situated on the eastern slope of a hilly street and equipped
with a set of flat terraces®®'’l. Displaying natural organic materials in its red
brick walls complemented by natural wooden window overhangs, stone
masonry and concrete elements, it featured height emphasis, angular forms
and juxtaposed contrasts of materials and volumes. Like his other designs, it
offered inventive freshness, sharpness and clarity'!l. Of angular rather than
tactile inclination, Dimitri was mainly concerned with light and form, while
a certain sculptural starkness appealed to him®'?.. Well integrated in mass
and scale to the older neighbouring residences, his house offered a pic-
turesque and Modernist feeling contrasting with its surroundings (fig. 40).
Well lit by a multiplicity of windows, the interiors offered a feeling of
space, with meticulous attention given to details and use of high quality
materials®?"!, The basement included a garage, storage, laundry, playroom
and dark room. The main floor featured an opened space suite, including
entrance hall, living room, dining room and galley kitchen. The second floor
contained a den, two small children’s bedrooms equipped with washroom
and built-in storage furniture, and a spatious master bedroom including
private washroom, walk-in closets with folding doors and built-in furniture.
Stairs were leading to a split-level studio over-looking into the master bed-
room. Through extra steps, an exterior terrace could be reached from which
a spectacular view opened on the downtown area towards Nun’s Island?"!.
Following a one month trip in Europe with his family in the summer of
1965, Dimitri proceeded with the purchase of the vacant lot, evolving the
program, conceptual design and detailed development of his house*"!,
Directing a small team to prepare the contract documents, he selected a
contractor and supervised the construction of his own house until its final
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completion in 1967%'%., Leaving their apartment on Céte Saint-Luc, he and
his family had moved in their new residence prior to the Expo 67 inaugu-
ration held on April 28, 1967'",

Taking usually taxis to go to work, Dimitri was the owner of a grey/sage
green Oldsmobile Cutlass car which he kept for seven or eight years before
buying a new white/cream Mercedes Benz in the early 1970s®?"®l. With the
post-Expo 67 slump, new projects became scarce and more difficult times
were foreseen. Dimitri spent few short summer vacations in Cape Cod with
his family and it was only in the early 1970s that he would go back to
Europel?®!,

As early as 1964, Desbarats had accepted a part-time Deanship commit-
ment at Université de Montréal in order to launch the new Faculté d’Aména-
gement including the Ecole d’Architecture®!. Since he was still carrying a
full load of contracts and had been involved in obtaining all major commis-
sions, he remained a full partner during his first term with the university
until June 1968. Under Desbarats' invitation, Dimitri became a part-time
architectural design teacher in 1965, but the latter would quit this task only
after six months™'!. During his second term of four years, Desbarats deci-
ded that it would be no longer possible to operate on two plans and, by
December 1969, he proceeded to dissolve his partnership with ARCOP,
working out a reasonable financial settlement with some legal assistance!?!.

Prior to his departure and following the post-Expo '67 slump, Sise was
invited to gradually proceed towards full retirement. An excellent collabora-
tor, critic and advisor, he had, in the past, contributed through his influential
relations to the obtention of some important commissions. However, during
all his partnership period, he never carried out a complete project on his
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own!?l,

ARCOP had never been considered exclusively asa business ven-
ture by its partners; its raison d’étre had been to produce architectural
design at the highest possible level. Following in the steps of the Modern
Movement pioneers, the four main partners had all been top students
motivated to produce the best Canadian architecture available. Possessing
distinctive aesthetic orientations, they were however able to work together
and recognize new exciting concepts'?*. Except for Lebensold’s good archi-
tectural judgment and more down-to-earth approach, they all shared an
intense creative passion and sensitivity, often leading them to a more
expensive and time consuming design process!??*!,

While Desbarats had proposed to his partners some policies to survive
the post-Expo '67 slump, a clear dynamic developed between the two "esta-
blishment" and two immigrant partners, their professional orientations be-
coming divergent®. Following Desbarats and Sise’s departure, there was a
general feeling shared by the partners, associates and employees that the
ARCOP's ideals were no longer maintainable!®, Rather than growing hori-
zontally, the new working relationships became much more paired off and
vertically structured. Affleck would work with Tom Blood and Eva Vec-
sei, Lebensold with Art Nichol, and Dimitri with Stenman and Vecsei??!.

As early as December 1966, the Canadian Government Exhibition
Commission announced a National Competition for the design of a
Canadian Pavilion at the Japan World Exposition, Japan, 1970. For the
occasion, the internationally renowned Kenzo Tange (b.1913), responsible
for the masterplan, was appointed as a member of the jury™®!. Attracting
208 Canadian participants, the competition resumed to six finalists for the
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first stage selection, including ADDLS. According to the jury, each
submission displayed a high degree of professionalism. While these six
projects were judged in March and April 1967, the second stage was
ultimately won by Erickson Massey architects'>?,

Among others, William Che-Yuen Sung (b.1938) worked with Dimitri
on the concept'®!l. Desbarats was also briefly involved, but all partners
being too busy, Thomas E. Blood (b.1935) led the submission presentation
which turned out to be monochromatic®?. Featuring a mega-sculpture made
of vertical masts members assembled in two rectangular juxtaposed
parallelepipeds masses floating over the site, the project offered pleasant
exterior spaces at plaza level at the expense of the pavilion itself pushed
underground (fig. 41). As a consequence, the jury rejected the scheme as
weakening the Canadian identity and presence in Osaka. Lacking detailed
information, the bold and dramatic mega-sculpture also presented risks of
structural stability, as well as feasibility, noise and nuisance problems!®3!,

Indicative of the reduction of commissions in 1967, Dimitri undertook a

private project for the Carlo Della Valle Residence, Alassio, Italy,

1967-68>**l. Located in a bay of the Italian Riviera, it consisted of a large
terraced house for an Italian engineer to be built on a sloping site facing the
Ligurian Sea. Provided with greenhouse, water tower, longitudinal terraces
and retaining walls, the site was already occupied by a “casa vecchia” to be
demolished™’). Of stone masonry and concrete, the new house presented a
widespread juxtaposition of stepped rectangular terraced roofs with small
stairs circumscribing a frontal opened courtyard (fig 42). Containing a
multiplicity of rooms interconnected by many interior stairs on two floors,
the jig-saw composition culminated with a towering maid’s room at the
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front!®¢l. This project was interrupted at the preliminary drawings stage in
January 1968.

Soon after, more staff reduction took place at ARCOP and the office was
relocated to 1440 Ste-Catherine West!>’!, While Desbarats kept a part time
office there until the end of 1969, the name of the firm was eventually chan-
ged to Affleck Dimakopoulos Lebensold Architects (ADL). Few new com-
missions came in, such as the Life Sciences Building, University of Dal-
housie, Nova Scotia, 1968-73, carried out by ADL>®. This project was hea-
ded by Ray Affleck, assisted by Arthur Nichol, Project Architect, and Eva
Vecsei, Project Designer, while Dimitri remained largely uninvolved®?..

It was followed by the commission for the Complexe Scientifique, Ste-
Foy, Québec, awarded to a consortium including the Quebec firm of Gau-
thier Guité Roy as well as ADL, of which Dimitri was the Partner-in-Charge
of Design from Late 1968 to August 1969”*l. The client was the Provincial
Government and the program featured a technical services office and labo-
ratory complex. Uninvolved in later contract documentation and construc-
tion_stages, Dimitri designed a large multi-phase project of which only the
first phase was built®!l. It featured four identical three-storey blocks
juxtaposed with central court. Each was set on rectangular plan with central
laboratories and opened areas delimited by peripherical offices. Displaying
a combination of protruding concrete piers and staircases alternating with
modulated bays of vertical zigzag profile, the typical elevations featured
angular window strips with vertically ribbed metal siding fascias. As for the
exposed concrete surfaces, they presented an aesthetic treatment of linear
relief texture set horizontally and diagonally (fig. 43)2%,

As early as the mid-1960s, ADDLS was also commissioned to participate
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in the City of Calgary Centre Development Study. Very much involved,

Dimitri contributed to a masterplan including innovative concepts for the
city core, working in collaboration with the City of Calgary urban planners
2831, Among others, the +15 pedestrian systems were developed featuring air
rights for protected pedestrian walkways crossing over the downtown streets
and linking large building structures to be equipped with elevated central
plazas. At ground level, a ring system would serve the vehicular cir-
culation network. This urban design study won a Massey Award in 197204,
The Collége Montis Regii project, Université de Montréal, 1969, by
ADL, was another design commission carried out by Dimitri as Partner-
in-Charge, and Willy Sung as Project Designer'>*®l. Displaying a sensitive
manipulation of contrasting horizontal balcony spaces and vertical shaft
volumes, the lyrically articulated building took advantage of the Mount
Royal campus' sloping site. The four-storey building, concealing an inner
court opening to the north, stepped down one storey. It displayed four
residential modules with zigzag perimeter facing the U of M Engineering
Building and Central Pavilion to the south (fig. 44). Offering a spectacular
view, these living accomodations were supported by high concrete ramparts
setting dramatically the building off the edge of the hill®*!, Remaining
unbuilt, the project won a Canadian Architect 1969 Yearbook Award.

