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PREFACE 

This s tudy largely originates from interest in the prob

lems of gender and art hi story among stude nts and re

searchers at the Department of Art Hi story of the Uni

versity of He ls inki in the early 1980s. In 1985 the De

partment of Art History received funding from the Acad

e my of Finland for the first stage of a project entitled 

'Woma n, Art, Hi story' which was organized under the 

supervi sion of Docent Riitta Niku la. Along with thirteen 

other researchers, I was fortunate to become a member 

of the chall enging and inspirin g community that formed 

aro und thi s project. My own research continued with 

fundin g from the Academy of Fin land in the 'Woman , 

Art, Hi story' and 'The Art Hi sto ry of the Unremarkable' 

projects from 1989 to 1992. 

Professor Henrik Lilius, my superi or at the Department 

of Art Hi story, was also the official supervisor of thi s 

di sse rtati on. I mu st express my thanks to him for hi s 

comme nts on my work, and hi s favourab le att itude re

garding my leaves of absence even when the work of 

the Department may have required otherwise. I am es

pec ia l ly indebted to Docent Riitta Nikula. While direct

ing the research projects, she was also a true friend, nev

er fo rgetting the importance of encouragement. I a lso 
benefited from her expert advice on writing in various 

stages of thi s work. By its very ex iste nce, the monitor

ing group of the 'Woman, Art, Hi story' project taught 

me the meaning of accountability in researc h. I wish to 

thank a l I members of thi s gro up for their kind support, 

particul arly its chairperson Professo r Päivi Setälä. 

The manu sc ript was read and commented on by Assi st

ant Professors Eeva Maija Yiljo and Yille Lukkarinen , 

to whom my warmest thanks. 1 must also express my 

gratitude to Professor Emeritus Lars Pettersson, my first 

academic teacher, whose lectures introduced me to the 
world of art hi story and invited me to linger. 

Docent Riitta Konttinen , Kirsi Saa rikangas, Lic. Phil. , 

and Synnöve Malmström, M.A. , my co ll eagues in the 
above proj ects, have provided me with rewarding dis

cussions and many comments in the various stages of 

my work. Our research group operated as a fruitful Fo
rum of discussion for several years. I must also thank 
my dear friend Markus Hiekkane n, Lic. Phil. , for many 

insp iring di scussions. 

In delving into the ex perie nces of wo men architects, I 

have ofte n had to rely on the aid of the ir survi ving rela-

ti ves . My deepest thanks go to Helmiriitta Honkanen and 

Johanna Alanen for parting the ve il of the past, and for 

their kind encouragement. I also wish to thank Profes

sors Johan and Kri stian Gu llichsen for the ir assistance , 

and Professor Juhani Pallasmaa fo r inspiring discuss ions 
and hi s interest in my work. 

Thi s study could not have been fini shed without the as

s istance and ex perti se of a number of archives and li

braries both in Finland and abroad. The Museum of Finn

ish Architecture was of primary importance, and I wi sh 

to thank its staff for their aid , espec ially Pentti Heleni

us, head of the museum 's library, and curators Erkki 

Yanhakoski and E lina Standertskjöld . Alvar Aalto Ar

chitects Ltd. and the drawing office of Artek Oy showed 
kind interest in my work . Yaluable as s istance was a lso 

provided by the American Institute of Arch itec ts. 

Thi s research was made possible by grants from the Re

search Council for the Humanities of the Academy of 

Fin land. 1 also received a grant from the Finn ish Con

cordia Association to partly cover the costs of transla

tion. The Finnish Antiquarian Soc iety kind ly accepted 

my manusc ript for publicat ion in its estee med series. 

Through various stages of my work I have received di

rect assistance from the following persons, whom I wish 

to thank. In Estonia, the art-historian Liivi Künnapu and 

drama critic Koidul a Soosalu aided my studies in local 

archives. My friend Cami ll a Ah lström-Taavitsa inen , 

M.A. , was of great assistance to me in Noormarkku , and 

Leena Sälejoki-Hiekkanen, M.A. , an old fri end of many 

years standing, helped in preparing the tables publi shed 

in thi s book. 

1 also wish to thank Les lie Hyde for checking and he lp

ing rev ise the text. My debt to Jüri Kokkonen , M.A., who 

translated the manuscript into English, is by far the great

est. As my husband , he has supported me over the years, 

and has always been my very first critic. It is especi all y 

to him, my sons Leo and Johannes , and my father He lge 

Suominen that I dedicate this book. 

Renja Suominen-Kokkonen 

He ls inki 

On the feast day of St Thec la of lconium, 

the First woman martyr 

24 September 1992 
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1. Architecture students training in 1913. From the left: Sylvi Nyyssönen, Salme Setälä, Elsi Borg, 
and Elli Ruuth. SRM. 



1. INTRODUCTION 

l. l. Women as Architects 

' As long as we li ve in houses designed, built and furni shed sole
ly by men, housewives and others responsible for the home must 
use impracti ca ll y designed kitchens and laundri es, long basement 
corridors, sheds and outbui ldings . By designing and buil ding dwel
lings, women as architec ts and in other areas of the buil ding trade 
could operate independently and even make a good income. Tech
ni ca l education shou ld be made more popular among women than 
at present. ' 
Mandi Hannula, woman member of the Finni sh Parliament, 1930.' 

As late as the 1930s, wo men architects were uncommon 

in Finl and . They were not, however, an entire ly new phe
nomenon, and were more numerous than in many other 
countri es. Finni sh women had studied archi tecture since 
the 1880s , a time of social 'awakening ' fo r wo men in 
many areas of society. One of the main concerns of the 
earl y women's movement was educati on. Co-educational 
secondary schools fo unded in the 1880s li fted many of 
the fo rmer restri cti ons on girl s completing the matri cu
lati on examination. The curri cul a of these schools, how

ever, stressed languages, with co rrespondingly less em
phasis on sc ience or practical subjects.2 Despite progress, 
bas ic education had not wide ly encouraged women to 
enter new occupations or fi elds. 
The emancipato ry aims of the women's movement 
centred on educating the daughte rs of the middle class 
and increas ing the overall influence of women in soc ie
ty. T hi s encouraged some women to choose occupati ons 

and profess ions that completely differed fro m earlier tra
diti on. When the Polytechni c Institute of Helsinki was 
o rgani zed in l 879, its fi rst women students were admit

ted on a supe rnumerary basis. 3 They were, however, 
mainl y in terested in the modelling and des ign classes 
taught by the sculptor Carl Eneas Sj östrand . 
The fi rst F inni sh woman to fo ll ow lectures and classes 
in architec tu re was Alma Jörgensen, who later worked 
fo r the Board of Public Works and Buildings. 4 Signe 
Hornborg, who studied between 1887 and 1890, was in 
turn the first to actuall y participate in the architec tu ra l 
curri culum . She was foll owed by a number of other pi 
oneering women, who still studi ed on a spec ial super
numerary bas is. By the end of the century, six women 
had graduated as architec ts, and in the earl y l 900s thi s 
small gro up began to grow. 
Typical of these earl y wo men architec ts were not onl y 
their uncommon choices of occupations but a lso their 

careers, often as independent pro fess ionals. T hey had 
trained fo r a full-time profess ion, and some managed to 
fo llow thi s course even after marri age. Although these 

women were an interesting phenomenon in the archi tec
ture of the ir time, there has been li tt le research concern
ing them. 
By the turn of the century , architecture and the build
ing industry in general had unde rgone signi fica nt chang-

es. ew educationa l schemes now permitted indi vidu
als other than act ual archi tects to des ign buildings. In 
these years, c ivil engineers and master-builders had been 
responsible fo r a much !arger vo lume of building design 
and constructi on than archi tects. T his refl ected on the 
profess ional image of architects,5 who tri ed to di stingui sh 
themselves from competing groups. Distinctions fo l
lowed educati onal d iffe rences and the ir resulting soc ia l 
statu s. For many years, women archi tects were few in 
number, but their gende r clearl y set them apart from all 
othe r groups in buil d ing des ign and pl anning.6 

