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Abstract
A Search for Memory: The Spirit of the Canadian Rural West Homestead questions 

the tension between memory and historical preservation within the discourse of 

architecture. This thesis looks at how the memory of the early 1900s Canadian rural 

west homestead can be framed using architecture. Discussing historical monument and 

counter-monument theory, this project is a reaction to an open air historical museum, 

Ukrainian Village, located outside of Edmonton, Alberta. The design references projects 

by the architects, Bruno Fioretti Marquez, artist, Rachel Whiteread and a religious 

Japanese shrine, and emphasizes the possibility of architecture going beyond historical 

preservation.  The proposal is a counter-monument that uses a method of casting to 

highlight the evolving memory of the 20th century homestead in western Canada.
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Chapter 1: Architecture & Memory

There exists a two-way relationship between people and 

architecture. Buildings infl uence memory, and our memory 

infl uences how buildings are remembered. This impacts 

how we refl ect upon our past culture; buildings can become 

symbols of our ancestors lives. Aldo Rossi has described 

architecture as “the outward shell of our being.”1 There is a 

deep connection between how we live and what we live in; 

architecture is the imprint of people and their culture. 

Once a building disappears, a piece of our culture also 

fades away. The rituals that architecture supports become 

forgotten. What remains is a fragmented representation 

of culture: through language, text, images, etc. This is 

not a complete memory or history. Once the architecture 

becomes unused and disappears, not only is there a 

physical void, but also a cultural void.

This thesis, A Search for Memory: The Spirit of the Canadian 

Rural West, seeks to understand how the memory of 

everyday rituals can be accessed and supported through 

architecture. To better understand how everyday memory 

can be captured, I turn to my own past of the 20th century 

Canadian rural west. My ancestors were a part of this 

era, and this past aff ects me personally, and many others 

across the Canadian Prairies. More specifi cally, around 

Edmonton, Canada, there is a large number of people who 

came to this region by train in the early 1900 and settled in 

rural areas surrounding the city. 

I am the 4th generation of the original settlers in my family. 

1 Aldo Rossi, The Architecture of the City (Cambridge, Mass: 
MIT Press, 1982), 131.

Relationship between 
architecture and people.
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When I make the pilgrimage to return to my family’s old 

farmstead, as Rossi suggests, I am among the “shells” 

of my ancestors; these buildings are an expression of a 

generation I have never met, and of the landscape they 

occupied.  As time moves forward, these traces in the 

landscape will surely fade completely. All that will remain are 

historical writings, images, artifacts and faded memories 

(and memories of memories). What can the people of the 

21st century do when trying to recall of a rural life of the 

past. Can architecture express a fading memory?

Evolution of a typical homestead from generation to generation.

This thesis develops a method of framing memory, through 

discussion of its counter part, history. Furthermore, 

it presents how the relationship between history and 

memory is manifested in architecture through monuments 

and counter-monuments. Applying this discussion to the 

area of Wildwood, Alberta, I work from a variety of case 

studies that I call “counter-monuments” from Rachel 

Whiteread, Bruno Fioretti Marquez, to the Japanese Ise 
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Grand Shrine. I extract methods of building with memory 

a mode of architectural expression, and then I apply these 

methods to the ruins on the site and I design counter-

monuments with the goal of provoking memory-thoughts.

History vs Memory
To discuss architecture’s impact on our memory in general 

and my history in particular, I must think through what 

memory means in relation to history. Historian, Pierre Nora 

argues, although memory and history are linked, they are in 

“fundamental opposition.”2  This is highlighted by how each 

exist; a history resides within the non-human: language, 

images, text, fi lms, etc. whereas, memory resides within 

the human: our mind. Nora suggests that history is a static 

representation of the past, whereas memory remains in 

permanent evolution.3 I propose a “spectrum” between 

history and memory; there is no pure memory or pure 

history, only attempts to move closer to them. History is 

framed as being objective, whereas memory as subjective. 

Historical writing is a compilation of memory that is meant 

for a general audience. Memory tends to be more personal; 

it is spontaneous and dwells within our mind.

History
Nora suggests that history is an intellectual and secular 

production that is an attempt to organize representations 

of the past, of our “hopelessly forgetful modern society.”4 

It is a documentation of the past, which presents itself as 

absolute and factual. History manifests itself through a 

2 Pierre Nora, “Between Memory and History: Les Lieux De 
Mémoire,” Representations, no. 26 (1989): 8.

3 Ibid., 8.
4 Ibid., 9.History versus memory.
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variety of diff erent mediums. The most common is printed 

text and images; it can be copied, duplicated, and can last 

forever. 

Historical railway map from Where the River Lobstick Flows: 
From Mackay to Styal, 1930.

My ancestors settled in an area west of Edmonton in 

Wildwood, a small town along the Grand Truck Pacifi c 

Railway. A two-volume book that has been compiled 

by people from the region, Where the River Lobstick 

Flows: From Mackay to Styal, contains a general history, 

personal stories, images, maps, and poems. These two 

700 page volumes were compiled and written to preserve 

the history of the pioneers and the fi rst homesteaders 

of this region.5 This book is a valuable resource to gain a 

better understanding of the Wildwood area. Curated with 

a general history of the area, it has discusses specifi c 

family histories. Of all the histories, none include our family 

homestead. There is a gap in this  history that must be 

fi lled with my own family memories. 

A reoccurring narrative in this region would be: people 

immigrated to Canada, took a train to the prairies and 

bought pieces of land from the government. They then 

5 Chip Lake Historical Society, Where the River Lobstick Flows 
Vol. 1 & 2 (Wildwood, Alberta: Chip Lake Historical Society, 
1987 - 2005), Index II.

Interpretive map of Historic 
Canadian Railway in 1905.
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farmed the land to provide for their family and to pay off  

their land debt. Their children or grandchildren eventually 

moved away (typically to the city), and the former 

homesteads slowly disappear, returning to the land once 

they are no longer in use. This is a reoccurring story across 

the prairies along Canadian railway. 

The process of economic gain by moving people to the western 
Canada to grow agricultural products.

Historian Harold Innes’ A History of the Canadian 

Paci  c Railway describes that the “opening of the 

railroad to western Canada was followed immediately by 

immigration.”6 He argues that the global rise in wheat price 

initiated a rush to western Canada where people settled 

across the landscape to begin producing agricultural 

products.7 Homesteading in the west began as an eff ort 

by the Canadian government for economic development. 

6 Harold Adams. A History of the Canadian Paci  c Railway 
(Newton Abbot: David and Charles,1972), 197.

7 Ibid., 292.
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As agriculture becomes more industrialized, the small self- 
sustaining family farm has become obsolete.