The Le Concorde-Québec Hotel, Quebec City, 1969-74, was another
project started in 1969 by ADL with William Tabler as Hotel Consultant®",

While Norman Nerenberg was the Project Manager for Concordia Estates

Ltd., Dimitri acted as Partner-in-Charge for ADL, assisted by Hans Stenman

as Project Architect and Willy Sung as main Design Architect?*®l. Facing

Place Montcalm Square, the 120’x 260’ site bordered the Grande Allée and
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overlooked the Champs de Bataille, the Saint-Lawrence River and the Old
City. Housing numerous convention facilities including parking, ballroom,
four convention rooms convertible into one large space, shopping, recre-
ational and administrative facilities, the 29-storey luxury hotel of 440 rooms
also included three restaurants and two cocktail loundges, one of each being
accessible by an exterior elevatori?*],

With a podium compatible to the residential scale and pedestrian
surroundings, the building featured a rectangular notched slab topped by a
revolving restaurant. Its main fagades displayed staggered modules of four
juxtaposed windows complemented by exposed precast concrete panels. The
main structure of the hotel tower consisted in two longitudinal steel diagrids
spaced 65°-0” apart, resting on ten supports and cantilevering 90°’-0” over
the conference centre and ballroom found on the lower floors!*?. Started by
ADL, the project was eventually redesigned by Dimitri Dimakopoulos and
Associates with a conventional concrete structure as we will see later.
Construction started only in July 19721,

Another project developed in the late 1960s by Concordia Estates Ltd.

was Project West, a large complex to be located between Place Bonaventure

and Chéteau Champlain on the “Cardinal’s Site”, later occupied by Le 1000
de La Gauchetiére tower™?. While still with ARCOP, Dimitri, assisted by

Willy Sung as Design Assistant, worked on several schemes. The reason for
these alternatives was not architectural but the changing programs and
directives originating from the client?®l, Until 1973, numerous studies were
made for that site which development rights were controlled by Concordia.
However, none of them became a reality.
A third project developed in the late 1960s by Concordia Estates Ltd.
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was Cité Concordia, a major private urban renewal redevelopment project

for the Milton Park area in Montreal™*, Following a first scheme elaborated
by Harry Mayerowitz featuring several long linear blocks located in a
landscaped area, a second concept was evolved by ARCOP in 1969-70, with
Affleck as Partner-in-Charge, assisted by his associate Ramesh Koshla
(b.1934) and a group of younger graduates®!. Inspired by Scandinavian
precedents, their proposal featured a group of medium rise buildings
attempting to reach the same average population density per city block as a
single highrise building. Their proposal turned out to be a dull scheme,
and the low volume buildings did not offer the density required by the
developer'®l. Their master plan anticipated three construction phases and
the existing housing in the first phase area was soon put to demolition. A
bad atmosphere resulted due to the constant pressures against the project by
a Milton Park group of citizens®’l. Backed up by the McGill community,
they strongly orchestrated the public opinion in disfavour of the project’s
realization. While the conflict grew between his clients and “that section of
the community most directly affected”’, Ray Affleck became very
disillusioned with the project>®..

The growing opposition forces, including the McGill students, teachers
and people from the Milton Park community, generated a “general malaise”
at the office. The position of his wife teaching sociology at McGill, as well
as other of her colleagues, finally brought Affleck's controversial decision to
resign from the $250 million commission in July 1970%*!. As a result, the
project was left in a critical state while claims and legal repercussions were
foreseen if it had been completely dropped by ARCOP!*, Since Concordia
was the most important and steady client, the atmosphere grew dramatically
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tense between Affleck and Dimitri who diverged in opinion on the attitude
to adopt. Considering the project opponents as a minority, Dimitri believed
in the feasibility and desirability of the new development as long as a mixed
development was made available to all levels of income®'l, For more
pragmatic reasons, Fred Lebensold was also prepared to take over the
leadership of the project, proposing a “Lebensold and Dimakopoulos”
partnership to Dimitri who proudly refused®?. With the acceptance of the
Concordia Group, the latter was finally able to retain the project under his
own name and Lebensold consequently withdrew from it.

Dimitri’s break-up with ARCOP in late 1969 proved to be dramatic,
involving strong feelings of anger and hurt from a self-made, proud and
intelligent man®®l. Honest and intransigent, he would not compromise with
ethics. Seeking advice, he met several times with Guy Desbarats who provi-
ded him with moral support in a period that brought them closer together.
Finalizing the last agreements to dissolve ARCOP, Affleck and Lebensold
negotiated with Dimitri and Desbarats the creation of "Arcop Associates”, a
mistake leading the latter firm’s owners to appropriate most credits, publi-
city and successorship from the former partnership?*!.

Leaving ARCOP in December 1969, Dimitri proceeded with the set-up
of his own independent practice. Hans Stenman and Eva Vecsei left with
him, the latter on a part-time basis until spring 1970121, Although he
excelled in architectural design and artistic draughtmanship, Dimitri would
have to learn to accept the more mundane and unenjoyable aspects of his
profession. Since it was his sole commission, he initially operated his entire
practice from the Cité Concordia project office situated at 3633 Park
Avenue. This proved to be his one and only office until January 197125,
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PART THREE - DIMITRI DIMAKOPOULOS & PARTNERS (1970-1995)

THE SEVENTIES

During the course of 1970, Dimitri spent approximately three quarters of

his working time on the elaboration of a third concept for Cité Concordia.

The remaining time was exclusively allocated for the design of other
Concordia projects!'!. No projects for other clients were done on Park
Avenue, and, at its peak in mid-1970, Dimitri’s new office employed
approximately fifteen people working primarily on Cité Concordia. While
Dimitri acted as Partner of Record, Eva Vecsei was the Associate in charge
of design for the “plan d’ensemble”, working with him during all the
subsequent design development stages?. Simultaneously, Hans Stenman
acted as Project Architect, responsible for technical details and general
coordination, and Willy Sung, who had left ARCOP later in the year to join
Dimitri’s office, became the design developer for the commercial infra-
structure and lower levels®!.

The 25-acre Cité Concordia urban redevelopment project was planned to
separate the pedestrian flow from vehicular traffic through two pedestrian
systems, one weather-protected, the other not, at surface level and forming
part of the open spaces, gardens and squares!!. Located at the intersection of
Park Avenue and Prince Arthur Street, the first phase of the mega-project
for 7000 inhabitants featured three adjacent L-shaped residential blocks
complemented by a fourth commercial independent onel®!. The architectural
concepts for the three residential blocks featured clusters of lowrise buil-
dings complementing a highrise terraced apartment structure in each block
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and wrapping around their respective inner squares!®. The fourth block
included an elongated Z-shaped 500-room hotel and a 29-storey glazed,
round-cornered and twin-towered medical-office building (fig. 45). Both
were placed next to each other along Park Avenue, the latter defining
a large open public space called “L’Esplanade”. Located at the heart of the
surface pedestrian network, it was intended for outdoor spontaneous and
programmed activities, defining a centralized community meeting-place!’l.
The project also involved the preservation of row houses on Hutchison
Street as well as two churches on Jeanne Mance Street!®..

Articulated around “L’Esplanade”, the Cité Concordia complex invol-
ved the closure of Prince Arthur Street between Park and Jeanne Mance.
The sophisticated commercial infrastructure, allowing window-shopping
from the street level and an enclosed promenade five feet below, included a
shopping mall with a split-level section relating to “L’Esplanade” as well as
a large underground parking garage.. Its name derived from places of as-
sembly in Ancient Greece, “L’Agora” was the sunken retail component of
the complex comprising more than one hundred stores, a market-place and a
Park Avenue exterior shoppiﬂg promenade'”!. “L’Agora” opened on “L’Es-
planade” from which the natural light entered through a glazed gallery.

The Cité Concordia project was a constantly evolving exercise and dif-
ferent proposals were developed with changing emphasis on specific project
components as the current economic conditions changed!''l. By the end of
Spring 1970, a large sumptuous promotional brochure with multiple color
drawings was published by the developers. Covering the centre section of
the southerly four blocks of the overall six-block 25-acre site scheduled for
a ten-year development, the construction of the $65 million Phase One was
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due to start later in the year!"?. Dimitri was particularly encouraged when
the Montreal newspapers announced that the Provincial Government would
contribute to some of the funding through means of subsidized housing. Un-
fortunately, due to the 1970 FLQ October Crisis, the postponement of the
government promises and the subsequent financial constraints encountered
by the client, the construction project was delayed indefinitely!"!.

From 1971 onwards, Dimitri pursued his involvement with the project.
His final proposal, including a very detailed “plan d’ensemble”, was
ultimately rejected by the City of Montreal which revoked its former
agreement to have Prince Arthur Street closed to vehicular traffic!. The
“Agora” and “Esplanade” concepts required the closure of this main east-
west vehicular artery, and without that closure, the fundamental “raison
d’étre” for the urban design of Cité Concordia had become invalidated.
Deceived, Dimitri did not want to give up his concepts. In the mean-time, he
had become busier with the Université du Québec a3 Montréal (UQAM)
project initiated in mid-1971 with an elaborate site study developed by the

David Boulva Dimakopoulos consortium!"!.

All these factors resulted in his resignation from the Cité Concordia
project in mid-1973. With Dimitri’s agreement, Eva Vecsei offered to
Concordia City Properties Ltd. to continue the project and make a fourth
proposall'®l. By the end of November, she had left Dimitri Dimakopoulos &
Partners to pursue the project independently as the new Architect of Record,
working at her own new La Cité Project Office!"’\. Involving the redesign of
a similar project on four isolated blocks separated by continuous streets, the
final design was elaborated in the following months. The contract documen-
tation and construction supervision of La Cité were carried out in associa-
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tion with Dobush Stewart Longpré Marchand Goudreau Architectes!'®.
Completed in 1977, the building was far from Dimitri’s original concept!'®).

Having decided to leave ARCOP after five years, David Wigglesworth
(b.1937) joined Dimitri’s office on Park Avenue in November 1970,
working for the next few months on the design development of a second
bold and imaginative steel diagrid concept for the Le Concorde-Québec
Hotel®®!. Although this scheme would have resulted in a spectacular
architectural design integrated to a brilliant structural concept, Concordia
ultimately produced estimates showing greater economy with a conven-
tional concrete structure®!l,

Project West was the'third active Concordia project under study on Park
Avenue. Purely speculative, various design alternatives were investigated
while the project had no formal name, being generally referred as the West

Block Development!®!. In contrast to Cité Concordia, the two other projects

were developed on a discontinuous basis and they were not Dimitri’s
client’s immediate priority.

In January 1971, Dimitri set up another small independent office in the
Dominion Square Building for approximately six months?!. This was due to
a new mandate from Marathon Realties for the design of a new Canadian
Pacific Headquarters to be located on the former Laurentian Hotel site!?*].
Following a multiplicity of massing schemes evolved by the famous
American architect Minoru Yamasaki (1912-76), Dimitri Dimakopoulos &
Partners proposed an elaborate project featuring a building complex
including a main office tower, YMCA, daycare centre and plaza with ska-
ting rink, offering many social inputs in a properly integrated approach??!,

Supervised by Dimitri, the small team included Christopher Adams, a
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young urban designer, and David Wigglesworth, the Project Architect.
Uninterested in urban design and social inputs, the CP Administrators rejec-
ted Dimitri’s project during the main presentation, firing their own Project
Manager the next day'®l.