Thi s study is partly concerned with quantitat ive aspects 
of women as architects: their num bers in relati on to men 
and other women in technica l tra ining; women gradu
ates vs. those who in terrupted the ir studies; the increase 
of women students in relati on to the overall increase o f 

students of architecture; and the entry of wo men into 
educati onal institutions as groups. All these aspects were 
of importance fo r later profess iona l work. 
However, a pure ly quantitat ive rev iew would be mislead
ingly free of problems, and miss the core issues of wom
en work ing as archi tects. Acco rd ingly, I am not con
cerned with just fillin g in the blanks of art hi story, i.e. 
those areas where women have been ignored. I shall also 
try to address the re lati onships between femininity and 
the architect's profess ion. The parti cipation of individ
uals and groups in soc ial li fe is often viewed so lely in 

terms of what can be ac hieved, its concrete manifes ta
ti ons, the ' opening of doors', and the no tion of access 
into a fi eld . These considerations eas ily obscure equa l

ly important qualitative fac tors; entry alone does no t 
so lve the problems of di scrimination. 
In technical educati on in general, and at its higher leve l 
in parti cul ar, there were spec ific areas with a higher 
probability of women entrants. T his raises the question 
of the nature and poss ible causes of thi s fo rm of segre
gati on. His tori ca ll y, and even today, techno logy and 
technical fi e lds are readil y seen as an exc lusively male 
area, where a gender-based di vision of labour and tas ks 
is ev ident at all levels.7 In the earl y Finn ish contex t, thi s 

form of seg regati on meant that in appl ying for techni
cal educati on at the Polytechnic Inst itute in Helsinki, 
most women enro ll ed at the departments of architec tu re 
o r chemistry. 

Attitudes and reaction s to wo men in training and pro
fessional work largely revo lve around the concept of re
ception. How did women see the ir own pos ition in the 
tra ining system, and did the ir views rema in the same 
when they entered wo rking life? The li fting of res tri c
ti ons d id no t necessaril y open up opportuni ties for 
achievements. Social organi zati ons and institutions are 
hierarchica ll y o rde red systems, and the soc ial prax is of 
profess ionals c losely fo llows the ir own idea of the im
portance of the ir wo rk . The infor mat ion and know ledge 
implied in a profess iona l identity refer back to the pro
fess ion's structures, organi zation, and members.8 

In di scussing the effects of the hierarchica l prax is of or
ganizations and institutions, we must especiall y bear in 
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mind a fundamental effect of educational systern s, which 
Pierre Bourdieu ca ll s the ' rnanipul ati on of aims' .9 

Schools provide information on things and techniques , 
but they also di stribu te degrees and ri ghts, and conse
quentl y lay dow n aims. A un ifo rm and hierarchica ll y 
ordered sys tem of educati on ensures a balance between 
aims and opportuni ties. We must ask if education gives 
students a co llec tive sense of so lidarity. Bourdieu uses 
hi s concept of 'c lasses' in describing the ways social di s
tinctions are generated. The question of di stinction in
evitably expands and becomes more complex when the 
perspec ti ve of gender is introduced . The conditions by 
which an indi vidual is recognized as qualified, and so
c ially accepted, may fo llow subtle r di visions along the 
lines of gender than of class . Legitimized education did 
not yet give women a place in the centra l areas of art. 
Socia li zati on into a group will partly requi re the initi
ate to learn to avo id 'other' groups, depending on their 
background , views, race, reli gion, or gender. The pro
cesses of creating social di stinctions are learned in sub
tl e ways; differences are not necessarily di splayed overt
ly, but di stinctions and the ir related problems will indi
cate relati ons of power even within seemingly uniform 
organizations. The learning process includes the creation 
of normative frames of reference, conta ining elements 
of the profess ional ethi c and its ideal s, i.e. the methods, 
results, and techniques regarded as ideal. These norma
ti ve references are associated with soc ial values and cul 
tu ral norms. In hi s study on Kuhn ' s paradigm theory and 
the arts, S imo Sääte lä underlines the importance of 's i
lent knowledge' in the praxis of research. According to 
Kuhn , thi s non-propositi onal knowledge is ne ither sub
consc ious nor irra ti onal. lt can be learned, utili zed and 
di sseminated, but it cannot be ex pressed in language. 10 

The architect's profess ion, like many others, implies an 
ideologica l structure of masc ulinity and fe mininity, de
finin g the everyday work of male and fe male architects 
into private and public areas. 11 Thi s ideology re inforced 
rnodels in which wornen, des pite their ' man' s role ' and 
competence, were continuall y forced to arti culate their 
own roles in di ffe rent ways than their male co lleag ues, 
and direct them in to other areas. The present study will 
attempt to in vest igate these problems. 
Sex ual diffe rences are centra l to a di scussion of ho w 
women identified with the architect 's role, and how the 
experience of fe mininity was accomrnodated to the pro
fess ional ego. In describing identification, we must keep 
in mind that since it is not always coterminous with iden
tity, problems will easily ari se from simplified views of 
the category of 'woman' (and equall y of ' man') Sexual 
difference has been desc ribed as based on binary oppo
sitions, in which the re lati onship between male and fe 
male is comprehended in hi erarchica l terms. 12 

Psychoanalytical feminist theori es rnaintain that sexuality 
and sex ual identity res ide at a ' deep ' level, inex tricable 
from corporality, although they cannot be directly equat
ed with the bi ology of the human body. 13 Women were 
clearl y de fined as ' non-men' in male-dominated areas, 
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and they were not the 'same' as other women. Every
thing has been ass umed tobe the same in each category 
(male/ fe male) , and accordingly, the di fferences within 
each category are suppressed. l t is the refore essenti a l to 
underline not only diffe rences between the sexes but also 
the way these diffe rences serve to reproduce further di f
ferences within gender groups. In the cultu ral fo rrnation 
and shaping of gender, a difference is susta ined between 
the biologica l (sex) and the social (gender). 14 The Amer
ican hi stori an Joan W. Scott maintains that the study of 
women 's li ved experi ences and identity requires a di s
cuss ion of the use of gen der as an analyti cal catego ry . 15 