Kalinowski family photo taken in front of the Main House; Photo-
graph from Kalinowski family archive.

Learning about the history of the region within Canada, I 
gain a broader perspective on the major events that led 
to a settlement in Western Canada. I must rely on this 
history to be accurate. But as the built landscape fades, 
the memories embedded within the old homestead can 
“only be recorded in the history books.”8 Does this mean 
if our past is not signifi cant enough to be recorded, it 
becomes erased? We can only know the information that 
is available to us. I am aware that the history can only 
provide a limited view of signifi cant historical events and 
cannot communicate the memories of every family farm. I 
imagine that there are many other people in my generation 
who have a similar desire to meaningfully connect with 
their past. Future generations will not be able to access the 
memories that are embedded within the rural landscape 
once buildings completely erode.
8 Sarah Bonnemaison and Ronit Eisenbach, Installations by 

Architects: Experiments in Building and Design (New York: 
Princeton Architectural Press, 2009), 115.
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Map of the town, Wildwood, and the surrounding farm landscape. As well, a call out of the Kali-
nowski Homestead lot (T53 R8 LOT 21). Base map #1 from Bing Maps. “ Wildwood, AB.” Base map 
#2 from Where the River Lobstick Flows: From Mackay to Styal, 1905.
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Memory
Behind history’s objectivity; lies individuals who decide 

what part of history is to be included or omitted. Memory 

is diffi  cult to objectify. Where history exists in language, 

images, symbols, etc., memory exists within our minds. 

Nora defi nes memory as:

A perpetually actual phenomenon, a bond tying us to 
the eternal present... It remains in permanent evolution, 
open to the dialectic of remembering and forgetting, un-
conscious of its successive deformations, vulnerable to 
manipulation an appropriation 9

Memory remains elusive, it recalls, evolves, vanishes, 

and is closely tied to the human condition. Memory is 

not presented to us as a whole, but as fragments that are 

infl uenced by our present view of the past. For example, I 

have memories of going to the old family homestead. This 

memory, is not of a functioning homestead, but a decaying 

place that has no other function than being a ruin. The 

memory of a functioning homestead remains with my 

elders. 

Collective Memory

Historian Maurice Halbwachs fi rst introduced the term 

“collective memory” in On Collective Memory. He suggests 

that we, as individuals, use “external signs as reference 

points” to trigger internal memory.10 We cannot always 

recall the past; forgotten memories can be accessed 

through the help of people or symbols. For example, my 

father can recall his childhood memories upon returning to 

the farm walking through the building ruins where he once 

lived, and talks to me about it. Collective memories are 

9 Nora,  Representations, 8.
10 Maurice Halbwachs, On Collective Memory, edited by Lewis 

A. Coser (Chicago: University of Chicago Press, 1992), 54.
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Image of Where The River Lobstick Flows: Mackay to Styal Vol. I, along with a plaster cast replica 
of the book.
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maintained by our relationships in society (family, friends, 

etc.) and our ability to communicate  these memories to 

the next generation. 

To remember the act of homesteading in the rural west is 

a search with no hard answer. The memory of settling in 

the rural west remains an abstract idea within the minds 

of older generations of this region, most of whom are no 

longer alive today. A memory of a functioning farmstead 

has been communicated mostly to me through my father. 

With time, this memory will continue to fade and change 

as it is communicated. Many people in this region are 

presented with a similar fragmented and fading memory 

of the rural west. Is there a way to have architecture to 

acknowledge the fading aspect of memory for a larger 

public? 

Historical Monument vs Counter-Monument
Within the discourse of architecture, history and memory 

are manifested in monuments. This section introduces 

monuments and counter-monuments and their relationship 

to history and memory. I then argue how a counter-

monument can serve as a method to frame memory.

Historical Monument as History
Monuments have a clear relationship to history. Alois 

Rigel has described a monument as an attempt to keep an 

idea or history “alive and present in the consciousness of 

future generations.”11 Their creation is intended to form a 

11 Alois Riegl “The Modern Cult of Monuments; its Essence 
and its Development,” In Historical and Philosophical Issues 
in the Conservation of Cultural Heritage, trans. by Karin 
Bruckner (Los Angeles: Getty Conservation Institute, 1996), 
69.
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Collapsed lumber mill at Kalinowski homestead, Wildwood, Alberta, 2018.

A sketch of my father’s memory of the lumber mill at the Kalinowski homestead.



13

link between the past and the future; with the intention of 

outliving the period in which they originated.12 A historical 

monument stands for an idea with the intention of physically 

embodying an idea. Similar to a historical document, they 

stand as a present day marker, as a way to communicate 

a certain point of view of the past. A monument is often 

erected to remember victors of history and the victims 

who have built memorials to recall their martyrdom.13 The 

author of a monument has control over what information is 

communicated to future society.

Historical monuments express history through 

consideration of form and materiality. Every detail within a 

monument has the potential to change the perception of 

history. Through form and material, the author can impact 

how people perceive the past and consider the future. 

Similar to history, a monument holds the power include or 

omit information.

The authorship of the monument presents a dilemma for 

the public. A monument is presented as a whole, but it 

does not present the whole history. For example, a colonial 

monument celebrates the conquest of land and disregards 

the suff ering imposed on the country natives. The public 

responds to the information that they are aware of. A 

monument existence within the public realm generates a 

dialog regrading the signifi cance of its meaning. Given the 

two-way relationship between architecture and people, 

the public has the power to decide if a monument, and the 

ideas it represents, are compatible with present day ideals. 
12 S. Giedion, Architecture, You and Me: The Diary of a 

Development (Cambridge: Harvard University Press, 1958), 
48.

13 James E. Young “The Counter-Monument: Memory Against 
itself in Germany Today,” Critical Inquiry 18, no. 2 (1992): 270.

Historical monument 
diagram.
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However, the public can only make decisions based on the 

information that they have access to. 

Counter-Monument as Memory 
Nora suggests that the less “memory is experienced from 

the inside” the more that it is “experienced through its 

exterior scaff olding and outward signs.”14 He is arguing 

that as memory fades from us as humans, we rely on 

“signs” to account for our “memory.” This is a non-memory, 

for our memory is being absorbed by our attempt to frame 

it within a physical object. These symbols are thought 

to hold our memories, when they actually only serve as 

reference points.