On July 19, 1971, Dimitri’s last change of address was to set up his own
permanent office adjacent to the new David Boulva Dimakopoulos consor-
tium project office, on the Sth floor of 1253 McGill College!®’. These
offices were respectively located at Suite 500 and 570%8l, While Jacques
Lefaivre David (b.1921) and Pierre Boulva (1920-1991) had already
established their own office on the 8th floor, the purpose of the three
principals was to share a common working space for the Federal
Department of Public Works Accomodation Programme Phase III, a
gigantic office complex project for the National Capital to be located in
Hull, later known as Place du Portage Phase III"®!. At the same time, the
consortium was given the mandate to prepare a site study for the new

UQAM University downtown campus®!,

The Concorde West project was developed into its final third design
version on McGill College between mid-1971 and 73. Eva Vecsei took over
the design development from Willy Sung®'l, Dimitri’s $75 million project
featured twin triangular towers, one being a 35-storey office tower, the other
a $40 million, 50-storey, 952-room luxury hotel to be managed by the New
York firm Loews Hotels®?. Both were linked together with a towering
cylindrical shaft equipped with twin panoramic elevators leading to a
revolving restaurant at the top®! (fig. 46). The unusual triangular shape and
careful orientation of the buildings provided unobstructed panoramic views
from all its windows towards the Saint-Lawrence River, the Mount-Royal,
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the Adirondacks and the Green Mountains®!l.

Located on a 100,000 square foot site, the complex was linked to the
Montreal major transportation networks including the underground
pedestrian system. The infrastructure was equipped with an eight-level
1200-car underground parking garage and a four-level cinema, retail,
ballroom and congress meeting rooms gallery®’!. Topped by a mezzanine,
the hotel and office lobbies including a banking hall opened on an exterior
plaza providing an attractive entranceway to the complex from Dominion
Square. Grouped around an interior garden covered by a glass dome
supported by a space frame, various recreational facilities including cocktail
bar, coffee shop, outdoor terrace café and two restaurants were accessible
from ground level®!,

At the first level above the hotel lobby were found eleven hospitality
suites for 75 people, appropriate for private meetings. Above, the extra large
hotel rooms equipped with wall-to-wall bay-windows offered wide pano-
ramic views similar to those from the offices. On the open roof of the office
building and accessible from both towers, another recreational center featu-
red a year-round outdoor swimming pool with sun deck, gardens and bar as
well as a health center on the level below!®”. Accessible from the two
panoramic exterior elevators, the 300-person revolving restaurant was
complemented by a 300-seat sky lounge immediately below, constituting a
select place with exciting vistas®®®!,

Much more elegant and articulated than the contemporary common slab
skyscrapers, this early Late-Modernist design was an eloquent departure
from Modern Functionalism, announcing future landmarks such as the
Royal Bank Plaza, Toronto, 1971-77, by WZMH, and the Penzoil Plaza,
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Houston, 1974-5, by Philip Johnson & John Burgee™!.

By the end of 1972, the construction of the hotel-office complex was
scheduled to start in 1973 to be completed before the 1976 Montreal Olym-
pics'’l. However, the project never evolved further than the preliminary
design and Concordia eventually lost its development rights on the sitet*!!.

Under Dimitri’s supervision, the final design and construction drawings
for the Le Concorde-Québec Hotel were made in 1972-73 in his own office,
with the assistance of his two associates Eva Vecsei and Hans Stenman,
respectively in charge of design and technology™?. Located on an excep-
tional site with the Old Quebec City district in the background, the
30-storey tripartite slab featured a semi-pyramidal form derived from
step-back zoning regulations to preserve the low scale of existing buildings
on Grande Allée*!!. Combining precast concrete panels with cascading
sections of ribbed metal siding, its bold, clean, uncluttered lines converged
towards a cantilevering podium base matching street scale (fig. 47).

Through the manipulation of the structural mass and the originality of
the volumetric design, the architectural local constraints were seized by
Dimitri as an opportunity to fit the architectural urban context*!. Resolutely
Modernist and avant-guarde, the building also concealed some regionalist
concerns and echoed the vernacular architecture of Old Québec City’s high
pitched roof stone houses.

Displaying an unusual notched perimeter, the two longitudinal eleva-
tions offered an exciting pattern of horizontally elongated windows set
within a straight orthogonal structural grid. Rythmic alternance was empha-
sized by means of half-length dark metal panels set below the windows
within the lower precast concret panels. The overall design resulted in a
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sophisticated architectural raper or piano like motif (fig. 48).

| The powerful mass of the revolving restaurant, emerging from the flat
roof, crowned the building, presenting a final set-back with its culminating
mechanical penthouse. The first revolving restaurant in the province, it
offered spectacular changing views of the Saint-Lawrence River, Quebec
City and the Laurentians within a one-hour complete rotation*!. In this final
scheme, “L’Astral” was made accessible from one large panoramic elevator
situated on the back longitudinal fagade!*l,

The main entrance, which faced Place Montclam, featured an elegant
canopy articulated in three sections and supported with stay cables to an
integrated triangulated concrete structure. Displaying exposed concrete
surfaces, mirror and light effects, the main lobby featured a fountain-
sculpture representing a triple stage crystal stalactite suspended above the
main stairwell leading to the lower levels'*’). From there, one could reach
two restaurants, a café-terrasse, two bars, a nightclub and an heated exterior
swimming pool. A total of eighteen meeting rooms accomodating up to
1200 people was also found in the hotel including a grand ballroom, seven
salons and hospitality suites*®!. Finally, a two-storey underground parking
garage occupied the basement levels with other ancillary service spaces.

Operated by Loew’s Hotels, the 450-room Le Concorde-Québec was
scheduled to open in Spring 1974. The building construction was mostly
completed on time. By the month of May, Hans Stenman had left the office
to join Daniel E. Lazosky (b.1932) in a new partnership!*!.

Having won a short list competition between few major Canadian archi-
tectural firms, David Boulva Dimakopoulos was awarded the commission
for Place du Portage Phase III from the Federal Government in mid-1971.
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The commission was awarded after the announcement of a ten-year program
(1971-81) for the construction of ten million square feet of Federal office
space on the Quebec side of the National Capital®. The project followed
the recommendations of the National Capital Commission and it was part of
what would be later known as the Hull East Pole mega-complex (fig. 49)F°'l.
Since no urban plan had been prepared for the new Hull downtown core,
the firm Urbaplan, composed of the firms of Jean Issalys in Hull and
Etienne Gaboury in Winnipeg, was commissioned by the NCC to produce
an urban design study. Public Works Canada (DPW) simultaneously
engaged David Boulva Dimakopoulos for a similar study®™!. |
From their joint efforts emerged the principle of incorporating to Phase
III an adjacent open public space to the west and a central major transporta-

tion node to the north, called respectively Place Aubry and Place d’Accueil.

Similarly, an understreet T-shaped parking garage was foreseen immedia-
tely to the south, while inter-connected office space was established on both
sides of Boulevard Maisonneuve!*!,

Assisted by Wigglesworth acting as Project Architect and Sung as De-
sign Architect, Dimitri evolved a proposal which turned out to be very
successfull®™. The early design studies revealed that the high density
requested by the program resulted in massive volumetric weight totally out
of urban scale. It needed to be countered through the break up of forms and
masses. Careful attention was given to details in order to bring down the
building to human scale and a converging diagonal orientation was adopted
to reduce the frontal visual impact™®). Made accessible from Ottawa by the
Portage Bridge and spanning above vehicular traffic, the resulting design of
(6l

the complex featured unequal masses located mainly to the East (fig. 50)
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Designed to accomodate 5,400 civil servants working in the upper office
floors, Phase III included a public concourse with commercial spaces®!.
Forming the major part of Place du Portage and establishing the point of ar-
rival from Ottawa, the complex included conference rooms, cafeteria, com-
puter center, atrium and public circulation systems®®.. The building received
as much attention at urban design scale as at architectural design level.

Developing volumetry originating from the program, Dimitri designed a
complex including six office towers in two unequal groups, stepping down
from eighteen to nine storeys™!. Four higher blocks were located to the east
while two lower ones were located to the west. The main blocks were joined
together with a three-storey bridge on three levels spanning above
Maisonneuve Boulevard. Integrated harmoniously to the context by means
of varying glass and concrete finishes, the six towers expressed their
vertical circulation shafts by means of peripherical blind concrete towers
sided by daylit elevator lobbies. The remaining elevations featured mainly
glass in their continuous horizontal window strips and spandrel fascias,
thereby diminishing the masses of the fagades'®!. Stepping down in casca-
ding form, the building infrastructure included a series of articulated base
projections on four storeys facing Place d’Accueil (fig. 51). Pleasant and
fragmented, it featured public and commercial interior spaces on two levels.

Highly sculptural, the overall Late Modern Formalist design was charac-
teristic of the Dimakopoulos personal style at its best!®'l. Attesting to his
Mediterranean roots, it demonstrated his meticulous concerns for articu-
lated details in resonance, syncopation of rythms, forms and textures as well
as admirable interplay of light and shade.

Engaged as Construction Manager by DPW in Spring 1973, Montreal’s
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Concordia Construction Ltd. became an effective member of the project
management team headed by DPW, using a design-built procedure to
accelerate the construction process and therefore reduce the costs. The $88
million complex was finally occupied by May 19772,

The largest government building of the 1970’s built in the Capital, this
grey megastructure dominated the view from the Parliament, resulting from
an overt political act symbolizing the advantages of the Confederation (fig.
52)1¢1 Although handled masterfully, the massiveness of these huge fagades
were condemned by many, their criticism being addressed mostly towards
the government rather than the architects'®!l.

This major commission was complemented by the $8 million Place
d’Accueil project, 1971-78, developed simultaneously into a multi-level
transit interchange bisected by Maisonneuve Boulevard and bordered by
Place du Centre!®!. In addition to that was the $17 million Laurier-Taché
Parking, 1971-75, the 1600-car underground parking garage on three levels
located near the bridge access. Establishing the focal point of arrival in the

Hull city core, Place d’Accueil was designed to accomodate all types of

transportation including pedestrian, bus and automobile while underground
planning provisions were made for future subway rapid transit/®l. At street
level, direct access was provided by means of car and taxi drop-off curbs
and parking garage entrances®’!,

The use of natural topography allowed the creation of two independent
vehicular and pedestrian systems. Serving more than 15,000 people during
weekday rush hour, the public transport transit platforms were designed on
two levels separating vehicles from pedestrians and linking both sides of
Boulevard Maisonneuve!®!, Providing an exterior and interior link between
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the various public spaces of Place du Portage and Place du Centre, it

extended into a multi-level complex of plazas with landscape terraces and
fountains leading to Place Aubry and Rue Principale.