The ac ti vities of women architects in a masc uline inst i
tuti onal fi e ld constitute one area of the problems con
sidered . Another di stinc t area outlined in my study cov
ers the experiences o f individual women in systems that 
often di scriminated aga in st them and dec lared them in
competent. The male domination of soc ieti es, a gender
based asy mrnetry, has become a uni versa l fac t of soc ial 
li fe. However, this 'otherness ' of women can mean dif
ferent things in di ffe rent pl aces. A study of problems as
sociated with sexual differences (such as the dichotomies 
of public and private in the social roles of men and wom
en) permits a closer view of the factors that uni versa ll y 
made women lhe 'second sex' . 16 

Women had to build a world of the ir own according to 
a dominating masculine model. Hence, in thi s process, 
they could not have the same opportuniti es for express
ing themselves as men did. Wornanhood has been un
derstood as an ascribed social status: 'woman was seen 
as "natu rally" what she is' . ln groups, men are identi
fied in the ir separate rot es, and are ranked through the 
hierachy of ac hievements. 17 In social anth ropo logy, Ed
win Ardener's studies have foc used on the soc ial di ffe r
entiation of men and women. He has deve loped a theory 
of ' mute groups', whereby a soc iety can be dominated 
by a model sole ly created by its leading group. Subor
dinate groups may thus be fo rced to sup press the arti c
ul ation of their own alternat ive models. In such a situa
ti on, they will structure their world according to the mod
els of the dominating group , and make their own mod
els corres pond as much as poss ible to them. These 
groups, however, may have great diffi culti es in arti cu
lating themselves through the idioms of the dorninating 
group , and they may remain silent espec iall y in matters 
that have c lose bearing on them. 
Although Ardener cl aims that there are many mute 
groups o f thi s kind in soc iety, women are nevertheless 
'a prominent example of muting: one that has c lear po
litical, biolog ical, and soc ial symbols'. According to him, 
it has been difficult to accept the way in which women 
produce social models, since ' women will not necessaril y 
provide a model fo r soc iety as a unit that will conta in 
both men and themselves.' 18 

Studies on the psychosex ual and social bases of gender 
differences mentioned above provided irnportant back
ground in fo rmation fo r my di scuss ion on Finnish wom
en in architecture, and on the intersti ce between a pro-



fess ional role and the fac t of being a woman, where 
women could not unequi vocall y belong to e ither state. 

1.2. Problems of Architectural Research 

The study of architecture and its hi story as a discipline 

present a dichotomy of perspectives. There are broad ly 
speaking two main approac hes: an emphas is on the sc i
entifi c and technological study of the economic and tech
nica l conditi ons for building; and the perspective of the 

human sciences, either wi th emphas is on soc ial or psy
cholog ical phenomena, or through defining architecture 
as art. These approaches are usuall y fo llowed by schol
ars with s imilarly differing ed ucational backgrounds, 
which means that their epistemology will necessarily dif
fer. 19 

Thi s Situation, often appearing as contradi ctory, is 

brought about by archi tecture itself, which requires both 
artistic and technologica l praxis. In Finland, the hi story 
of architecture has mos tl y been studied in the sphere of 

art hi story. Thi s discipline has maintained a further di
chotomy between the visual arts and architecture, even 
though we could expec t an ' interd isc iplinary' approach 
to be natural in thi s area. 20 

Marv in Trachtenberg has observed that over the past few 
decades, archi tectural hi sto ry as a humani sti c di sc ipline 
has approached a wide range of themes and interes ts, 
largely because of the extent and scope of the field it
se lf. Thi s has led to a situation where various catego
ries have begun to overlap , intermingle, and coalesce into 
broadly similar methods . I would di sagree with Trachten
berg in hi s views of how research relates to architects 

as authors of architecture . Trachtenberg rn aintains that 
the hi story of architecture has always been interested in 
the processes whereby arc hitects achieve and develop 
their skill s, in the social and economic conditions of their 
activ ity, andin other questions directly related to archi
tecture as a profession.21 Studies of architecture as a hi s
tory of these processes are in fact very rare, and almost 
all of them have appeared onl y in the past two decades. 
Following the division of studied materi als, the hi story 
of architecture has relied on two fundamental perspec
ti ves. First of all, works of architecture have been ap
proached as ' objects', with a building as a unity defined 
by the boundaries of its phys ical existence. This perspec
tive ass umes that the unity of the building is an imme
diate and homogeneous coherency. On the other hand , 
the profess ional ac ti vities of architects have not been 
viewed as a cultural system also responsible for creat
ing mean ings, but , as pointed out by Dernetri Porphyri
os , as a process where the architect is the 'creator of the 

object'. Accordingly, the ' object' is seen as the projec
tion of the architect ' s express ion, and research has con
centra ted on finding the hidden intenti ons of this 'au
thor' .22 Training and its historical development, the struc
ture of the profession, and its soc ial status have remained 

secondary themes of interest.23 

By foc using on the ' objects' of art, research has rein 
fo rced their possible sernanti c values in its search for 
forgotte n influences . lt has readily fo rmali zed the inter
nal log ic of 'objects' as princ iples, as they in turn can 
once more be focused to the 'architect/author ' .24 In thi s 
perspective, the 'author' (arti st or architect) has been 
approached th rough sirnplified concepts, although we are 

dealing with a complex process of interaction between 
the ' author ' and the ' text ', both of which are simulta

neously rnoulded by soc ia l production and social recep
ti on. 

In What is an Author? Michel Foucault treats the con
cept of 'author ' in a diffe rent way .25 First of all, he ques
tions the idea of a work/work of art , and asks whether 
everything produced by an 'author' /artist is part of hi s 
or her work. There is no theory of works in thi s sense, 
and the question rnu st remain open. Foucault especi all y 
stresses problems concerning the name of the ' author'/ 
arti st. He argues that thi s name is in many ways func
tional, and, unlike proper names, it operates as a means 

of classification characterizing situations of di scourse in 
soc iety and containing ex tra-textua l in fo rmation on the 
person to whom the narne refers. 

' The proper na me and the author' s na me are silllated between the 
two poles of description and designation: they must have a ... ~ 
c ific link . . . [The] links between the proper name and the indi vid
ual named, and between the author's name and what it names, are 
not isomorphic and do not function in the same way .' 26 

The mos t interesting aspect of thi s approach is that it 
reveals the difficulty of accurately deduc ing what or who 
the 'author' in fact is. The personality of the ' author ' is 
constructed frorn characterizations taken to be rel evant 
in a defi nite hi sto rical-theo retica l discourse .27 Foucault 

question s the concept of author as a determinate and 
fixed source of works of art and their meanings, i.e. as 

a uni for m, monolithic entity. 'The au thor does not pre
cede the works; he is a certa in functional principle by 
which, in our culture, one limits, excl udes, and choos
es' _2s 

In recent years, certai n areas of architectural study have 
tried to di stance thernselves from ' architectural hi story' 
with its emphasis on the aesthetic , and have begun to 
focus on the ' hi story of building' with its broader view 
of the underlying soc io-economi c basis. 29 Thi s view 
mainta ins that the soc ial in stitutions behind the 
production of art exert a wide influence. These are not 
onl y schools, in stitutes of learn ing, systems of ad mi
ni stration and legislation, or the codes of professions, but 
also the authorities and bodies responsible for the recep
tion and evaluation of art. 
S ince all art can be regarded as co ll ective ly produced, 
the irnportance of an artist' s indi viduality and the con

ditions under which bi s or her works are created can also 
be seen as dependent on the structures and institutions 
of art istic practice. The study of arc hitecture opens in

teresting perspectives on the co ll ecti ve backg round of 
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works: how the 'object' itself is influenced by techno
logy and the conditions necessary for building. A named 
artist (architect) does not influence thi s process to the 
degree suggested by our idea of an artist-genius ; a great 
number of others are invo lved at many different levels. 30 