A counter-monument is a direct reaction to the “whole” 

and “objective” way in which history and monuments are 

presented to the public. Counter monuments question 

the notion of a historical monument, and are built with a 

keen awareness of the contemporary viewer. This is done 

through contemplating the nature of forgetting, through use 

of negative form, absence and abstraction.15 They aim to 

represent the individual rather than large power structures 

through an awareness of the human scale. Historian, James 

Young argues that we turn to “monuments as such that we 

turn for remembrance, as much as the refl ective space they 

open up” for us as viewers.16 Counter-monuments seek to 

connect the past with the present with an awareness of 

the constant evolution and individuality of human memory. 

14 Nora,  Representations, 8.
15 James E. Young, At Memory’s Edge : After-Images of the 

Holocaust in Contemporary Art and Architecture (New 
Haven: Yale University Press, 2000). 

16 James E. Young, The Texture of Memory: Holocaust 
Memorials and Meaning (New Haven, Conn.: Yale University 
Press, 1993), 64.

Counter-monument 
diagram.
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For this reason, my aim is to create counter-monuments to 

honor the memory of the family homestead. 

Site as Reaction
Historical monuments focus on great triumphs and great 

loss, the memory of the “everyday life” is not typically 

monumentalized in physical form. Geographer, J.B. 

Jackson argues that historical preservation (memorials) 

center around of signifi cant events rather than the 

preservation of reminders of a bygone domestic existence 

and its environment.17 There is a need for preserving the 

memory of the “everyday” such as the rural Alberta settler. 

Their “everyday story” is monumental in its scale, as it 

aff ected so many people within the Alberta region. 

Ukrainian Village as a Monument
Located east of Edmonton there exists a historical 

monument to the vernacular past. ‘Ukrainian Village’ 

is an open air museum that is interested in preserving 

the “everyday life” of the early 20th century rural settler. 

As described on their website, it is a “heritage village 

commemorating the settlement of east central Alberta by 

Ukrainians.”18 On the site there are over 40 buildings that 

have been “researched, restored and furnished” to their 

early 20th century appearance. There is a multi-purpose 

history center with exhibition spaces to provide a closer 

understanding of early Ukrainian settlement in central 

Alberta. The costumed interpreters perform diff erent 

everyday tasks for visitors from May to September. 

17 Jackson, John Brinckerhoff , The Necessity for Ruins, and 
Other Topics (Amherst: University of Massachusetts Press, 
1980), 90.

18 “About,” Ukrainian Village, accessed: Dec. 8, 2018, 
ukrainianvillage.ca/about
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Interpretive diagram of the Ukrainian Cultural Heritage Village in relation to history.

Overhead view of the Ukrainian Cultural Heritage Village, Lamount County, Alberta. Photograph 
from Wikipedia. “Ukrainian Village.”
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The site is presented to the viewer as a historical monument, 

with the main purpose of communicating a lost history. The 

project was conceived in 1970 with the intent to display a 

culture of the past using the historical buildings as a stage. 

All the buildings were originally built for the functions they 

served (ie. church, barn, house) are now used solely for the 

purpose of communicating the lifestyle of the past. Actors 

and actresses are payed to use these buildings to pretend 

to live in the past.

This site looks backwards without considering the present 

day situation; it is in opposition to a fading memory of 

20th century rural experience. The surrounding landscape 

is adapting to the modern day, whereas this site remains 

isolated from reality. Jackson is critical of this form of 

preservation in his book Necessity of Ruins; he says there 

is no lesson to learn:

Costumed guides in historical show places, candlelight 
concerts of period music, historical accurate dinners 
and feasts, re-enactments of historic episodes are grad-
ually changing the new reconstructed environments into 
scenes of unreality, places where we can briefl y relive 
the golden age and be purged of historical guilt…There 
is no lesson to learn, no covenant to honour; we are 
charmed into a state of innocence and become part of 
the environment. History ceases to exist.19

This living museum claims to bring history to life by its 

costumed interpreters, claiming to portray the lives of 

“actual pioneers.”20 It objectifi es history which ignores the 

essence of tradition by disregarding reality. This way of 

representing history is not sustainable. Young argues the 

attempt to “sear memory into the public consciousness” 

will inevitably do the exact opposite by sealing of memory 

19 Jackson The Necessity for Ruins and Other Topics,102.
20 “About,” Ukrainian Village, accessed: Dec. 8, 2018, 

ukrainianvillage.ca/about.
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for future generations.21  This way of presenting a 

history disregards the constantly changing social and 

physical landscape. Paid actors, representing the original 

homesteaders, will teach future generations of paid actors 

how to act like the original homesteaders. This becomes 

problematic as it “charms” the viewers into a fi ctional 

reality that never existed; a historical monument imposing 

its version of the past on the collective memory of the 

public. Ukrainian Village is history disguised as memory. 

Family Homestead as a Counter-Monument
This thesis project is a reaction to Ukrainian Village’s 

approach toward historical preservation. This research 

focuses on memory and the act of remembering the rural 

Western Canadian Settlers in the early 20th Century. 

Farming activities from these communities have impacted 

my life and hundred of thousands of other people. The 

farming rituals that took place in, and around the old farm 

buildings have become lost as the buildings become 

uninhabitable. This project seeks to frame stories and lost 

rituals that are embedded within the ruins of my family 

homestead in Wildwood, Alberta.

I have discussed history and memory in relation to each 

other. Using architecture, I established a relationship 

between monuments (history) and counter-monuments 

(memory). Applying this discussion to Wildwood, Alberta, 

T53R9 (Section 21), I will use a variety case studies that 

I have identifi ed as counter-monuments by Bruno Fioretti 

Marquez, traditional vernacular Japanese Shinto Shrine, 

and Rachel Whiteread to extract specifi c methods. I then 

will apply these methods to the ruins of a typical farm and 

21 Young, Critical Inquiry 18, 272.
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Map of the town, Wildwood, and the surrounding farm landscape. As well, a call out of the Kali-
nowski Homestead lot (T53 R8 LOT 21). Base map #1 from Bing Maps. “ Wildwood, AB.”
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use the template of a counter-monument to inform the 

approach to the site. The goal of this thesis is to provoke 

memory with architecture. Writer Dolores Hayden suggests 

that when dealing with the preservation of memory:

Finding creative ways to interpret modest buildings 
as part of the fl ow of contemporary city life. A politic-
ally conscious approach to urban perseveration must 
go beyond the techniques of traditional architects pres-
ervation (making preserved structure into a museum) to 
reach broader audiences. It must emphasize public pro-
cesses and public memory. 22

My goal is to emphasize memory of a rural homestead 

through a site that can speak to many, but it’s specifi c 

enough to connect with the public on an individual level. 

I am interested to address my family farm not for its 

uniqueness, but for its generalities. The purpose is to bring 

people back to into the rural land and highlight the fading 

memories of rural life. 