Located at the centre of the federal and provincial projects, Place
d’Acceuil interconnected all buildings in the mega-complex through
complementary weather-protected malls and walkways leading towards
Hotel de Ville and Principale Streets and offering access to the different

building levels. Seeking architectural integration of Place du Centre, Phase

III and Place d’ Accueil, the project comprised a series of base projections to

keep it articulated and pleasant. Zigzag perimeters were used as well to
integrate Place du Centre and to create a sensitive and continuous interface
with Place d’Accueil. Well inter-related, both buildings featured in their
respective bases powerful forward harmonizing movements'®’.,

Although the Place d’Accueil won a Canadian Architect Honourable
Mention in 1977, its original programmatic content was never fully
followed by the Federal Government!”. Because of financial cut-backs, the
project lost many of its original features. The 1% budget for art was not
totally spent and the original scheme for rentable retail space was finally
abandoned!”". Similarly, Place Aubry’s fountains and waterfalls were only
operated one year while the trees were later cut down.

On July 5, 1971, the commission for the UQAM University site study
was awarded to Consultas Inc., including the architectural consortium of
David Boulva Dimakopoulos!™. While Dimitri acted as Partner-in-charge,
he was soon joined by Fernand Magnan (b.1938) who became the Associate
in charge of the programming!™\. Completed in October 1971, the site study
consisted in selecting a site for the new campus located in part above the
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Berry-de-Montigny Métro station’"!. The double mandate consisted in the
survey of all properties on six adjacent blocks in order to proceed with
expropriation and preservation. It also included a general concept for future
ground use. Economical, urban and engineering studies were comple-
mented in a preliminary program.

As a result, an elegant brochure was published including urban and site
considerations, constraints, criterias and objectives as well as methodology
studies resulting in evaluation charts for the final selection of three blocks
from various optional combinations. The conclusion of the report recom-
mended the selection of two adjacent sites facing Ste-Catherine Street
complemented by a third adjacent one to the north-west, constituting an
L-shaped campus to be developed in two phases. Heights of five, seven and
eleven storeys, construction on three fourths of the site, inter-connected
circulations, preservation and expansion recommendations were included!™!.

Preserving the Saint-Denis Street scale and character, the opened spaces

of Place Pasteur and the Notre-Dame de Lourdes Church, the report
identified the historical value of the Neo-Gothic Saint-Jacques Church spire,
its southern transept garden and sacristy stained glass woodwork, all
surviving from the 1933 firel’sl. While no general parking and student
residences were foreseen on the campus, public pedestrian traffic and
internal campus circulation were integrated into the same network!"”).

The first mandate was immediately followed by a second one for the
UQAM University masterplan in Spring 1972. Produced by the same con-
sortium and supervised by Dimitri during the rest of the year, it displayed an
implacable logic in order to create a flexible, evolutive, permanent and

popular university open to its urban context!™. As a working instrument for
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future design development, the masterplan established a volumetric enve-
lope including phased spaces to be built within the next three years.

The masterplan transposed in terms of spaces and physical equipments
the university policies relating to education, urban integration and renewal.
Three superimposed layers of circulation were determined for public, mixed
and limited access. Including more than 2.5 million square feet, the $77
million complex was estimated in terms of dry and plumbed areas to be built
in two phases!™!.

The height and massing of the buildings followed their immediate
relationships with surrounding streets, generating a concave profile rising
from St-Denis and Ste-Catherine Streets towards Berri Avenue and Dor-
chester Boulevard®!. These two wider vehicular arteries were more
compatible to high-rise construction than the two other pedestrian and
commercially oriented streets!®!!.

To be easily accessible from the street, the complex included 30% of
open spaces as well as retail areas in order to maintain the existing commer-
cial orientation. Para-academic activities were planned along the pedestrian
walkway from the Métro. From the underground primary network to the
upper mixed system, escalators were foreseen to accelerate pedestrian
circulation, while elevators were selected for higher specialized areas®!.

Following a display of optional schemes, the arts and letters depart-
ments were located in Block C, above the Métro station, along with a
socio-cultural centre, retail stores, art gallery and specialized library. Twice
as deep, Block E included the human, economical, administrative and
jurisdical science departments, general administration and library, most of
the food services and limited parking, as well as future expansion space near
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Dorchester. Scheduied for the second phase to the west, Block B included
the psychology, pedagogy and science departments, as well as a research
center and sport’s facilities. These departments were grouped together
because of the need to juxtapose their wet laboratories and equipment!®*l,

Sketches and graphics, scaled drawings and plexiglass display models,
charts and narratives were produced by a small team in less than six months,
and a second brochure was published before the end of the year®®!. Under
the influence of Léo Dorais, rector, Dimitri decided later to pursue the
design development with Jodoin Lamarre Pratte rather than David &
Boulva, the former being a younger French Canadian firm with a less
commercial image and some political support!®!,

By December 1973, the project was further developped by Dimitri and
Willy Sung, his design assistant, into an integrated “transparent” university
opening on its urban context like a living organism®é. Resuscitating the old
Latin Quarter after thirty years, it intended to spread its academic dynamism

into the social context!®’!,

Earning a 1974 Canadian Architect Yearbook Award of Excellence, the

UQAM Downtown Campus was perceived as a super-project of urban and

architectural design answering a demanding program®®!. The mature scheme
featured excellent conservation, exciting spaces and scale appropriate
within the urban context. The presentation model displayed an elaborate
development of building masses articulated around open spaces and
including major conservation components.

Featuring a four-storey cultural “agora”, side-lit from transept windows
as well as roof skylights, the “Grande Place”of the Saint-Jacques quadrilate-
ral offered an exciting internal space extending from the surviving transept
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stone fagade into the nave of the converted church (fig. 53)®\. As a grand
central Agora, this open space was provided with surrounding socio-
cultural activity spaces on two storeys at the subway level and its
mezzanine.

By January 1975, the elevations were already resolved and a new model
including detailed fagades was unveiled with definitive design drawings
(fig. 54)). Scheduled to start in the Spring, the construction period was
extended to July 1978. Reaffirming its original concerns for contextual
openness, the UQAM administration encouraged its application with a
campus opening directly on the mezzanine of the subway station.
Anticipating the inauguration for September 1978, the project was
perceived as the architectural materialization of a non-monumental
extroverted concept for a progressive institution®'l,

Flexible and adaptable to academic modifications, the design offered
multiple advantageous revolutionary concepts resulting in a pioneering pro-
ject in architectural preservation and contextualist integration®. While the
original proposal featured the inclusion of precast concrete elements,
Dimitri was required to abandon them in favour of fagades finished
exclusively in brick (fig. 55)3!. These unnecessary changes resulted in an
extra economy of $5 million in relationship to the overall budget. Similarly
detrimental to the contextualist approach, the client’s decision to remove the
street retail store fronts resulted in a gain of usable internal office spaces™™!.

By March 1975, the excavation and foundation works were initiated
following the partial demolition of the Saint-Jacques Church which
generated a contestation from preservationist groups who criticized
Dimitri’s scheme!!. While the construction of the infrastructure was sche-
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duled to start in fall, the vast all-electric and air conditionned complex
featured large fixed windows facing the surrounding streets and open green
spaces, favouring generous penetration of natural lighting®. As for
circulation ease and efficiency, pedestrian circulation was calculated at
twelve minutes maximum between the most distant points of the campus.

By Spring 1977, the first phase was scheduled to open in September
1979. In order to keep the complex within budget, savings were achieved by
leaving the ceiling mechanical ducts apparent and brightly colored and by
putting just one large fixed window per classroom. Walled in only with
painted concrete block walls, many classrooms were made adaptable to
future changes’!.

On September 15, 1979, ten years after its founding, the UQAM finally
opened its new $66 million downtown campus to receive 10,000 students
representing 65% of the university’s total population®!, The inauguration
ceremony of the two new pavilions, called respectively Pavillon Judith

Jasmin (Block C) and Pavillon Hubert Aquin (Block E), featured a speech

by Jacques-Yvan Morin, Quebec Minister of Education®!. In May 1980, the
new UQAM Campus won the Order of Architects of Quebec Award of
Excellence as a remarkable application of the most advanced architectural
theories in relation with heritage preservation!'®!,

During the 1970’s, Dimitri Dimakoloulos & Partners were also invol-
ved in a series of smaller projects!'®!l, The first one was the Winter
Wondorlando project, Orlando, Florida, 1973. Owned by Fairbank
Industries Ltd., Boston, and developed by Concordia Estates Ltd. in Mont-
real, this exotic project for a recreational centre offered ski and related
winter activities to Florida residents and visitors within a large and compact
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specially designed structure!'®l. Dimitri was heavily involved in the project
and spent 3 to 4 months supervising a team of three young graduates!'®,
Located on a large 355-acre site near the Walt Disney World entrance,
this educational, recreational and entertainment complex contained cold
weather activities such as Alpine skiing and sledding, skating, snowshoeing
and snow playing, as well as a polar zoo and museum, an Arctic flower
garden, a Santa’s Village, a cinema and complementary stores and dining
areas '™, The unusual programmatic requirements for this winter pleasure
palace generated a highly original scheme. Grouping activities by required
temperatures, the 300-feet building offered a compact volume with a sloped
roof, featuring mainly an exposed 500-feet-long tubular and curved ski run
with a fall of 130 feet leading to a level 25 feet below grade (fig.56)!'%I.
Stacked activities ranging from cold to cool and warm temperatures at
the top were planned within the building, while earth was compacted around
the structure to act as insulation for the colder areas. Connected to an
artificial waterway system and accessible by boat, the complex included
snow making facilities. The project won a 1974 Canadian Architect Year-
book Award of Excellence, but unfortunately it was never built!'%!,
Originating from Greece, another commission was given by a private
developer associated with a Canadian partner!'”l. The Porto Carras project,
Sithonia, Greece, 1975, consisted of a small convention centre with
landscaped parking facilities. Displaying a flat roof with peripherical
sloping canopy, the one-storey quasi-rectangular structure featured a large
roof skylight and trapezoidal entrance tower!'®.. Dimitri visited the site in
early 1975 and subsequently worked two months on the project with the
assistance of Willy Sung!'®!. Schematic plans and model were developed,
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but the project remained unbuilt.