In hi s studies on the mechanisms underlying the social 
production of art, Pierre Bourdieu has outlined a theory 
of the ' field of art ' as an area where individuals andin
stitutions compete over the same goals and rewards. lt 
is dominated by those who possess the greatest amount 
of 'special capital' and whose interests require conser
vative strategies aimed against those who have only a 
small amount of this capital at their disposal. The latter 
are usually newcomers, who in turn try to implement rev
olutionary strategies .31 In this study, I shall attempt to 
follow Bourdieu 's model with an emphasis on gender 
rather than class. 
Bourdieu 's definition of 'creative work' leads to prob
lems , especially in the study of architecture.32 Architec
ture is not only artistic creativity but also bound to leg
islation and the direct needs of society much more than 
other arts. Architects have not been professionally 'free' 
or autonomous in the same sense as artists, and we must 
therefore take into account the specific history and de
velopment of thi s profession. In studying women archi
tects and their careers and experiences , it is also neces
sary to review the broader framework of professionali
zation. 33 

By the 197Os, sociological studies of professions had 
largely rejected the idea of their development as a kind 
of natural hi story , which implied the concept of a 'fully 
developed ' profession. In the 1960s this functionali st 
paradigm began make way for a neo-Weberian 'critical 
study of professions', rejecting the concept of an idea l 
type of profession and redefining 'profession' as an oc
cupational monopoly created almost solely by the group 
concerned. One of the cornerstones of the new paradigm 
was the theory of social exclusion, which maintained that 
the right to practise in a profession and to recei ve its so
cial rewards was readily restricted to those who had un
dergone speciali st training, passed the required exami
nations , and obtained the necessary degrees. 34 

Recent studies on the emergence of modern profess ions 
have focused on a broader range of problems rel at ing 
to society itself. In Finland, the sociologi st Esa Kont
tinen has outlined the forms of macrostructures in the 
bonds between soc iety and the modernization of profes
sions. Konttinen has rejected an earlier approach where
by British and American developments were directly pro
jected onto the European context, which was more close
ly dependent on the state and its bureaucratic apparatus. 35 

With reference to the above studies on the field of pro
fessions as a whole, this study focuses on training, com
petition, and organization in the development of the ar
chitectural profession, outlining a situation in which 
women found their place in a traditionally male area. 
There have been few Finnish studies in architecture 
along these lines, although many researchers have recent-
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ly touched upon themes related to these problems. Eeva 
Maija Viljo ' s and Pekka Korvenmaa's studies have 
pointed to the various links between architects and so
ciety. 36 In his study on Gustaf Nyström, Ville Lukkarinen 
discussed important models implicit in the teaching of 
architecture. 37 Ritva Wäre 's analyses of architectural 
writings have outlined the profession 's own contributions 
to definitions of Finnish architecture. 38 These studies, 
however, have mainly focused on aspects other than the 
architectural profess ion p er se, and l have utilized them 
only in certain respects. 

1.3. Art History and the Invisibility of 
Women 

Art history necessaril y touches upon two divergent areas 
of values - the aesthetic and the historical. 39 Aesthetic 
codes and conventions imply ideological views of art, 
but do not mirror reality ; they are 'more like a broken 
mirror, refracting and distorting this representation .' 40 

All products of culture contain and express meanings that 
were not envi sioned or intended by the ir makers . From 
this follows that art ('text') contains and conjoins nu
merous , possibly contradictory, voices, and we must also 
investigate the silences of a text. 41 The historical past is 
the researcher ' s construct, and in studying women we 
must bear in mind that the discipline of history should 
not base its questions on its sources alone.42 

In proceeding from the decentralization of art, and in 
' levelling ' the themes of study to include other subjects 
than 'great achievements' alone, the range of works 
classed as art and of authors than can be regarded as art
ists will necessarily expand. In her article 1s Art Histo
ry? from 1977 Svetlana Alpers emphasized that these 
approaches provide alternatives to the dominating model 
developed by earl ier generations of art hi storians. 43 Al
pers did not limit her discussion to expanding the defi
nitions of art and artists, but also took up the question 
of beliefs inherent in art history. ' As scholars , art his
torian s all too often see themselves as being in pursuit 
of knowledge without recognizing how they themselves 
are the makers of that knowledge. ' In a later connection, 
Alpers stresses that 'the study of art is an empirical, hi s
torical, and inevitably an ideological , rather than a the
oretical, pursuit. ' 44 

The interpretations of researchers are inevitably prob
lematic in any attempt to evaluate the objectivity of art 
hi story. The claims of the discipline have always con
tained a great degree of evaluation and judgement con
cerning the subjects of study. This has been part of a 
consensus implied in the praxis of the discipline.45 De
spite thi s, there is no ahistorical Standard for assess ing 
the claims put forth by the discipline or for measuring 
the relative significance of artists. Even ' aesthetic ex
perience' is a cultural, and not a natural , category . lt is 



also dependent on know ledge, refl ecti on, and in terests.46 

We must recogni ze a diffe rence betwee n a wo rk of art 
as such and how it has been described in the hi story of 
art . lt is necessary to di stingui sh between the mecha
ni sms produc ing meanings in the works of art themselves 
and those produc ing the ir interpretati ons. Thi s makes it 
poss ible to di scuss the ex te nt to which hi stori cal, c ul
tu ra l and ideo log ical views and be li efs concerning art 
and arti sts have influenced the identificati on of mean

ing in art. 47 ' Like re presentationa l art , art hi story, too, 
is a fo rm of representati on; for as such pain tings repre
sent the world , so the texts of the art hi stori an represent 

art wo rks . And just as there are different truthful ways 
of representing the world , so there is more than one cor
rect way of re presenting an art work. ' ➔ 8 Carri er goes on 

to ask: ' How is the truth of an art hi stori an' s c laims to 
be fa irl y eva luated [and] where is the ne utra l po int from 
which to evaluate competing claims?' 49 

Femini st c ri tiques of art hi story have often evo lved out 
of re-evaluati ons of sc ientifi c knowledge from complete
ly di ffere nt pe rspecti ves, in areas such as psychoanaly
sis, semi oti cs, structurali sm, and the soc iology of sci
ence.50 There are, however, clear differences between 
these evaluati ons and the ' problems' of fe mini st art hi s
to ry51, as the fo rmer contain the analytical categori es of 
cl ass and race, but omit gender. The differences of gen
der implied in concepts such as 'art' and ' arti st ' be long 

to the cultura l myths and ideo log ies o f art hi story, and 
other di sc iplines. ' They contribute to the wider contex t 
of soc ia l definiti ons of masc ulinity and fe mininity and 
thus parti cipate at the ideo log ical level in re produc ing 
the hi e rarchy between the sexes.' 52 