Thesis Question: 

How can a counter-monument approach towards 

memory of the Canadian rural west homestead promote a 

meaningful connection to the past rituals?

22 Dolores Hayden, The Power of Place: Urban Landscapes as 
Public History (Cambridge, Mass. : MIT Press, 1995), 11.
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Chapter 2: Framing Memory
A counter-monument is a reaction to the historical 

monument, and seeks to focus on the evolving nature 

of memory. In this Chapter, I introduce a series of case 

studies that rely on human memory source for design. I 

provide an analysis of each project using a memory verb: 

recalling, casting and ritualizing. 

Recalling 
Recall: Verb
a : to call back
b : to bring back to mind
c: to remind one of: resemble23

Recalling is an action of calling upon the past, desiring a 

return of something or someone that had been present 

prior.  It suggests and anticipates a reconnection with 

the past in the present moment. Memory is a process 

of recalling, using our mind to interpret the past by a 

psychological ‘reconstruction’. Recalling is the process of 

accessing our previous memories. 

Masters’ Houses by Bruno Fioretti Marquez
The Masters’ Houses by the architects Bruno Fioretti 

Marquez located in Dessau, Germany is an example of a 

project that “recalls.” It was a response to the original set 

of four Masters’ houses which were designed by Walter 

Gropius in the 1920. Of the set of four buildings, the 

“Directors House” was completely destroyed in WWII, and 

the “Maholy Nagy House” was partially destroyed. The 

original intention of these buildings was to showcase the 

Bauhaus design ideas, and demonstrate how their schools 

23 “Recall,” Merriam-Webster, accessed Dec 10, 2018, https://
www.merriam-webster.com/dictionary/recalling.
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concepts perform in reality.24 The Bauhaus Dessau 

Foundation decided to commission an architectural 

intervention that was not a historical “reconstruction” but 

an “urban repair.”25 The requirement by the committee 

made it  clear the intention of the new building should 

reference the past building, but not be a piece for piece 

reconstruction. 

Masters’ House ensemble in Dessau, from The New Masters’ 
Houses in Dessau, 1925 - 2014.

The architects view the two additions as more as an 

interpretation rather than a historical reconstruction. In this 

project they used the fragmented and unclear historical 

information as a form of expression. In search of a form 

that expressed a memory, they relied on “blurriness and 

impreciseness” that is associated with forgetting.  They 

believe that “forgetting” is an “ineluctable component 

of remembering”26. They used this process of recalling 

memory (remembering and forgetting) as a way to develop 

form. 

This building serves as a counter-monument to a de-

stroyed modernist building by addressing the human ele-

24 Torsten Blume, Rebecca Bittner, Boris Friedewald, and 
Monika Markgraf, The New Masters’ Houses in Dessau 
(Dessau: Spector Books, 2017), 259.

25 Ibid., 259.
26 Ibid., 259.
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Walter Groupius,  Master’s House in Dessau, Germany, 1920. Photograph of “Gropius House” or 
“Directors House” from The New Masters Houses in Dessau.

Bruno Fioretti Marquez, Masters’ House, Dessau, Germany, 2014. Photo named “Gropius House” 
or “Directors House” from Bruno Fioretti Marquez’ website. 
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Interpretive diagram of Bruno Fioretti Marquez Masters’ House in relation to memory.

Study model of Bruno Fioretti Marquez response to the destroyed Masters’ House.
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ment of forgetting. Architecture that frames the past does 

not have exclusively to preserve past buildings. By ac-

knowledging that a historical replica would not justify the 

original building, the architects decided to pursue a diff er-

ent route by addressing  the memory of the original build-

ing. This interpretation serves as a point of view from the 

Bauhaus Foundation regarding their approach towards the 

past; to have proposed a historical reconstruction would 

have gone against the ideals of Bauhaus. 

This interpretation of a historical building serves as a  foun-

dation for “positions, debates and narratives” that revolve 

around historical preservation.27 The Masters’ House 

succeeds as a architectural template on how memory is 

an essential piece for historical preservation. As a cata-

logue of the project, the Bauhaus Foundation developed 

a book, The New Masters Houses in Dessau, 1925-2014: 

Debates, Positions & Contexts. It documents the history of 

the project, explains the process, and explores the critical 

responses to the building. The houses speak to a larger 

audience, the architectural community, and generates a 

conversation how to acknowledge memory using archi-

tecture.

Ritualize
Ritual: noun

a : Ritual observance 
b : A ceremonial act of action
c : an act or series of acts regularly repeated in a set pre-
cise manner28

Religious rituals are closely linked to culture and tradition. 
27 Blume, Bittner, Friedewald, Markgraf, The New Masters 

Houses in Dessau, 259.
28 “Ritual,” Merriam-Webster, accessed Dec 10, 2018, https://

www.merriam-webster.com/dictionary/ritual.
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Rituals in general have the power of transcending the 

limitations of language, text, images. Pierre Nora suggests:

True memory, which has taken refuge in gestures and 
habits, in skills passed down by unspoken traditions, in 
the body’s inherent self-knowledge, in unstudied refl ec-
tions and ingrained memories.29 

Nora is arguing that memory dwells within the act of ritual. 

The act of repetition allows a person to participate in a 

way that does not require conscious mental engagement; 

rituals engage a broader consciousness by activating 

unconscious parts of our mind. 

Ise Grand Shinto Shrine

The Ise Grand Shinto Shrine located in the city of Ise, Japan, 

is an example of architecture that is a manifestation of 

repeated ritual. As part of the tradition, the shrine  is rebuilt 

every 20 years, a renewal process called the “Sengu.” 

The site rotates between the two adjacent sites,  and is 

disassembled once a new one is completed. Within this 

process, the main goal is to “renew their mind and faith in 

the deities” but as a part of it, “traditional Japanese culture 

and skilled are [also] passed on to the next generation.”30 

The repeating generational exercise actively calls for 

newer generations to engage with the ritual of building this 

shrine.

Rambelli argues that the success of this shrine is that its 

ambiguity allows for a variety of meanings. He suggests 

that central to the preservation or memory of the shrine 

29 Nora,  Representations, 14.
30 Fabio Rambelli. “Floating Signifi ers: The Plural Signifi cance 

of the Grand Shrine of Ise and the Incessant Re-Signifi cation 
of Shinto.” Nichibunken Japan Review: Journal of the 
International Research Center for Japanese Studies 27, 
(2014): 222.
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is the emphasis on the ritual of rebuilding as the “quest 

for signifi cance.”31 This approach places emphasis 

on continuity, which allows for it to be fl exible within a 

contemporary context. Furthermore, if any changes do 

occur, there is a “voluntary erasure of traces of historical 

and conceptual change” that only aff ect “superfi cial, 

lesser aspects of the tradition”32 The idea and the ritual 

of physically building the shrine is more important than 

the shrine itself. The memory of the shrine relies on the 

participation of the people as a constant memory renewal 

process. Historical preservation presents a fi xed iteration 

of the past, whereas, the Grand Ise Shinto shrine constantly 

evolves with the people and can therefore participate in 

contemporary Japanese culture.  