The La Citi¢re Housing Development, Laprairie, 1975-78, was a project
developed by Dimitri Dimakopoulos & Partners in the mid-1970’s for Guif
Development of Laprairie Inc!''®. While Dimitri was mostly uninvolved,
Fernand Magnan managed the project independently, starting with an urban
plan including industrial and residential parks. 200 units of medium density
housing were built on the banks of a new 24-acre lake, with views on the
Saint-Lawrence River and Montreal!'!!),

Managed and coordinated by Herbert C. Auerbach, the Saint James
Street Development Study, Montreal, 1975-76, was a mandate given by the

Association of Saint James Street Property Owners. It involved an urban
design study and architectural project. Dealing with urban revitalization, it
included a building survey and economical analysis of aging commercial
structures, followed by some management, renovation and demolition
recommendations.

Dimitri, assisted by David Wigglesworth, developed some preliminary
concepts for street plantations and accessories, walkways and pedestrian
skyway bridges. A renovation and expansion project was also evolved for
the London and Lancashire Building, 244 Saint James Street West, 1898-99,
by Edward Maxwell (1867-1923)!""2l. Requiring restoration, this 7-storey
historical landmark in the Beaux-Arts style was complemented by a
proposed contiguous 8-storey office building facing Notre Dame Street!''3!,
Losing its rear fagade, the existing building featured upgraded interiors for
contemporary use. Placed back to back, both structures would open on each
other at every floor level, sharing new centrally located stairwells and
elevators built in the new addition!'"*,
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Twice as wide and more spacious, the proposed building had a facade
lined up with that of the existing building on Saint-Jean Street!'"l. On the
upper levels, the former featured six rythmically modulated strips of precast
concrete panels with vertical fins and windows (fig. 57). Similarly, three
double-storey glazed bays were set between precast concrete pilasters at
ground level. Harmonizing with the existing fagade, the proposed elevation
displayed a narrow vertical strip of blind concrete recessing backwards and
providing a proper interface connection. Completed in January 1976, the
preliminary study was never implemented!''¢!,

In early 1976, a commission for organizing a Greek Exhibition at Terre
des Hommes during the 1976 Montreal Olympic Games was awarded to
Dimitri Dimakopoulos & Partners by the Government of Greecel''’l,
Focusing on the theme of Olympia and the origin of the Games, the

exhibition was held all summer at the former Expo 67 Belgium Pavilion,

converted for the occasion into the Greek Pavilion. Special moulds were
prepared for sculptures from Olympia and the National Archaeological
Museum of Athens. A thematic transition between Antique, Byzantine,
Post-Byzantine and Contemporary Greece was also conceived by exhibiting
costumes, jewelry and other artifacts in other sections of the exhibition. On

the first floor, the Greek Pavilion offered contemporary popular Greek

music and dances to the visitors!''®!.

Coordinated by the Embassy of Greece and the Greek Trade Commis-
sioner Constantine Haratsaris, the entire project was designed by Dimitri
himself with the coordinating assistance of David Wigglesworth and Lau-
rent Marquart (b.1937) from Jacques Guillon Designers Inc., responsible for
the graphic and industrial design features. Very much involved, Dimitri
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went to Greece for a few days and travelled in the country to select
reproductions of famous sculptures and other artifacts. Recognized by
Greek authorities as the best Greek architect in Montreal to represent them,
Dimitri displayed the same enthusiasm and authority in both countries to
carry out this task!'*!,

The Terre des Hommes project was followed by the Action 77 Lachine
Canal special project, Montreal, 1977-78, consisting mainly in the
preparation of a masterplan for an 8.7-mile linear park along the
waterway!'?”, It sought to open sections of the canal to small boats,
transforming the banks into parkland and introducing a network of
recreational and bicycle trails!'?!. For the first phase of 1978, old railr;)ad
cabooses were installed at a few strategic points to be used as information
booths and washrooms. While his office brought in a consultation team to
produce the masterplan and coordinate the project, Dimitri was never much
personally involved in this 2-year project. Since there was little budget for
architectural design, Dimitri relied on Wigglesworth to provide the
coordination between DPW, the CPR and the City of Montreal!'?!,

By mid-1978, the first major architectural competition organized by the
new Quebec Provincial Government was launched!'?!. Following the Order
of Architects of Quebec recommendation, the architectural team selection

process for the future Palais des Congrés de Montréal attracted 27

candidates. As part of a consortium, Dimitri’s firm was selected with four
other groups to produce a project. Totally involved in the design process,
Dimitri was assisted by Sung and the rest of the office to produce the
competition drawings in a relatively short period of time!'2*,
Straddling the Ville-Marie Expressway, the $60 million complex was
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located in the quadrilateral defined by Saint Antoine, de Bleury, Vitré and
Saint Laurent Streets. Dimitri’s project consisted mainly in a two-storey
rectangular building topped by an orthogonal grid of exposed structural roof
beams (fig. 58). Complemented by smaller and lower terraced volumes
extending to the south and to the west, it featured a straight ramp system
running from de Bleury Street, two streets to the west, and leading to the
upper large opened spaces of the congress centre. To the north, on de La
Gauchetiére Street, a pedestrian mall led to an opened landscape plaza
facing an elaborate play of terraces, access stairs and ramps spanning over
Vitré Street towards the main building!'*!.

Presided over by the judge Lucien Tremblay, a jury of ten members pro-
ceeded to analyse the five finalists’ projects including the design of
Dimakopoulos Magnan & Associés!'?l. In September 1978, the jury made
its final choice in selecting the project signed by Jean Ouellet (b.1922), a
decision which generated heated protestation from the four other finalists
who requested disqualification!'?’!. The reason was that the winning scheme
did not respect the rules of the competition relating to cantilever restrictions
above Vitré Street.

With all their major projects mostly completed, Dimitri and his two
partners were desperately in need of a new large commission (fig. 59)!'%. A
second chance came up with the Palais de Justice de Québec Competition
launched by the Quebec Provincial Government in the spring of 1979!'%%,
Organized by the Ministére des Travaux Publics et de I’ Approvisionnement,
the competiton followed two stages, the first to select the participants, the
second to select the winning project!'*%!,

The architectural consortium of Dimakopoulos Magnan & Associés of
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Montreal, Chabot Gilbert Jarnuskiewicz Mainguy from Quebec City, and
Larose Laliberté Petrucci from Montreal having been selected to participate,
Dimitri proceeded with the conceptual work in early June!"'. Brain
storming sessions were held at his office with key players such as Dimitri,
Willy Sung, Gilles Chabot and David Wigglesworth, while Gilles-L. Larose
(b.1920) worked on the interior planning of the courtrooms, area ajustments
and estimates!"*?l, Determined to win, Dimitri supervised the design and
project administration with Gilles Larose. He was mainly assisted by Sung
for the design and by Wigglesworth for the project management.

Working seven days a week for more than two months, the team follo-
wed a standard design process!'’!. The first week was spent in research,
collecting information on other courthouses and their functioning through
readings, visits and interviews with lawyers. Gathering data and analysing
the very strict program, they visited the site, inspecting the physical, legal
and budgetary constraints. The triangular site, bordered by an elevated
highway and surrounded by old historical buildings proved to be very
difficult from an environmental and sub-soil structural point of view!'>,

Serving the district of Quebec City and incorporating civil, criminal and
juvenile courts, the building required three independent pedestrian circu-
lation networks, namely the public, the private and the custodial security
systems!'**l. Through a process of conversing, scribbling and drawing, the
team developed a dozen options!*®l. Generated by the site and accomodating
the three circulation systems, an atrium concept was brought in to offer
proper functional distribution of the peripherical spaces!*”!.

The next development stage consisted in the analysis and evaluation of
each option. This led to the selection of the best solution offering the grea-
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test coherence and logic. Finalized in one evening, the architectural concept
was put into three dimensions by Sung who later brought to the office a
small carboard model including all ingredients'**!. Feeling confident that
they had the best solution, the team worked at the elaboration of a great
piece of architecture.

The interior planning was further developed around a large rectangular
glazed atrium rising on four levels with reflecting pools, cascades and
greenery. Adorned by sculptures and other works of art, it would provide a
central focus to the organization of the interior spaces!'. The main
entrance led to the four-storey atrium around which superposed walkways
led to the various courts. Panoramic elevators, suspended stairs and
Quebec's grey granit floor slabs would give serenity and nobility to this
majestic interior space!'*l,

Static and monumental, the front east fagade was designed for pedes-
trians while the articulated and dynamic volumetry of the rear part visible
from the highway was derived from the atrium roof (fig. 60). Located on the
new Jean Lesage Boulevard, the main entrance was complemented by three
secondary accesses. Along the main fagade, a covered gallery extending into
lateral walkways planted with trees led to a small stepped public plaza with
water basin to the south!'l On the north side, the exterior landscaping
adjacent to the building included a multi-level fountain-basin (fig. 61)!',

Oxidyzed copper was selected for roof parapets, window mullions and
panelling of exterior elevator cores, while green reflective glass curtain-
walls and greenish slate veneer would complement the precast and poured
concrete elements!'**l. The combination of these materials gave to the buil-
ding remarkable aesthetic qualities, offering verdigris tints in harmony with
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the built environment.

The six storey building featured a total area of 50,400 square meters
including a 91-car interior parking in the basement. Introverted by nature
and displaying a distinct architectural signature, the building design offered
civic pride and monumentality, carrying special public significance. Easily
recognizable, it offered contextualist integration by means of materials and
colors, displaying enviromﬁental and human concerns!'*\.

By July 25, 1979, the final competition drawings were started by an
enlarged team of ten people'’. During the last two weeks before the
deadline, a set of more than 14 architectural plates drawn in China ink were
prepared, including perspectives, site and floor plans, circulation diagrams,
elevations and sections!"*¢l. The final complete document including archi-
tectural and engineering reports and plates was submitted on August 8,
1979, the last day of the competition!™’!,

The jury of twelve, presided over by Jean Ouellet, evaluated the five
projects submitted, basing their decision on architectural and aesthetic
qualities, environmental integration, Québécois content, respect of technical
requirements, ease of maintenance and operation, energy conservation, time
schedule and cost control!"®. According to the jury, Dimitri’s project
offered the best synthesis of an excellent architectural scheme answering all
the program requirements. Clearly articulated, the interior planning ans-
wered remarkably well the complex functions of the building. All interior
spaces were well studied and the atrium unified the miscellaneous functions
favouring an easy identification"*!, On August 29, 1979, the Ministerial
Cabinet ratified the selection recommended by the jury!'*l.