Femini st critiques of ' normal' art hi story have revolved 
around problems such as the idea l of the artist-genius, 
the indi vidual nature of creati v ity, and the autonomy of 

the object. They have questioned the catego ri zations of 
the di sc ipline: the inner hi erarchy of art; assumedl y prob
lem-free perception; and the definiti on of ' good art ' with 

its requireme nt of innovati on, also implicit in eva luation. 
The Ameri can art-hi stori an Linda Noc hlin 's article Why 
Have There Been No C reat Women Artists ?53 was one 
of the first di scussions o f fe minist themes and pro blems 
in art hi sto ry. Nochlin pl aced the question of he r rubri c 
in the perspecti ve of soc ia l and institutiona l power fo r 
stud ying the spec ific conditi ons for producing art. In her 
di scuss ion on arti stic ac ti vity in general, Noc hlin saw 
'great art ' and arti st-geniu ses in re lat ion to the soc ia l 
conditions of prod ucing art. She does not ques ti on the 
hi storical and cultural bases of these de finiti ons, although 
her arti cle spec ificall y refers to the di sc ipline's ' unac
know ledged va lue systems' _5-1 

The ' in visibility' of women in the hi story of art was con
ceptua ll y approached fo r the First time in a work by 
Roszika Parker and Gri selda Po l lock fro m 198 1.55 These 
autho rs did not w ish to re write women into the hi story 
of art , no r to graft them onto the body of the di scipline. 
They observed that women have a lways parti c ipated in 
produc ing art , but our own culture ceased to recognize 

thi s fact after the late 19th century. Parker and Pol lock 
fee l that there should be a greater foc us on why the meth
ods and categories of art hi story served to construct the 
hi story of the art of a pa rticular ideo logy, 'an exc lusive 
record of masc uline achievements'. Their study revea ls 
that even in cases where wome n we re fo rgo tte n o r de
sc ribed in negati ve term s, be li efs , preconceptions, and 
s il ences concerning wo men shaped the art-histori ca l con
cepts of ' art ' and ' arti st ' in c ruc ia l ways. 

In Finland , wo rks by women architec ts were mostl y ig
nored by contemporary criti cs , and they are almost com
plete ly absent fro m hi stori es of art. 56 Thi s clearly refl ects 

the inherent concepts and one-dime nsiona lity o f both 
criti c ism and later research. More importa nt than these 
po ints is a di scuss ion of the soc ial and hi sto ri cal situa
tions to which these women had to adapt. A lso required 
is an eva luation of the vie ws according to which the ir 
works were cl assed less arti sti c than those by men. Not 
far in the backgro und of these v iews are the concepts 

maintained by society concerning women and fe mininity. 
Operating in the fi e lds of techno logy and industr ia l pro
duction required ti es with both po litica l and economic 

power. Fo r women , the ir lega l pos iti on a lone pl aced 
them outside these fie lds. 
Gri selda Po llack and Li sa Tickner have analysed the 

ideo logical aspects of art hi story as a di sc ipline with ref
ere nce to the hi storica l nature of de finiti ons of art , fe m
ininity, and masculinity .57 Their analyses conce ntrate on 
women as producers of art and outline the probl ems of 
' woman' as a category by investigating its hi stori ca l ba
sis and development . The main tasks of the ir critique are 
a theoretical outline and hi stori cal analys is of sexua l di f
fe rence. ' Di ffe rence is not essenti al , but understood as 
a soc ia l structure whi ch pos itions male and fe male peo
ple asy mmetri ca ll y in relati on to language, to social and 

economic power, and to meaning. ' 58 

Po ll ock and Tickner view art as a series of representa
ti ona l practi ces , and the study of art hi story as produc
ing and acti vely upholding rn eanings re lat ing to sex ua l 
differences , arnong other subjects. Pollock po ints out that 
the study of wome n as producers of art requires a re
j ec ti on of traditiona l eva luating criti cism .59 Ti ckner, on 
the other hand, is ac ute ly aware of the problems of wri t
ing, language, and ' images' in analyses of art works . 
' Images and words' are not identi ca l; observing and ver
bali zing art are cultura ll y determined acts.60 The ideo logy 
of art history creates myths of artist-geniuses, and the 
prac tices of art hi story and art itsel f have created , and 
continue to create, re la ti ons of gender and powe r. 61 

Po llock also addresses the ques tion of how wo men can 
speak or ex press themse lves in a culture definin g the 
fe minine as a 's il enced other' .62 Pollock's and Tickne r's 
wri tings seek answers to thi s question through the For
mation of the fe minine subject. Women are sociall y con
structed as fe males, which is recognized in language, but 
the process of constructi on also 'fastens and builds upon 
anatomica l realities .' ' One is both born and constructed 
as a woman' .63 
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1.4. Starling Points of thi s Study 

Thi s study is concerned with expanding the definiti ons 
of art and arti sts as subjects of research. The invi sibili
ty of women in art hi story, e .g. as producers of archi
tec ture, has led to the omi ss ion of whole areas and their 
spec ific praxes from research. This study will attempt 
to outline some of these areas. A broader review brings 
to light new 'authentic' subjects, fo rc ing the researcher 
to examine and define hi s or her own place, and not only 
hi s or her inte rpretations. 
The ontological plausibility of hi storical research has 
always revolved around the question of whether the hi s
tori an prov ides a correct image of people. Hypotheses 
are not constructed from sources alone, fo r Facts are nev
er pure, universal or genderl ess. They, too, are based on 
hypotheses. 64 Gender has a lways been inherent in the 
writing of art hi story , its di scourses, and claims. Even 
an art-hi stori cal eva luation or interpretation requires a 
definite viewpoint, which is inextricable from the sub
ject concerned. Observations, experi ence and the ways 
they are recorded use the medium of language, and thus 
cannot be separated from each other. In observations and 
ex peri ences of art , the main ontological problems cen
tre on the di fficulties of verbali zati on. 
Phenomena are interpreted with concepts, which in them
se lves are opaque and cannot be unequivocall y reduced 
to the situati ons interpreted through them. In scientific 
discourse, concepts are used in the manner of metaphor, 
with scientifi c metaphors defining simil ariti es. But even 
metaphors are not neutral ; those of masculinity and fem
ininity are readily used in both the sciences and the arts.65 

Research is generall y seen as proceeding from a defini
ti on of problems and hypotheses. But even problems are 
a result of study; prior knowledge is required in defin
ing, recognizing, and comprehending them.66 Studying 
women in art hi story from untraditi onal pe rspectives 
brings to light problems inherent in sc ientific knowledge 
and in seeking and creating new knowl edge. By focu s
ing on the work of women as des igners, thi s study will 
attempt to outline the ' other of the di sc ipline ' 67, a d if
ferent picture of Finnish architecture and its background , 
as both art and an area of soc ial responsibility . 
Tn studying 'women' in archi tecture I approach them as 
a category, in which they are both born and culturally 
constructed as women. 68 But women a lso differ from 
each other, beg inning with di fferences generated on the 
planes of time and place . Diffe rences also emerge at a 
pure ly personal level in the development of the individ
ual, thus pointing to the stratified formation of the sub
ject. Psychoanalytical theory main ta ins that in order to 
sustain a separate identity an indi vidual will try to de
fine himself or herself as a ' non-other' , impl ying here a 
separation of identi ty and identificati on. The latter means 
a co rrespondence wi th the 'other' , and at the same a 
threat to the formation of one ' s own subject.69 