Casting
Casting: Verb
a: The act or process of making casts or molds.
b: Something cast off  or out.
c: A piece of excrement produced by an earthworm.
d: The selection of actors or performers.33

Casting is the process of using a solidifying liquid to take 

shape of another object. Two traces are created: one of the 

cast and one of the original object.34 There is exchange 

between the positive and negative that requires the viewer 

to change their perspective to understand the origin of 

each object. The mold (the positive of a negative object) 

presents an evocative suggestion of the object that is 

31 Fabio, “Floating Signifi ers: The Plural Signifi cance of the 
Grand Shrine of Ise and the Incessant Re-Signifi cation of 
Shinto,” 222.

32 Ibid., 222.
33 “Casting,” Merriam-Webster, accessed Dec. 10, 2018, 

https://www.merriam-webster.com/dictionary/casting.
34 Rachel Whiteread, James Lingwood and Jon Bird, House 

(London : Phaidon, 1995), 52.
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Ise Grand Shinto Shrine in transitional period. Photograph from Technology: The Workshops at 
the Grand Shrine of Ise.

A diagram showing the 20 year ritual cycle (40 years between each site) of the Ise Grand Shinto 
Shrine. From harvest, to building, to dissembling. 
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missing. The object’s absence can be explored physically. 

The absence gives form to the invisible. 

There exists a relationship between casting a mold and 

making a memory. A memory could be seen as an imprint 

on your mind from a previous event or idea. Similarly, a 

cast is an imprint of an object from before, it is the physical 

‘memory’ of the object. This engages the viewer to ‘fi ll’ the 

void spaces with their imagination to recreate the whole. 

The process of casting promotes questions about the 

past within the present context.

A diagram showing the positive part of a cast and the negative 
part of the object which was cast.

House by Rachel Whiteread
Rachel Whiteread is an artist who works casting as her 

primary mode of expression. She positions her work 

critically, and uses casting as a metaphor for how we 

experience the world. She compares casting to the making 

a death mask, suggesting a “solidifi cation of memory.”35

Rachel Whiteread’s House was a response to the 

destruction of typical terraced row house in London. The 

project was conceived as a piece to highlight the shifting 

demographics. However, it was presented in a way that left 

it open for the viewers own interpretation. Whiteread did 

35 Whiteread, Lingwood,  and Bird, House, 52.
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Rachel Whiteread, House, in situ, London, 1993. Photograph by John Davies.

Interpretive diagram of Rachel Whiteread’s House in relation to memory. 
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not cast the memories within the house, however, she drew 

attention to memories that surrounded house life such as 

childhood and family values.36 The debate that surrounded 

the house kept the memory of what it represented long 

after it was demolished. The negative cast of the house 

was a vehicle for our ‘positive’ conceptions of what a 

house means to us. The project summons humans as we 

are presented with the death masks, we are then called to 

put them on and “occupy the place, the space from which 

it was cast.37 We become a part of the building by allowing 

it to enter our mind. 

Case Study Conclusions
These three case studies demonstrate how memory can 

be used in architectural expression. All projects remain 

conscious of the contemporary viewer while refl ecting 

upon the past. Bruno Fioretti Marquez’s The Masters’ 

House does this through an expression of form that 

communicates the fragmented and blurry act of “recalling” 

memory.  The Japanese Grand Ise Shinto Shrine translates 

memory through the generational “ritual” of rebuilding 

the shrine every 20 years. Rachel Whiteread’s House 

uses “casting” as a way to highlight a fading memory of a 

domestic lifestyle. In the following chapters, I apply these 

methods to the thesis project. 

36 Whiteread, Lingwood,  and Bird, House, 52.
37 Rachel Whiteread and Rosalind E. Krauss, Rachel Whiteread: 

Shedding Life (New York, N.Y. : Thames and Hudson, 1997), 
14.
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“Recalling” diagram of Bruno Fioretti Marquez’ Masters’ House.

“Casting” diagram of Rachel Whiteread’s House.

“Ritual” diagram of Japanese Grand Ise Shinto Shrine.
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Chapter 3: Interpreting Memory
In the previous sections I have introduced 4 diff erent 

projects. As I develop a site response to the fading 

memory of rural west homesteads, I will reject the 

fi ndings of a historical monument (Ukrainian Village), and 

will incorporate the fi ndings made in the three counter-

monuments (Masters’ House, Ise Grand Shrine and House). 

Furthermore, using the three case studies in the previous 

sections generated three diff erent approaches towards 

framing memory: recalling, ritualizing and casting. 

A diagram highlighting the diff erent fi ndings from the case stud-
ies and how they will be included in the site response.

Recalling the Rural West
The family farm is a special place for me. Every year 

we return to the farm in early December to cut down a 

Christmas tree. This ritual has brought us back at least once 

Historical 
Monument Recalling

Casting

Site Response

Ritualizing
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a year. During these trips, my father would off er stories 

of diff erent moments of his childhood on the farm.  This 

past December, I returned to the farm with my dad, and he 

walked me through the old farm. I followed in his footsteps 

with a heightened awareness, listening to his stories. I use 

this experience as the foundation for my design response. 

When recalling the past, it is not a linear experience, but 

it is infl uenced by a variety information, by fragments of 

the past. How we recall the past is impacted by information 

that we are presented with. Our ability to remember is 

infl uenced by what fragments make up the past.  Over the 

course of this research I have compiled many diff erent 

resources of information. The process in itself has been 

the action of recalling, The fragments of information that I 

have been working from are the following:

1. General History: Within the larger discourse of history 

(Great Depression, WWII, etc.)

2. Existing Buildings on Site: Buildings remain on site, in 

partial or complete decay.

3. Historical Photos From Region: Photographs of early 

settlers in the region (with names).

4. Childhood Memories: In my mind exists ideas of the farm 

based from my childhood experiences.

5. “Where the River Lobstick Flows”: A book curated by 

people from the region of Wildwood, AB, with the intention 

to preserve its history.

6. Ukrainian Village: An open air museum about the 
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settlement of Ukrainians in central Alberta. 