Dimitri was extremely pleased by the results and very proud of earning
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such an important commission through competition procedures rather than
political patronage, insuring work for his firm for the next four years (fig.
62)!"" For one full year and until August 1980, his winning team
developped carefully the working drawings and specifications!'*!,

Following a three-year schedule, the $54.4 million (1983) construction
project was subdivided into seven contract packages awarded following a
standard call for tenders process!'”’). Started on August 28, 1980, the
excavation, compaction and embankment works were completed in
December 198054, Structural works were started on October 23, 1981,
followed by the atrium roof installation in the summer of 1982. By mid-
1983, the exterior shell of the courthouse was in place (fig. 63)!'"*!. Soon
later, the atrium was fully equipped with artworks and accessories (fig. 64).
The building was completed on time and budget before the end of the year.

On September 29, 1983, 600 bureaucrats, judges, lawyers and profes-
sionals were moving into the new facility!"**.. The official inauguration of
the building was led by Alain Marcoux (b.1945), Minister of Public Works
and Supplies, on October 23, 1983, and the 1000 workers who contributed
to the construction were invited with their families to the ceremony!"*’},

At the turn of the decade, Dimitri Dimakopoulos & Partners also became
involved in projects of secondary importance including the Hellenic
Community Center, Montreal, 1979-82, the Freiman Mall and La Baie
Ottawa, 1979-1983, and the Taikoo Shing Site “B” project, Hong Kong,
1980-81181, Located at 5757 Wilderton Avenue, behind the Greek Ortho-
dox Cathedral, the $5 million Hellenic Community Centre featured a low

widespread building with high one-storey convention room and gymna-
sium wings on both sides of a main front entrance. Further at the back was
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found a three-storey wing for a primary school and community offices!'>.

Since the Cathedral was very precious to him, Dimitri was very concer-
ned with the design of a respectful and well integrated structure. Wrapping
up the back of the Cathedral zone and harmonizing with its forms,
elevations, materials and textures, the auxiliary building would display flat
roofs, orthogonal and angular corners, mid-brown brick and metal siding!'%.
Highly contextualized, Dimitri’s Late Modernist and very subdued design
preserved the importance and character of the Cathedral as the original
dominant structure on the site. Following the conceptualization stage,
Wigglesworth took over the contract documentation. Construction started
on November 1st 1981 and by September lst, 1982, the building was
completed.

The Freiman Mall in Ottawa featured a $20 million commercial comp-
lex project for La Baie linking the new Rideau Center on Rideau Street to
the Byward Market on Saint-George Street!'s'l. The project included the

partial renovation and opening of the existing La Baie Store to the west, the

conversion of Freiman Street into a covered pedestrian mall, the extension
of the same store to the east and two complementary pedestrian aerial
bridges linking the Rideau Centre to the north!'®?. La Baie Store was opened
up in order to allow direct access from the mall into the three primary levels.
Demanding a more inventive design solution than a standard shopping cen-
ter, the Freiman Mall offered greater architectural challenge. It was closely

integrated to the new Rideau Mall,1979-83, by Sankey Associates ['6’l,

Dimitri and Sung were much involved in the early stage of the design, as
was Andrea Wolf (b.1953) who also played an important role in the design
development, while Wigglesworth acted as Project Architect!'*],
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Featuring a multi-level opened space lobby on Rideau Street with
criss-crossing stairs and escalators, the mall extended into a three-storey
linear space covered with a sloping continuous glazed roof. Articulated with
surviving parts of the classicizing former west fagade, ground floor bay-
windows, exposed roof truss and columns, the mall included ornamental
trees with circular floor grills, continuous plantation boxes zigzagging along
the walkway and stepped curbs for sitting and relaxing. Featuring two
superposed mezzanines with glazed guardrails, the eastern face displayed a
series of circular columns covered by polished panels protruding from the
mezzanine fascias finished in a similar manner (fig. 65). The Rideau Mall
was later dismantled in the 1980’s, and the La Baie Store was subsequently
expanded into the Freiman Mall causing the loss of much of its original

character to Dimitri’s disappointment!'®°l,

THE EIGHTIES AND NINETIES

Hired in 1980 as Design Consultants by Wong & Tung, a large Hong
Kong architectural firm, Dimitri and Willy Sung became very involved in
the design of the $150 million multi-functional commercial complex called

Taikoo Shing Site “B™'%l. This project was initiated to recuperate

development land occupied by dry docks situated in the Hong Kong
commercial downtown district on the Kowloon Bay coastline. Seeking to
maximize the land use in a very dense urban development scheme including
a dozen future towers on both sides, Dimitri and Sung developed a large
complex of extremely high density!'®’l,
Their very powerful design featured an X-shaped structure bordered
88



by two future side towers. Allowing a wide expanse of peripherical mirror
glass walls, two V-shaped office towers rose up 23 storeys on each side,
linked by a central pedestrian bridge at the top (fig. 66). The bold symmetri-
cal design displayed an 8-storey central retail area with roof terrace, linear
glazed roof atrium on transversal axis, roof skylights and glazed roof
entrances!'®. Altough very well received and approved by Wong & Tung,
the project was later cancelled by the client due to major programmatic
changes.

In 1980, Dimitri’s firm also entered the Boumediene Tower Open Inter-

national Architectural Competition held by the Algerian Government, and
won the first prize!'®!. For this $10 million project, Dimitri Dimakopoulos &
Partners acted as design architects for the large Montreal engineering firm
Lavalin Inc. headed by Bernard Lamarre (b.1931) who submitted a turn-key
contract proposal!'. Selected from all other entries, their winning design
proposed a specific location on a hill which was part of a masterplan for the
recreation and zoological gardens of Algiers!'”'.

At ground level, the main entrance, set in a reflecting pool with three
fountains, contained tourist services and access to the two exterior panora-
mic elevators. The upper levels of the concrete structure were designed to
accomodate a kitchen and rotating restaurant, interior and exterior observa-
tion decks offering spectacular panoramic views of the city below, and a
telecommunication station, culminating with a 53-meter antenna in three
sections!'”?l. The tower shaft was vertically split in two, the central gap allo-
wing the course of the two elevators. Highly sculptural, the tower designed
in five sections presented a spreading base curving gently into a bissected
hexagonal shaft braced at three levels. The 5-storey capital featured cantile-
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vered and superposed rings recessing at kitchen and telecommunication
levels. Above, the bevelled shaft sections were interrupted at unequal
heights, allowing extra service space for water tanks and mechanical equip-
ment for the freight and public elevators. Culminating high above, the
antenna was one third of the full156-meter height of the tower (fig. 67).

Dimitri saw the tower in progress, but never became much involved in
its design, the latter being carried out by Wigglesworth and Sung who
produced presentation drawings and cardboard modeils in a three-week
effort!'”?l. Soon after the announcement of the winning scheme, the
Boumediene Tower project was abandonned by the Algerian Government,
cancelling this memorial project to Houari Boumediene (1932-78), former
President of the Republic!'”*,

The La Laurentienne Building, Montreal, 1980-86, by Larose Laliberté
Petrucci, Dimakopoulos & Associ€s, was another project commissioned by
Bernard Lamarre, this time to accomodate the future Lavalin Headquarters.
Managed by Marathon Realties and Lavalin, a first mandate was given to
design a preliminary project which was subsequently interrupted for a year.
By Spring 1982, the $75 million project was reactivated and the final
concept was developped!'™!.

While the contemporary vogue for mirror glass curtain walls was the
basis of the project, the owner required a prestigious building on a site adja-
cent to Dominion Square. This generated criteria for environmental
integration and architectural quality!'’l. A co-property of Marathon, Lavalin
and the F.I.C. Fund, a branch of the La Laurentienne Group, the 27-storey
office tower would include a total area of 75,000 square meters. It would be
located on the former site of the Laurentian Hotel, at the corner of Dorches-
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ter Boulevard and Peel Street!!”’],

Assisted by Sung, Dimitri evolved the base building form consisting in a
slab on an elongated hexagonal plan!'’®. Four large, continuous and vertical
bay-window strips protruding from the elongated front fagade were covered
by sloping roofs extending from the one-storey penthouse parapet. Facing
the site of the CIBC Building, 1959-63, by Peter Dickinson (1925-61),
which displayed a sculpture by Henry Moore (1898-1986) at street level, the
building was respectfully set at 45-degree angle, creating a significant
opening of the urban space at the entrance to Dominion Square (fig. 68)"'"!,

The building envelope, inspired by the Bank of Canada Building, Otta-
wa, 1972-78, by Marani, Rounthwaite & Dick with Arthur Erickson, Asso-
ciated Architects, was designed with receeding angular corners!’®®, Of
similar concept, green mirror glass curtain-walls were selected to reflect the
vegetation of the Dominion Square. Pre-oxydized copper for mullion caps
and spandrels and a painted green metal fascia for the penthouse were also
selected to match the copper roofs of the surrounding architectural
landmarks!®'l. The planning of the plaza with its planting, trees and
waterfall also allowed a sensitive integration into the public square. The
extensive use of granite slab pavement on the site matched the numerous
stone buildings found in the neighbourhood!'*#?,

Reflecting the built environment, this Late-Modernist tower followed a
tight contextualist approach, while the careful treatment of external surfaces
gave a strong identity to the building within the Montreal skyline, similarly
to its 45-degree setting!'*’l. Meticulous design, durable high quality mate-
rials, highly functional performance criteria and strong environmental
integration concerns would allow the building to fit naturally into its histori-
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cal neighbourood context. By reactivating its prestige, it brought an impor-
tant input to the future development of downtown Montreal!'3I,

Continuity in the choice of materials was also found inside the building.
The exterior granite slab pavement extended into the main entrance hall,
visible through the clear glass hall partition!'®!, This visual continuity was
emphasized by the copper canopy structure extending inside the spacious
glazed lobby. The lobby was also ornamented with a spatial sculpture, thus
further integrating the design into the neighbourhood and the plaza!'®!,

Designed by Dimitri in a sculpturesque fashion, the copper canopy
featured a glazed and braced roof with sloped edge beams widening
graciously at their two column connections, pursuing their course inside the
lobby towards two other columns (fig. 69). Successful and significative, the
marquee provided great spatial impact on the fagade, indicating clearly the
main entrance. Brass trim for revolving doors and similar entries provided
an interesting contrast in the use of luxurious metallic materials!'*".