Femini st philosophers who have ap proac hed sexual di f
fere nce and the pl ace of women in psychoanalysis - es -
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pec ia ll y Luce lrigaray - c la im that the cultu ral system 
of our society allows onl y one sex and that ' onl y mas
culine sexuality is recogni zed as a source of signifi ca
tion' . Woman, in turn , has become defined 'as the nec
essary other, the sign fo r the "feminine".' Women have 
thus been vi ewed hori zonta ll y and quantitati vely, as if 
all women were the 'same'. By stress ing the importance 
of the fe male body (though not so le ly as a bio logica l 
phenomenon), Irigaray underlines the mother-daughter 
relati onship . ' The revolt of women, mothers and daugh
ters united as women, works fo r the end of the kingdom 
of fa ther'. The aim here is to view the re lationships be
tween women ' verti cally' and qualitati vely, and to di s
cuss the variety of 'sameness ' . 70 

lt is in the sphere of these pro blems that l intend to re
view the architect women se lec ted fo r thi s study . They 
were both within the world o f architec ture and outside 
it, as non-males in a male-de fined culture. They can be 
viewed as a ki nd of group , although the ir designs as such 
do not express any gender-bound visual ideology. This 
is because they had something in common in a definite 
hi storical, cul tural and soc ia l situation, which generat
ed and structured a concept of sex ual di fference. I shall 
a lso di scuss the aims of these women in an area that 
clearly set them apart from the standard socia l alterna
tives open to women , and how thi s fi eld , where they 
could be ' potential men', reacted to them. These levels 
may have generated the tensions which drove women 
into a zone of conflicting identifi cati on.71 

Thi s study reviews women architec ts from the perspec
ti ves of education , practical work and its experiences of 
femininity, and the place of women in the fi eld of ar
chitecture. The sys tem of techni cal tra ining and teach
ing is viewed in re lation to the ideo logica l framework 
of contemporary aesthetics and the functi oning of insti 
tutions. This has direct links with the emergence and fo r
mati on of profess ional prax is and its hierarchies. By re
constructing the process of des ign work by women it is 
possible to outline their di ffe rent ro les . In thi s connec
ti on, I shall also focus on the structure of knowledge and 
the architectural di scourse in which these women fo und 
the ir place. 
My review of architec tural training is chronologically 
limited to what has been ca lled its development stage: 
from the founding of the Polytechnic Institute in Hel
sinki (where the first women began the ir studies) to the 
first decade of the Helsin ki University of Technology. 
In thi s period, from l 879 to 19 17, there were onl y two 
professo rs of architecture in the whole country: Frans 
Anatolius Sjöström and hi s successor, Carl Gustaf Ny
ström. Almost all of Finl and 's best-known architects of 
the earl y 20th century graduated under Nyström . As 
training is generall y regarded as an initiati on stage dur
ing whi ch profess ional roles and identiti es are shaped,72 

the above chronological limits are re levant to the wom
en of thi s study: they were all Nyström's pupils. The hi s
tory of architectural training fo r Finnish women is com
pared especially with the United States . Developments 



2. Warnen architects and 
architecture students at a 
masquerade on the eve of 
Salme Setälä 's marriage, 
19 / 9. S RM 

in Scandinavia did not correspond to the ' frontier ' roles 
of Finland and the United States. In both these countries, 
women entered technical training at an early stage and 
women graduates in these fields worked in a variety of 
tasks. 
The review of practical des ign work by women di scusses 
the different aspects of thi s work, the mani fes tations of 
the ir profess ional competence, and pure ly individual dif
fe rences. In my selection of women architects and the ir 
works I have tried to take into account both typical and 
inte rsecting features. In art-historical studies, Wivi Lönn 
has been discussed more than many other women. Here, 
I sha ll focus on Lönn 's skill s in designing spaces, and 
the influence of her gender on the reception of her works. 
Contemporary criticism of Armas Lindgren's and Wivi 
Lönn 's joint competiti on entries revea ls the limited per
spectives of architecture and its discourse at the time. 
Salme Setälä's career as an arc hitect in government 
service contained features typica l of both men and wom
en. lt also points to conflicts between her experi ence of 
femininity and her work as an architect. Setälä's liter
ary works give the analyses added dimensions, as aper
sonal account of her experiences and as an independent 

area of her arti stic output. 
The marriage of the architects Aino Marsio-Aalto and 
Alvar Aalto and views of the ir collaboration contain 
many mythical elements. Aino Marsio-Aalto's marriage 
pl aced her work as a des igner in a context different to 
that of other women in her field . In thi s study, a rev iew 
of her independent achievements at the Artek firm and 
the ways they emerged in the Villa Mairea project, joint
ly designed by the couple, outlines the scope of her pro
fess ional competence and designing skill s. 
The final section contains an analysis of the ways in 
which women found their place as arti sts in the fi e ld of 
architecture , and the relationship of their fem ininity with 
the role models of the profess ion. This includes reviews 
of women' s profess ional organization and their partic i
pation in architectural competiti ons. T hese are seen as 
areas of social interaction defining the ways in which 
women found their pl ace. 
This study is concerned not onl y with individual meth
ods, but also with perspectives and spec ific questions. 
My a im in this dialogue with selected women of the past 
is to seek ways in which the study of 'women ' may un
ravel this parti cular sto ry of art. 
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3. A rchilecture studenls eil the Polytechnic Institute, early 1890s. Seated in the .fi·ont are Ines Haiming and Bertha Enwald; Signe 
Lager/Jorg is at the far right. SRM. 
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2. ARCHITECTS IN 
FINLAND 

Changes in time and place are rel evant considerat io ns 
in the study of profess ions. The who le concept of a ' pro

fession ' and its developme nt are never uni ve rsal phe

nomena unrelated to spec ific hi storica l conditi o ns. 1 T he 

exc lusio n of women has been c haracte ri stic of the hi s
to ry of occ upatio ns and the ir processes of professiona l

izatio n. Where women have been abl e to enter occupa

tions, they have usuall y proceeded along certai n routes, 

beg inning with professions or ' semi -professions ' regard

ed as suitabl e for them. 2 

Profess io nal hi stories out lini ng the place of women re

quire a definition of the ele ments constituting a profes

sion. The ways in which women entered occupations and 

profess ions di ffered from the experiences of men. In or
der to understand these processes, it is necessary to 

present a broader overview of the profess io n of archi

tecture in Fin land and its re lations hip w ith soc iety. 