7. Kalinowski Family Photos: There is a collection of photos 

that exist from when my ancestors settled in the region 

during the 1940s.

8. My Father’s Sketches: My father generated memory 

sketches of the old farm and of buildings individually. 

9. On Site Artifact: There are artifacts on site that I was able 

to collect to study further. 

10. My Childhood Photos: Our family have a variety of 

photographs that have been taken on the farm throughout 

my childhood.

11. Father’s Memories: My father has memories from 

having lived on this site for part of his childhood.

12. History of Region: Settlement of Canada and the 

importance of the railway in the development throughout 

the 1900s.

Photograph taken during a research  trip back to the original 
farm in Wildwood, AB, (T53R9 Section 21). December 2019. 
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Diff erent fragments infl uence our perception of the past, this diagram identifi es some of the dif-
ferent elements. 
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Route on trip back to the old farmstead with my father on December 27, 2018. Of the buildings 
included, more than half are either completely collapsed or gone. 
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Building Fragments
An architectural intervention on this site would be 

infl uenced by the fragments of history and memory that 

surround it. Similarly, on the site there is a compilation of 

buildings that are partially standing or vanished; the site 

presents itself in a fragmented manner. The buildings that 

remain on site can impact the discussion that my father is 

able to have. Like the memories of the past, the buildings 

are fading into the landscape. As a result, our experience 

in the moment was impacted by the buildings that were left 

to be discussed. Buildings that were completely missing, 

were left to my imagination to replace. 

Of the buildings remaining on site, I will focus on three 

diff erent buildings: Building #10 (Main House), Building #11 

(Banya) and Building #13 (Bomb Shelter)

Memory in the Present
Our ability to recall is a fl eeting moment, our memory of 

the past constantly evolves in the present. Nora suggests 

memory as an “perpetually actual phenomenon, a bond 

tying us to the eternal present.”38 The various “fragments” 

of the past will inform our experience during the present 

moment. The quest for memory of the rural homestead 

is therefore an endless journey that can never be fully 

captured. 

To use “recalling” as a method for design on this site, I must 

acknowledge the evolving nature of memory. Rather than 

attempting to capture a particular memory, an impossible 

task, I will develop a method that raises awareness of the 

memories that surround buildings #10, #11 and #13. 

38 Nora,  Representations, 8.
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Building #10 (Main House) at the Kalinowski homestead, Wildwood, Alberta, 2018. The image is 
showing the decaying space within the building. Hand sketch of a memory drawn by my father. 
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Building #11 (Banya) at Kalinowski Homestead, Wildwood, Alberta, 2018. Image showing the de-
caying space within the building.  Hand sketch of a memory drawn by my father.
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Building #13 (Bomb Shelter) at Kalinowski Homestead, Wildwood, Alberta, 2018. Image showing 
an overgrown tree in the entry, making it not possible to enter the space.  Hand sketch of a mem-
ory drawn by my father.
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Ritualizing the Rural West
Nora suggests that “true memory” has taken refuge in 

gestures and habits.39 Embedded within the site are rituals 

that took place within, and around these buildings. In the 

past, the buildings on the selected sites were constructed 

to support rituals. In the process of the buildings decaying, 

the rituals have also disappeared. Rituals serve as a way 

to interpret the land, and as a way to remember. Without 

the buildings supporting the rituals, the memory of the 

experienced past is lost. 

Rituals are embedded in time. They are a series of actions 

that are repeated, and require a length of time to complete. 

The 3 selected buildings on the farmstead site each support 

a set of rituals in the past that link to diff erent time cycles 

(daily, weekly, annual, etc.). These past rituals have been 

lost due people having left the site and buildings having 

decayed. This has brought emergence of a new one; a ruin 

as a reminder of the past. In the following sections I will list 

both the past and current rituals of each building:

Building #10 (Main House): Past Daily Rituals: Cooking, 

eating, sleeping, socializing. Current Ritual: Ruin (reminder 

of the past)

Building #11 (Banya): Past Weekly Rituals: Hygiene, 

relaxation, socializing, etc. Current Ritual: Ruin (reminder of 

the past)

Building #12 (Bomb Shelter): Past Annual Ritual: Protection, 

safety, food storage etc. Current Ritual: Ruin (reminder of 

the past)

39 Nora,  Representations, 14.

Combining both past 
rituals and current rit-
uals to suggest future 
rituals.
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Construction as Ritual
The Japanese Ise Grand Shinto Shrine is an example 

cultural building that has adapted with time. The close link 

between construction and ritual has allowed the memory 

of the past to transcend decay. Material and construction 

become an expression of the culture’s “quest for 

signifi cance.”40 Similarly, the goal on the farmstead site is 

to establish a method that anticipates the evolving nature 

of memory. Through material and construction, past rituals 

and current rituals will synthesize. In the following sections 

I will further develop a method that supports rituals and 

recalling.

Casting the Rural West
In this section I will start to develop a method of casting 

in relation to the farmstead. Buildings support rituals, 

and rituals support memory, therefore, the construction 

method is crucial towards the goal of framing memory. 

Referencing the work of Rachel Whiteread, casting is a 

process that is closely linked to memory. In the context 

of the rural west homestead, the method of casting will 

be described simultaneously with memory. The process 

for casting an existing building will be described in the 

following section:

Casting, Recalling and Ritual
Step 1: Artifact and Interpretation (Wood Positive): As 

we recall the past, fragments of past information are 

interpreted in the present. During this step, the present 

and the past intersect as we attempt to complete our 

40 Fabio, “Floating Signifi ers: The Plural Signifi cance of the 
Grand Shrine of Ise and the Incessant Re-Signifi cation of 
Shinto,” 222.

Using the fragments 
of the past as a design 
tool.
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Method diagram highlighting the steps 1,2 and 3 of an approach of casting an existing building 
on my family homestead,  T53R9 Section 21. 
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experience as a single thought. Memory is constantly 

changing as our interpretation of the past is infl uenced by 

the present moment. This is exemplifi ed materially when 

past buildings  (old thoughts) intersect with new buildings 

(new thoughts). 

Step 1 rebuilds the existing ruin in a way that interprets 

the present state of decay while considering the variety of 

past fragments (artifacts, memories, experiences, etc.) 

Step 2: Cast Negative (Clay): Casting symbolizes the action 

of making memory. I cast clay against the intersecting past 

(old wood) and present (new wood). The result is a negative 

form, implying an absence. The moment they are pressed 

into the clay, the past and the present both become the 

past. In the exchange, details blur and can break away. Clay 

eventually will solidify, but if left unprotected, will erode and 

fade, much like our memories of the homestead. 