With retail stores at ground level, the 25 upper floors contained rentable
office space. A mezzanine, accessible by elevator, also opened into the main
hall space!'®. The vertical circulation was provided by 16 high speed
elevators which had interiors omamented with wall-to-wall murals by
Jacques de Tonnancour (b.1917)"¥). The 4-storey basement included a
3-level underground parking garage for 329 cars. The mechanical and
machine rooms were located in the penthouse at the top of the building.

While Dimitri Dimakopoulos & Partners were responsible for all the
preliminary design and 50% of the working drawings, Larose Laliberté
Petrucci, were also responsible for the administration, contract documen-
tation and construction supervision!'®l. After nearly two years of work, the
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decision to build was taken in a marketing context where supply of space
largely exceeded the demand.

The call for tenders was organized at the end of 1983 and Hervé
Pomerleau Inc. became the general contractor with Marathon Realties acting
as the Master of Works!'®!\. The construction was started in January 1984
and, on February 15, 1984, a ceremony marking its beginning took place at
the nearby hotel Chiteau Champlain, 1966, by Dastous & Pothier
Architectes, where Mayor Jean Drapeau, Bernard Lamarre and other
notables were present!'”?l. By April 1985, the building’s reinforced concrete
structure had reached its full height!'**!,

The construction of this $36.5 million building was completed by early
1986, allowing the Lavalin Headquarters to move in during the year,
occupying 15 floors of the building on its fiftieth anniversary!'®!l. The La
Laurentienne Group would occupy much of the remaining office space.
Considered at the time the most prestigious office tower in town, it was the
first building to be erected on this section of Dorchester Boulevard in nearly
ten years (fig. 70)!'%).

Following the launching of a third architectural competition organized
by the Provincial Government for the future Quebec Museum of Civi-
lization in the Fall of 1980, Dimitri Dimakopoulos & Partners were not

invited to participate!'*l. Instead, Dimitri was nominated as a member of the
jury including seven architects, three engineers and four public service
representatives!'”’). The competition between five consortia took place the
next year and by October 1981, the results were published, annoucing that
the team of Moshe Safdie (b.1938) had won('%!.
Initiated in 1982, the Dawson College Atwater Campus, Montreal and
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Westmount, 1982-97, by Dimitri Dimakopoulos & Partners and Jodoin
Lamarre Pratte & Associés was a major retro-adaptation project in four
phases extending over fifteen years and following a basically continuous
process!'®!. It started as a feasibility study for the conversion of the
Mother-House of the Sisters of the Congregation Notre-Dame, 1903-06, by
J. Omer Marchand (1872-1936) and Samuel Stevens Haskell (d.1913), into

a new unified campus for Dawson College®™. Designed in a French
Beaux-Arts Neo-Renaissance/Byzantine style, the 37,160 square meter
original complex extended into an elongated H-shape plan upon a vast
landscaped site®®!. It featured the first reinforced concrete structure in
Canada and the first Montreal religious building with yellow brick facing, a
light material promoted by the Beaux-Arts School of Paris®®!,

Part of the same planning process, Phases I and II were construction
phases for which execution was carried out between 1987 and 89 by V. K.
Mason Construction®?®”l. This company dealt with the $1.5 million demoli-
tion and $29 million renovation works within the former Nunnery (fig. 71).
The project started with an 18-month feasibility study consisting of a
program to accomodate twelve of the thirteen existing Dawson campuses
spread around town into the most important English CEGEP of the Province
and the largest unified campus in downtown Montreal®!. The purchase of
the Nunnery was followed by an 18-month design process to accomodate
the various academic groups within the existing facility*!,

The project was carried out by Wigglesworth, while Dimitri and Sung
were only involved on an occasional basis. Extending over the two city
limits, the Nunnery included the Chapel, at 3040 Sherbrooke West, 1905-
1908, by J. Omer Marchand and Samuel Stevens Haskell, designed in a
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Romano-Byzantinesque Revival style and protected as an historical monu-
ment by the Quebec Ministry of Cultural Affairs®®l. Similarly, the Nunnery
exterior fagades in brick masonry, enhanced by granite elements, were
protected as was the landscaped site itself.

Demolition, restoration and renovation plans were prepared together
before the first contract was awarded. Practically all the interior spaces were
gutted, most of them having to be demolished to allow major renova-
tions®”’l. While heritage elements were preserved wherever possible, the
Chapel interior was completely restored (fig. 72)?*®®!. Renovated with minor
changes, it was transformed into a main Reading Room for the Central
Library (fig. 73)?®\. Similarly, the exterior bearing walls of the Nunnery
which could not be altered were restored and received new windows?'%,
Containing new classrooms, laboratories, offices, cafeteria and other
services, the new functions generated a complete redesign®®''l. This would
involve a new atrium space replacing the former boiler room and connecting
to a new main entrance and circulation space extending from de Maison-
neuve Boulevard?'?. The Phase I and II project was utimately completed for
the September 1988 entry of 4000 students??'3!.

On December 10, 1982, the Federal Government also asked Dimitri
Dimakopoulos and Partners and Gordon Edwards Architects, as well as six
other Canadian firms, to submit a concept for the future $80 million
National Museum of Man to be built in Parc Laurier, Hull, within the next
five years?l. The written proposal was to be prepared in a 8%” x 11”
format, including sketches and plan illustrations. Featuring a basic architec-
tural concept rather than a preliminary design, the study was concerned with
urban context and institutional role, treated as an approach to an architectu-
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ral solution including a major interior spacel?'*l,

Very much involved, Dimitri participated in the design, heading a team
of seven including Sung, Wigglesworth and Gordon Edwards (b.1930),
acting as external Partner?'s). From December 13, 1982 until the January
17, 1983 deadline, the team worked very hard throughout the Christmas
holidays. Its full time effort resulted ultimately in a night and day
“charette”. When Dimitri had to go back to Greece for a week following his
father’s death, the team was temporarily handicapped by his absence and
was subsequently given a one week extension by the client®'"],

Dimitri’s project was conceived in a triple sequence of exhibits. At the
main entrance facing Laurier Street, a major multi-disciplinary “Core
Exhibit” provided a general introduction to the visitor, followed by a series
of “Theme Exhibits” where the various topics were examined in greater
depth. The “Study Exhibits” offered more specialized information to the
serious visitors'3,

Indicating a general direction, Dimitri's final concept was selected out of
four design options involving the construction of working models for which
an evaluation was made from pre-set criteria and basic design concerns?"!.
Offering greater potential, the selected option featured a building composed
of a major articulated volume rising above Laurier Street and containing
three floors of exhibition galleries, a main entrance space and an atrium. A
secondary volume occurred under a “Place du Musée”, including offices and
laboratories as well as a Library, Directorate and Cafeteria. The latter room
opened two levels below street level in an open court convertible into a
temporary exterior exhibition space (fig. 74)1%°.

Acting as a pavilion set in a park, the building offered optimized views
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towards Parliament Hill, allowing other vistas from surrounding streets.
Creating a sequence and variety of open spaces, the building featured a
major east side circulation leading from a roof space urban square to the
river edge park. Beyond the north-west reception, the three exhibition levels
were apparent from the foyer and atrium where were found core exhibits,
stores and public services. \

Beyond the atrium were seen the thematic and study exhibits, the
temporary exhibits being located one level above with an Imax Theatre.
Visible from all storeys, the atrium would allow live performances, its open
space developing into a transparent exhibition promenade offering a
dynamic and exciting experience with spectacular views?!l,

This project, which Dimitri considered very important, never won the
favour of the organizers in a contest managed in a rather unorthodox
fashion. Sceptical from the beginning, Dimitri never appreciated the
political flexibility appended to the selection rules and process®®?.
Considering the design and technical capabilities of all participants, the
Corporation reviewed the proposals, made its final recommendations to the
Federal Cabinet and, on February 11, 1983, the Canadian Government
appointed its architects?>],

Formed after the competition, the two nominated consortia were Parkin/
Safdie Architects Planners commissioned for the National Gallery with
Moshe Safdie acting as Design Architect, and Douglas J. Cardinal +
Tétrault Parent Languedoc & Associés commissioned for the National
Museum of Man with Douglas J. Cardinal (b.1934) as Design Architect?*!,

Renamed the Canadian Museum of Civilization, the Hull building was final-

ly completed in 1989 at a cost exceeding $182 million, while the National
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Art Gallery was completed in 1988 at a cost of $122 million®!.

Between 1982 and 1986, Dimitri Dimakopoulos & Partners were com-
missioned to design five large residences for rich Saudi Arabian clients®?.
Dimitri spent a lot of time designing them according to Arabian formulas,
following formalities in the inter-relation of rooms and producing a very
specific kind of Modern Regionalist domestic architecture.

House #1, Riyadh, 1982-84, was commissioned by Doctor Algosabi,

Minister of Health, in 1982. Dimitri designed a first project and went to
Riyadh to present it. Built within two years, it was a relativaly small,
introverted urban house with typical high walls like most other houses in the
Capital®™l. Including an interior court, it was much more formal and modest
than the four others to come. Dimitri would inspect that house during and
after construction.

The four other houses were to be located in Manama, Bahrein, capital of
an independent state of the Persian Gulf, an archipelago situated near the
Saudi Arabian coast™!. Facing the sea with nothing else around except
sand and palm trees, these large country cottages included swimming pools,
shaded terraces, arcades and screened windows allowing natural wind

ventilation®!. Much more extroverted than House #1, they included

exterior recreational terraces relating to the sea. Very spread out, they were
all finished in sand color painted stucco. Making use of local materials and
technology such as reinforced concrete and concrete blocks, they were all of
similar construction type. These houses, very indigenous in design and
planning, followed the usual Arab formalities of living, with separate
quarters for men and women. They were strictly planned in accordance with
Muslim practice which pervaded the whole design®.
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Very concerned with high-technology and electronics within the context
of an extremely traditional life style and culture, these clients were all
members of the Saudi Arabian Government. Their weekend holiday villas,
with cloisters and arcades, were thoroughly vernacular, requiring a consi-
derable amount of study by the architects during the design process>'.. For
nearly five years, Dimitri went regularly to Bahrein every six months for
presentation, consultation and coordination, visiting most of the projects
during construction. Design and contract drawings were produced by his
office, while British local engineers were involved as consultants.