2.1. Crises and Breakthroughs in Finnish 
Architecture 

The 19th century was a time of majo r changes in Finn

ish soc ie ty . Swedish rul e e nded in 1809, creating the 

need fo r Fin land ' s own state administration , which gave 

the civil se rvi ce and the governme nt bureaucracy a lead

ing role in socie ty . The sta te also pl ayed an active part 

in the deve lopment of profess ions and the ir o fficial con

trol. On the who le , the hi story of profess ions in Fi nland 

is marked by the strong influence of centrali zed govern 

me nt ad mini stra ti o n. In their aims and strateg ies, pro

fe ss ional gro ups depended on the good w ill of the bu

reaucracy for many years. 3 

The new Bildungsbürgertum, which was independent of 

the ar istocracy, did not immedi ate ly achi eve an inde

pendent status. The traditi o nal rulin g classes , i. e. the 
nobility,4 had a negati ve attitude regardin g the educa

tion of the common people, and a di chotomo us view of 

profess ions. They supported occupati o ns important for 

themse lves, but clearly opposed the development of areas 
and fie lds which they saw as competitive . The landed 

nobility , however, had ne ver had abso lu te power in Fin

land , and accordingly, education and training became the 

main fo rms of soc ial exc lusion. 5 

The re were no institutes of art or tec hno logy in Finland 

durin g the years of Swed ish rul e. Although individual 

educati o nal contacts with Sweden survived th rougho ut 

the 19th century, Finland ' s new po litica l statu s made it 

necessary to rev iew the Future of education from a com
plete ly new pe rspec tive. The traditiona l Russ ian insti 

tutes, the Academy of Art and the Polytechnic Institute 

2 

and School in St Petersburg6 were not ac ti vel y developed 

after the beginning of the 19th cen tury, a nd they neve r 

achieved wide popularity among Finn s.7 

The libera li zati on of the economy, which began in 1855 , 

and the reo rganization of po li tica l life from the l 860s 

onwards led to important changes in the training of build

ers and architects. Finland 's first technica l schools were 

establi shed in 1847 in He ls inki , Turku, and Yaasa. The 

vis it of Czar A lexander II to Finl and in 1856 soon led 

to measures promoting the development of Finnish towns 

and industri es. One of the ma in refo rms was a code of 

building regulations for towns, which was laid down in 

1856 and re mained in fo rce for over 70 years. This code 

p layed a maj or role in the formation of the urban mi-

1 ieu. 8 T here we re al so improvements in technical train 

ing, and an act passed in 1858 led the Hel s inki techni 

ca l school to develop along a course different from its 

counterparts in Turku and Yaasa. 9 

These aim s confl icted with conservative views and the 

traditional structure of soc iety. Even in the late 19th cen

tury, technical tra ining did not develop at any rapid 

pace. 10 lndu stri a l prog ress , especially from the 1870s 

onwards , led to the fo unding of new eng ineering works 

and the building of rail ways , which required !arge num

bers of trained technici ans. The o ld guild syste m was 

aboli shed in stages in 1859 and 1868, and freedom of 

trade and occupations was passed in 1879. These reforms 

had an immedi ate effect on the building industry; the 

brickl ayers' and carpenters ' guilds were the first to be 

aboli shed. 11 

The li fting of restrictions on the mobility of labour has 

been regarded as impo rtant for the freedom of citizens 

to choose the ir own trades and occupations. 12 But even 

after these refo rms , not all Finns were offic ia ll y free to 

choose their own occupations. Socio-h istorical studies 

have outlined the emergence of the working class, but 

there has been no genera l rev iew of the position of wom

e n in thi s course of deve lopme nt. 13 

In architec ture, there was a wide gap between the pro

fess ion as leg itimized by the training system and the 

sphe re of craftsme n operating in the field. 14 Even the 

technica l schools were not able to prevent an educational 
vo id in thi s area. In the midst of an unprecedented build

ing boom, anyone cou ld now set himse lf up as a build

ing e ntrepreneur. The re were no legal restriction s, and 

the economic benefits appea led to many whose ski ll s 

were often hi ghl y questio nabl e. 
Even before the middle of the 19th century, state build

ing admini stration had begun to encounter problems, e .g. 

in the superv ision of church building projects. 15 Together 

w ith the founding of the technical schools, this led to 

s ixteen new positions for ' province architects ' and their 

ass istants , estab l ished by an ac t passed in 1848. 16 Prov

ince architects were officials responsible for government 

construction projects and building supervi sion the 'coun

ti es ' o r provinces of Finl and . Jarkko S ini sa lo has point

ed out how these new posts led to a need to increase the 

numbe r of training positio ns in building admini strati o n, 
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which had been introduced while Carl Ludvig Enge l was 
head of the Superinte ndent ' s Bureau, responsibl e fo r 
publi c works and build ing projects. In S ini sa lo ' s opin
ion, these measures and the fo unding of technical schools 
expressed a des ire to ra ise the leve l of technical train
ing. i1 

The lumber industry, carpentry, metalwo rking and the 
bri ck industry , all centra l to building, began to develop 
in the 1870s , partl y because of the introd ucti on of steam 
power. Around thi s time , Finni sh towns ex peri enced a 
' reorgani zati on of fun ct ion ', to quote He nrik Lilius's 
tenn . Some to wns remained traditi ona l agrari an trading 
locations, whil e others began to specia li ze, e.g. as ports 
or industri al tow ns. 18 In the l 870s Finland was still a pre
do mi nantl y agrari an country, and industri ali zati on was 
mostly based on lumber. Modern industri ali zation began 
with the economic boom of the 1890s. 19 

Social and poli tica l developments, including the changed 

ro les of the Finni sh and Swedish languages in public li fe, 
pl ayed an important rol e in the hi story of profess ions, 
especiall y since a profess ional career usuall y meant hold
ing public o ffi ce. Thi s involved a progress ion from 'sta
tus profess ions' to ' occupati onal profess ions ' , i.e. from 
the traditi ona l to the modern. 20 In Finland , thi s process 
was characte ri zed by stri ct bureaucratic control. The at

titudes of the burea uc racy were especially important for 
progress in technology, and the educati on and training 
of wo men. 

Briefl y put, the above processes brought an end to the 
traditiona l leading rol e of a class of no bl es in high of
fi ce, which had dominated politi ca l life in the early 19th 
century. Thi s ma inly occurred in the peri od of libera li 
zati on after the Crimean War when Czar Al exander II 
succeeded to the throne ( 1855) . New poli tical parti es 
arose from the language di sputes between the S wedi sh
speaking libera ls and pro-Finni sh circles represented by 
a loose ly o rga ni zed gro uping known as the ' Fenno
mans' . 21 

The Fe nnomans were not e nthusiasti c about industri a li 
zation. They were ori ented towards fa rmer traditions, the 
ownership of land , and cultu ral and economic self-suf
fi ciency. One of their main goals was to strengthen the 
'Finni sh nati onal spiri t' , which was furthered, in the spir
it of popular e nlightenment, by establi shing Finni sh-lan
guage secondary schools. In 1874, the Fennoman move
me nt founded the Socie ty fo r Popul ar Education (Fi . 
Kansanva listusseura), andin 1879 the Friends of Finn
ish Handic raft Society (Fi. Suomen Käsityön Ystävien 
Yhdistys) in the fi eld of applied art. The Fennomans sub
sc ribed to an egalitarian ethi c, stressing the importance 
of educati on, even for g irl s. The ir pl atfo rm , however, 
underlined that education should help women to raise 
the ir childre n, support the ir husbands, and uphold the 
morals of the fa mil y. In their view, the educati on of girl s 
should not lead to vocati ona l tra ining. 22 