Step 2 is the negative form of step 1. This step suggests 

the fl eeting nature of our interpretation and is a refl ection 

of my experience of recalling the past on site. 

Step 3: Cast Positive (Concrete): It is impossible to fully 

capture memory, however, form suggest it. Since memory 

dwells within our mind, to generate a form that is embedded 

in the past and a suggestion of the present, it will challenge 

the viewer to reconsider their perspectives of both. The 

object, although geometrically similar, is diff erent. Casting 

it in concrete suggests a permanent relic that will move 

forward as a reminder the present and the past. 

In step 3, I cast against step 2 to spatially recreate step 

1. This ‘recreation’ allows users to experience the traces 
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Models showing the casting process. Step 1 (bottom): an existing artifact made “whole” with new 
wood intervention. Step 2 (middle): negative cast of step 1. Step 3 (top):  recast positive of step 2.
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of past to consider in the present moment, knowing the 

casting process abstracts the timeline. 

Construction Method an Expression of Memory
The process of casting suggests the process of making 

memory. The steps of constructing specifi c moments 

on site, is similar to how we recall the past. These steps 

suggest the process of memory making through material 

and spatial expression. The goal is to frame the intangibility 

of memory into a tangible form. 

The materials I use in steps 1, 2 and 3 are closely linked 

to time. As memories are exchanged from generation to 

generation, the longevity of these ideas vary. Step 1 uses 

wood which will last 50-100 years or 2-3 generations. Step 

2 uses clay which, if exposed to the elements, will last less 

than 20 years or 1 generation. Step 3 uses concrete which  

can last 500-1000 years or many generations. 

In the following section I demonstrate how this method 

applies to my family homestead, T53R9 Section 21.

Diagram showing the relationship between time and materials.
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Chapter 4: Design Response

This diagram is a compilation of all of the case study diagrams: Masters’ House by Bruno Fioretti 
Marquez, Japanese Ise Grand Shinto Shrine and House by Rachel Whiteread. Combining the 
methods recalling, ritualizing and casting in the previous chapter, the design will aim to address 
the fl eeting memory of the rural west. 

Homestead (T53 R9 Section 21)
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Homestead T53R9 Section 21

In response to the open air historical museum, Ukrainian 

Village, the site name for this thesis project is “Homestead 

T53R9 Section 21,” which references the historical map 

that is included in Where the River Lobstick Flows: From 

Mackay to Styal. The name is chosen because it places 

this project into a larger context,  and calls out to other 

homesteads across Canada to acknowledge the fading 

memory the rural west homestead.    

A modifi ed historical map from Where the River Lobstick Flows: 
From Mackay to Styal, 1905. This locates the proposed thesis 
site using the map coordinate system (T53R9 Section 21).

In the following section, I use the casting method developed 

in the previous chapter, and I apply steps 1,2 and 3 to the 

three sites: Building #10 (Main House, Building #11 (Banya) 

and Building #13 (Bomb Shelter).  I use images and drawings 

to illustrate the diff erent ‘past fragments’ that infl uenced 

my experience on site, the process of construction, and 

the design intention. The result is three site interventions 

that use recalling, ritualizing and casting as a method to 

express and seek to comment on the fading memory of 

Homestead T53R9 Section 21.  
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A site map of Homestead T53R9 Section 21, showing the 3 proposed sites for an intervention: 
#10 Main House, #11 Banya, #12 Bomb Shelter. The concrete textured hatching indicates the 
areas of each building that I will use a casting method to intervene. 
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Building #11 (Banya)

Step 1: Some of the past fragments when recalling Building #11 (Banya). It is not presented to us 
in a linear and organized way and can be triggered by experiences in the present moment. 
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All Steps: Casting process of Building #11 (Banya). Casting impacts how I consider the form 
through its limitations. Based on the requirements of casting plaster (tight seal, no undercuts,  
material cohesion, etc.), the process generated a series of fragments of diff erent moments within 
the Banya. During the bisque fi ring (#4) I had a failed attempt, where the form exploded in the kiln. 
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All Steps: Axonometric showing the building process for Building #11 (Banya). I have placed dif-
ferent fragments of information and experiences on the cast negative (pink clay) to highlight how 
the information infl uenced the geometry  of that particular experience. For example, my father 
having explained the heat defl ector above the stove, and its relationship to the seating, he help 
construct a mental image of his past experience. The resulting form (grey concrete) is impacted 
both by the existing physical space, and the imagined space my father construction for me. 
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Step 2:  A clay negative of Building #11 (Banya). The resulting form was impacted by both the ex-
isting space and how it was interpreted in the moment. Due to the form exploding in the kiln, this 
version model does not have a skylight  (see step 4 on page 52).
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Step 3: Floor plan of Building #11 (Banya). Darker area represents the cast area, and the lighter is 
a potential future intervention. 
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Step 3: A multi-part plaster cast positive of Building #11 (Banya). Casting plaster against the 
negative (pink clay) took 8 separate pours. I reconstructed the space as it was imagined be-
fore. The seams on the outside are hidden, indicating a singular experience, whereas, the interior 
keeps the seams exposed to suggest the diff erent ‘fragments’ that compose the whole experi-
ence (see next image).
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Step 3: A view inside Building #11 (Banya) showing a subtle blend between old and new. The user 
is able to see the seams of the diff erent layers of the construction. This reveals timeline of the dif-
ferent interventions, but it is left to the viewer to try to make those conclusions. The space off ers 
the users a place to perform rituals in a similar way to the ancestors, while the space encourages 
our imagination to fl uctuates between the past, present and the future. 
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Building #10 (Main House)

Step 1: Some of the past fragments when recalling Building #10 (Main House). It is not presented 
to us in a linear and organized way and can be triggered by experiences in the present moment. 
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All Steps: Axonometric showing the building process for Building #10 (Main House) staircase. A 
variety of information has been placed on the cast negative (pink clay) to highlight the infl uences 
of past experiences on the geometry of that particular experience. For example, on my trip to the 
farm on December 27, 2018, there was a light well created by a hole in the roof above the stair-
case. This experience aff ected my reading of the space, how my father remembered it and how I 
will remember it in the future. 
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Step 2:  A clay negative of Building #10 (Main House) staircase. The resulting form was impacted 
by both the existing space and how it was interpreted in the moment. 
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All Steps: Axonometric showing the building process for Building #10 (Main House) entrance. A 
variety of information has been placed on the cast negative (pink clay) to highlight the infl uences 
of past experiences on the geometry of that particular experience. For example, during my trip 
to the farm on December 27, 2018, my father recounted, “there used to be a porch here and a 
cherry tree, and I used to eat cherries off  of; I used to lie in the sun and keep warm. As we walked 
out of the front door he described this moment, which focused my attention to the entrance 
space.
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Step 2:  A clay negative of Building #10 (Main House) entrance. The resulting form was impacted 
by both the existing space and how it was interpreted in the moment. 
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Floor plan of Building #10 (Main House). Darker area represents the cast area (present interpreta-
tion), and the lighter area represents a potential future intervention (step 4: future interpretation). 
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Step 3: A multi-part plaster cast positive of Building #10 (Main House). I cast plaster against the 
negative (pink clay). The space in between the two forms implies a missing form that we must 
construct ourselves to imagine the two interventions together. This speaks both to what was 
preserved and what has been forgotten.
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A detail view of Building #10 (Main House) showing the relationship between the entrance and the 
staircase within the landscape.
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A view of Building #10 (Main House) depicting the threshold between the inside and outside. 
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Steps 1 and 2: Axonometric showing the building process for Building #13 (Bomb Shelter)