House #2, 1983-84, a very traditional structure, was built for His

Excellency, Minister Y. Shirawi with a budget of $1.5 million. House #3

1983-4, was commissioned by His Excellency, Doctor Algosabi, with a
budget of $2 million, while House #4 ,1984, was built for Sheik Zaki
Yamani (fig. 75). Less traditional, this $3 million villa, including an interior
swimming pool pavilion, featured a higher level of modern technology and

innovative design. Finally, House #5, 1986, was a later but smaller villa

commissioned by Secretary Gaith!>*?!

In 1983, the consortium of Dimitri Dimakopoulos & Partners + Larose
Laliberté Petrucci was commissioned to design the new No.2 Place Alexis
Nihon office tower to be added to the existing multifunctional complex in-
cluding a shopping mall infrastructure, an office and an apartmenit tower'*3!,
The new $19 million 24-storey tower would extend 18 storeys above the
existing podium roof and would contain more than 37,000 square meters!®*.

The designers had to take into account the existing infrastructure inclu-
ding foundations, columns, structure, mechanical systems and under-
ground Métro station'”’l. The lower storeys of the existing structure were
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transformed into a public space at lobby level, including pools, fountains,
escalator connection to street level and winter garden. Allowing direct
access to the shopping center, the planning of the main lobby and atrium
required partial demolition of the existing commercial plaza and under-
ground parking>*l,

The constraint of the existing structure generated a heavy mass difficult
to hide and the fagades were articulated to compensate for the resulting bul-
ky shape®’l. Hexagonal in plan and centrally located between the two origi-
nal existing towers, the new building would feature a simple front elevation
with a stretched out orthogonal grid on de Maisonneuve Boulevard. Mat-
ching the linear treatment of the apartment tower, a ladder effect created the
illusion of height and narrowness. In the lower front elevation, two massive
x-bracings set in the upper end compartments of a monumental six-square
grid decorated the upper part of the podium fagade. Featuring slim alterna-
ting set-backs, the bevelled fagades were more articulated and a successful
elegance could be achieved out of all the volumetric difficulties (fig. 76)I%8,

Dimitri was mainly assisted by Sung for the design, Wigglesworth ac-
ting as Project Architect, developing the contract documentation and super-
vising the construction™®!, The project was carried out at their office with
some assistance from Gilles Larose’s staff. Started in January 1985 by V. K.
Mason Construction, the building was completed by Spring 19861\,

Following a major conflagration on October 26, 1986 in the No.1 Place
Alexis Nihon office tower, a second commission was awarded to Dimitri
Dimakopoulos & Partners and Larose Petrucci Martel®'l, This renovation
project involved the total reconstruction of the tower, completely destroyed
above the seventh floor and requiring the replacement of 50% of its original
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steel structure. New elevators, service cores and stairs were introduced to
bring the outdated tower up to the new building code standards. The $19
million project was combined with a $5 million renovation of the podium
and its fagades including a combined entrance lobby serving both office
towers and allowing direct access to the shopping mall?*2,

For the purpose of visual integration, Nol. Place Alexis Nihon took

some of the architectural vocabulary established in No.2 such as the metal

cladding and detailing’*®’. Supervised by Dimitri, the exterior wall design of
No.l was developped by Adriana Pancou™!. It featured a collage of
alternating vertical ladder sections set against a smooth continuous mirror
glass curtain wall bevelled and cut out at the corners?’l. Tripartite in
essence, the longitudinal office tower presented a strong base differentiated
by large orthogonal members in its upper part. At the top, a discontinuous
parapet featured Post-Modern arcuated fascias crowning large upper bay
windows strongly delineated by framing members (fig. 77).

Transformed into a high-tech work of art, the new No.l tower rose 16
storeys above street level™¢l. Offering panoramic views, it featured ten
floors of 2800 square meters each with a six-elevator lobby, three stair
shafts, twelve comer offices on the two upper floors and three levels of
underground parking for 1,100 cars.

Completed in April 1988 by Ain and Zakuta Construction, the Place
Alexis Nihon renovation was a real architectural tour de force. Using
Modern Functionalist, High-Tech and Post-Modern combined vocabularies
to harmonize miscellaneous structures together, Dimitri achieved a success-
full contextual integration enhancing the architectural quality of a large
complex located in an important urban area at the junction of Montreal and
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Westmount.

During the early 1980’s, Dimakopoulos & Partners were also involved
in two consecutive projects for new bio-technological building facilities
located in the Montreal area. Initiated first, the Biotechnical Research

Institute for the CNRC, Montreal, 1983-87, by the architectural consortium

David Boulva Cleve, Dimakopoulos & Partners and Gordon Edwards was
soon followed by the Bio-Mega Laboratories, Laval, 1984-85, by Dimitri
Dimakopoulos & Partners only®*"),

Managed by Public Works Canada for the Canadian National Research
Council (CNRC), the first project was part of a special economical recovery
project program launched by the Government of Pierre Eliott Trudeau
(1919-2000) in Early 1983?*¥1. The first installation in a new scientific park
for Montreal, it was a pilot project for a cooperative participation between
the public and private sectors in biotechnical research. The consultant
selection process followed standard procedures with submission proposals
on limited invitations®®!. Since the future users remained undetermined, the
very generalized program requested extreme flexibility for its 144-module
laboratories devoid of any specific destination*°l.

Once commissioned, Dimitri and his team prepared in two weeks a
preliminary concept proposal featuring site and functional relations analysis,
design methodology and criteria studies, as well as one recommended
option out of seven detailed alternatives'®'l. Further developed, the final
concept was presented to the client on October 3, 19832, While Dimitri
oversaw all conceptual work, Andrea Wolff pursued the design deve-
lopment and Wigglesworth acted as Project Architect®!,

Located on Royalmount Avenue behind the Blue Bonnets Racetracks,
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the 23-acre flat, windy and contaminated site was mostly devoid of interest
apart from a distant view on the Mount-Royal®*!. A $1 million landscaping
project with planted trees areas of wind and snow protection was therefore
developed, including a considerable amount of moulded land to create a
pleasant environment complemented by a parking for 336 cars to the
north-east®l. The two-storey building was planned along a south-west
oriented service spine with a front public entrance opening on the admi-
nistration area which included a library and conference center.

Delineated by interior courts, two front wings of laboratories and offices
were set diagonally, connected to the back longitudinal service spine
including workshops, truck reception, an animal research facility and pilot
research plant (fig. 78)l. Late-Modern in essence, the building presented
an articulated plan with some angularity, flat metal siding with negative
joints and modulated fenestration with tinted glass®’l. Animated by a
distinctive semi-circular structure, the central cafeteria opened up into a
protected interior court, constituting a pleasant central gathering place.

The circulation network was articulated from the entrance into the three
wings, with two transversal passageways on three storeys crossing the inte-
rior courts and linking both laboratory wings. Allowing future expansion for
all components, the building offered high-tech characteristics such as an
ultra-performance thermally insulated envelope, sophisticated mechanical
systems, precise confinement levels, flexibility and permeability for staff
circulation'*®l. With a color scheme of blue metal panels complemented by
burgundy secondary elements, the front wing fagades featured a rythmic se-
quence of windows generating an animated pattern on the two upper levels
while, at ground level, a continuous double strip of glazed partitions enclo-
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sed by exterior columns allowed continuous views and natural lighting.

The construction, following a "Fast-Track" process, was initiated as
early as October 1983 with a first contract for the site preparation'™’.. It was
followed by another $3.3 million contract for the concrete foundation and
steel superstructure. Initiated on April 4, 1984, these works lasted only 19
weeks. Starting on July 23, 1984, the third and last construction phase
involved a $20.6 million general contract including the base building and
landscaping, awarded to Construction Chéteau Saint-Marc’®!, Late design
changes took place, and the $29 million project was only completed in early
1987, due in large part to a poor performance by the contractor (fig. 79)?¢!,

Overlapping in time, the Bio-Mega Laboratories was a "Fast-Track"
custom-made project answering the specific needs of a company created in
1983 and owned by the Société Générale de Développement du Québect?,
This biotechnology firm, specializing in pharmacology and diagnostics
research, also required a production plant®®’l. Housing an animal research
facility, the new complex would include laboratories for medicinal chemis-
try, bio-chemistry, pharmacology and micro-biology{**.

Under the management of Prodevco-Lavalin acting as Master of Works,
the $11 million project was quickly conceived from mid-1984 onwards to be
built within a year!”®!. Much more involved in the design than for the CNRC
project, Dimitri developed the program and site analysis into its final
concept, defining the basic form of the building. The design development
was carried out by Andrea Wolff while Wigglesworth acted as Project
Architect!?%],

Conceived for a wind swept and hostile environment at the junction of
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the Laurentian and Laval Highways, the dynamic design for this building
was conceived with dramatic variations in its volumetry'?®’l, The structure
highly visible from cars moving above and below at a distance of a few
hundred feet, was introverted and auto-sufficient, opening inwards on a
centrally located internal atrium®®, Displaying some forms dictated by
function, the concrete infrastructure complex with steel framed super-
structures also presented sophisticated mechanical ventilation and air
filtration systems?®!,

Sculpturesque in essence, the building offered multiple changes in
perception from multiple view points. A green, cream and red colour
scheme expressive of its ecological, biological and organic orientations was
chosen, the client desiring a strong architectural statement for a memorable
building®.. The building, easily identifiable on a strip of banality strewn
with ordinary commercial structures, would demarcate itself from the others
by its highly original architectonic and colorful vocabulary. It was laid out
on a quasi-symmetrical plan with the entrance and administration at the
front, two lateral wings of laboratories crowned by mechanical vaults on
each side and a production plant at the back (fig. 80)*"'l. The whole
complex focused on a landscaped sky-lighted atrium of 100’ x 60’ served by
an adjacent cafeteria and acting as an informal meeting place for the staff
(fig. 81)"2, The plant also included researchers' offices, library, pilot plant,
animal research facility, etc?™!,

Winner of the Award of Excellence of the Association de Magonnerie
du Québec in 1986, the building presented a sophisticated envelope with
varying colors, textures and materials'™l. It included an innovative cream
coloured ceramic veneer on a full-size square tiling pattern coating on
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