Building #13 (Bomb Shelter)
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Step 2:  Building #13 (Bomb Shelter) section showing the existing condition of the space, along 
with a proposed intervention of casting ice into the space. I was not able to enter this space 
because a had a tree grown in the entrance and it impacted my experience. Rather than using 
clay similar to other site interventions, I wanted to capture the ephemerality of the bomb shelter 
memory using a material such as ice.  A memory of the bomb shelter does not exist for me.
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Step 2:  A cast ice negative of Building #13 (Bomb Shelter), which was cast into an interpretive 
model (step 1). 
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Step 2: A melting sequence of  Building #13 (Bomb Shelter) ice negative cast, The diff erent slides 
highlight the slow disappearance of the form as time moves forward. Like our memories, eventu-
ally the form fades completely. I am proposing this intervention on Homestead T53R9 Section 21 
as a way to exemplify the process of loss. Since many of these interventions would take genera-
tions to change, this intervention would take place over a relatively short period of time which 
would highlight the larger intention of the project in a faster way. 
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Step 3: Plaster cast model of the site, showing the relationship between Building #10 (Main 
House), Building #11 (Banya) and Building #13 (Bomb Shelter) in the landscape. As part of the 
project, the spaces in between present a suggestion of the past form and challenge viewers to 
imagine complete form while referencing  their own memories (step 4 future interpretation).

Step 4 (Site Use)
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People will be able to experience Homestead T53R9 

Section 21, performing similar rituals that were done in the 

past. This allows users to move through similar motions 

to ancestors, while constantly being reminded by the 

architecture that we are in the present. 

Diff erent than a historical reconstruction, the ‘memory’ 

reconstruction of these spaces will constantly challenge 

the viewer to consider the evolving nature of memory 

rather than having a fi xed view point of the past. Through 

use, the users will bring their own meaning and draw their 

own conclusions. The goal is to off er a platform for the 

public of this region to reconsider their own relationship to 

the past and encourage a discourse around the topic of a 

fading homestead landscape in Canada. 

Beyond step 1, 2 and 3, Homestead T53R9 Section 21 is 

designed with the intention that it will continually evolve. 

Step 4 is left open ended for the next generation. Future 

interventions can attach to the project as it reaches 

out for new readings of the site. This project develops a 

framework for a connection to the past in the continual 

present moment. People will be able to reconsider and 

reinterpret the site as they see fi t. This site will continue to 

change, similar to our memory. 
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Building #10 (Main House) potential future intervention (step 4). 

Building #10 (Main House) potential future intervention  (step 4).
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Layout of models at thesis defense on March  18, 2019. The lay-
out shows the evolution of the process. 

Chapter 5: Conclusion
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The memory of the 20th century rural west homestead 

is constantly evolving. As it changes from generation to 

generation, I believe that architecture should change as 

well. Referencing three case studies, Masters’ House, Ise 

Grand Shrine and House, A Search for Memory: The Spirit 

of the Canadian Rural West Homestead anchors itself 

within memory. 

Having gone through the experience of this thesis was a 

rewarding process that brought me closer to my ancestors. 

This rural past had always been an abstract idea for me 

since I did not grow up on the farm. I have vivid memories of 

going to the site, and this was the fi rst time that I was able 

to piece together some of those past moments. Having 

the opportunity to contemplate the spaces (both present 

and non-present), impacted my relationship to the site. It 

challenged me to not only to consider what remained, but 

equally what has been lost. I believe that I am not the only 

one from this region who seeks the past beyond Ukrainian 

Village’s interpretation. Homestead T53R9 Section 21 is 

a call to the public with the goal to create an awareness 

of the present state of the rural landscape; encouraging a 

reconnection to the fading  memories we all still have.  

At the core of A Search for Memory: The Spirit of the 

Canadian Rural West Homestead is an emphasis on 

intergenerational memory and the built environment. This 

strategy could be used to address other fading cultural 

landscapes. In a diff erent context, diff erent forms would 

emerge but the design approach would remain the same. 

The design refl ects the people and  their relationship to 

memory and each culture could provoke diff erent results.  
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Transcription of the dialogue between my Dad and I on our trip to family farm, December 27, 2018 
(page 1 of 5). Additional notes have been made to highlight moments of interest, and to indicate 
when we were in diff erent buildings. 

Appendix I
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Transcription of the dialogue between my Dad and I on our trip to family farm, December 27, 2018 
(page 2 of 5). Additional notes have been made to highlight moments of interest, and to indicate 
when we were in diff erent buildings. 
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Transcription of the dialogue between my Dad and I on our trip to family farm, December 27, 2018 
(page 3 of 5). Additional notes have been made to highlight moments of interest, and to indicate 
when we were in diff erent buildings. 
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Transcription of the dialogue between my Dad and I on our trip to family farm, December 27, 2018 
(page 4 of 5). Additional notes have been made to highlight moments of interest, and to indicate 
when we were in diff erent buildings. 
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Transcription of the dialogue between my Dad and I on our trip to family farm, December 27, 2018 
(page 5 of 5). Additional notes have been made to highlight moments of interest, and to indicate 
when we were in diff erent buildings.  
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A memory sketch from my father of the old farm. The drawing was completed without any specif-
ic scale, and includes the information he thought to be important. November 2018. 

Notes taken from a conversation with my father. November 2018.
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Building #10 (Main House): The family stands to pose for a photo, as the laundry drys along the 
fence. Photograph from Kalinowski family archive, 1950.

Building #10 (Main House): An image of my brother using the old well on the family homestead. 
The well still functioned but the main  house a long been abandoned.  Photograph from Kalinow-
ski family archive, 1990.
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