The libera ls represented trade and industry, and the 
Swedi sh-speak ing cultural community. The ir demands 
fo r equa lity were not as voc ifero us as those of the Fen-
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nomans; they supported fo rmal equality under the law, 
but did not question the cl ass sys tem as such. 23 The lib
era ls were acti ve in fo unding the Finnish Society fo r ln
dustri al Art (Fi . Suomen Taideteollisuusyhdistys) in 
1875. 24 A leading fig ure in industri al art and crafts was 
the libera l professor Carl G ustaf Estl ander, whose earl y 
pamphlets were instrumental in bring ing about the At
ene um in He lsinki , a building serving the fine arts and 
industri a l art and des ign.25 

Estl ander' s rol e in deve loping industry and industri al art 
has been di scussed with reference to hi s idea of ' national 
ex istence ' (Sw. nat ionlig tillvaro) . Thi s implied that a 
nationa l identi ty meant more than language o r Fo lk 
poetry. ' We have become irreversibly drawn into the tor

rent of mode rn industri al progress, and thi s be ing the 
case, it seems more di gnifi ed , and more in keeping with 
our seeking a place among the nations, to proceed with 
purpose rathe r than to be dragged along. ' 26 

Estlande r was a leading c ul tural fi gure in Finl and . As 
Professo r of Literature and Aestheti cs at the Imperi a l 
Alexander Uni versity in He lsinki , he was one of the un
di sputed authoriti es in the world of art.27 He was also 
signifi cant in architecture as a member of many com
mittees responsibl e for developing technical training 
schemes on differe nt leve ls. Typical of the arts in the 
late 1870s was Estlander's eva luation, or prediction , of 
the immine nt emergence of Finl and's leading artisti c 
geniuses or heroes : 

' In the l 850s there was nothing, o r eve n worse than nothing (Ek
man) . .. but now we have two signifi cant arti s ts, Ede lfe lt and 
Ta kanen. 1 be li eve not onl y in the bl ossoming of inte rest, but a lso 
in the emergence o f arti sti c tale nt, a nd so every thing is ready fo r 
the coming of the conquering hero. ' 28 

In the late 19th century increased building acti vity in
troduced a ne w array of tas ks and projects that changed 
the whole image of Finni sh architecture . For architec ts, 
churches had traditionall y been the main projec ts, to 
which they devoted thei r whole profess ional talent. Now, 
the changed needs of the state and the towns presented 
new architectural problems, both structurall y and in the 
area of sty le. New projects included town hall s, schools, 
hospitals, laborato ri es, railway buildings, commerc ia l 
emporiums, and market ha lls. In these projects the main 
issue was no longer the ir appearance o r ornament ; the 
essenti al tas k was to so lve the technica l problems o f 
heating, ve ntila ti on, e lectrification, and plumbing. 
In hi s lectu res, Carl Gustaf Nyström , Professo r of Ar
chitecture at the Po lytechnic Institute of Helsin ki, 
stressed the need of late- l 9th-century architecture to 
so lve new practical problems. 'Those who, in agreement 
with most art hi storians, fe it that the ex terior, the fo rms 
of decoration, of all these buildings was the essenti al 
point , revealed their complete ignorance of what archi

tecture is all about. ' 29 



2.2. The Professionalization of Architects 

Finl and 's own corps of architects has a very short hi s
tory . Before the 19th century, mos t des igners of signif
icant works came from Sweden. Even afte r the political 
Situation changed in the early 1800s, many years were 
to pass before any Finni sh architects as such appeared 
on the scene. 

Sweden 's fo rmall y trained architec ts were graduates of 
the Royal Academy of Arts in Stockholm, who had of

ten unde rtaken study tours in Europe. They were main
ly empl oyed by the courl and the nobility. Other sec

tors of building and bourgeo is arc hitecture were domi
nated by craftsmen operating under the guild system. 
Thi s image of architecture did not change until the mid
l 9th century and the emergence of economic liberali sm, 
when the building industry 's o ld guild system was re
pl aced by an open market of services. The teaching of 
architec ture at the Roya l Academy began to focus on 
more practical issues, and basic- level training was finall y 
taken over by the new Uni versity of Technology, also 
in Stockholm. 30 

In the earl y years of the Autonomous Grand Duchy of 
Finl and , architects mainly worked on commiss ions from 
the state . Private commi ss ions included manor houses 

for the nobility, and architects soon began to be em
ployed in the increasing urban construction projects . The 
number of architects remained quite small , and in these 
earl y years there was no architectural profess ion as such. 
However, technical training had become a subject of se
ri ous interest, and in 1835 an imperi al decree was laid 
down for establishing a ' techno log ica l institute' in Hel

sinki . A budget and statutes were drawn up for the in
stitute, but its founding was postponed. 31 It was only 
later, when architectural training became formally organ

ized, that the Finni sh architectural profession gradually 
became to emerge. 

The process of occupations deve loping in to professions 
is now seen in a different perspective than before. lt in
vo lves a complex chain of events, g reatly influenced by 
factors of culture and language. In thi s contex t, specific 
definitions are mostl y constructs a iding study , and not 
immutable facts applying to all times and places. 32 

The term profess ion usually means a non-c raftsmanlike, 
füll -time occupation based on systematic spec ialist train
ing. Entry into a profession requires a formal degree, giv
ing its ho lder a professional title. Profess ions tend to 
imply both monopolies on services and the eradication 
of control by laymen. Based as they are on competence, 
ethi cs, and the assumed importance of their work for the 

rest of soc iety, profess ions demand materi al rewards and 
high soc ia l status. 33 

Given thi s definition , we mu st bear in mind that the 

forms of professionali sm are di ctated by several factors 
and interes ts: clientele, the state, and the professionals 
themselves. Definition s of profess ionali sm have mostly 
been deve loped in Anglo-American studies, but they may 
be used in describing those Finnish conditions with struc-

rural features common to the profess ion even outs ide 
Britain and the United States. Such common Features are: 
specialization based on theoreti ca l knowledge, a !arge 

degree of autonomy in practica l work, and speci ali st as
soc iati ons or other bodies as the co re of professional o r
ga ni zati on. 34 

In bureaucratically governed Finland in the 19th centu
ry the development of occupations into profess ions was 
mainl y ba ed on education and training. The creation of 

a degree system aimed at demonstrating qualifications 
on a public level, and at using degrees as a fo rm of so
c ial excl usion. In Finland, educati on and training became 

important fac tors at a very ea rl y stage. The significance 
of qua lifications based on formal training g rew, while 
the idea of innate traits was rejec ted .35 

Formal systems of training are among the main factors 
shaping profess ional rol es and identiti es. The training 
system passes on traditions while familiarizing students 
with the aes theti c norms of its time, and guarantees so
c iali zation into a profess ion. Professio nal norms are im
portant in pass ing on different aspects of spec iali st 

knowledge. A significant Feature of the architectural pro
fession is that most of its spec iali st knowledge comes 
through practical training and not study as such . There 
is no ' path ' outside the norms, nor any architecture that 
does not express some concept of the field as a whole 
and its a ims. 36 

The formation of professional roles is also influenced 
by the rul es laid down by the socia l organi zations of a 
profess ion. Organizations and institutions of thi s kind are 
always hierarchical , and ultimate ly responsible for shap
ing the prevailing profess ional culture. 37 

One of the characteristi cs of a profess ional ideology is 
a monopoly of knowledge, based on a high level of train
ing and a long initiation stage of soc ial ization into the 
profess ion. The learning process often follows the clas
sical mas te r-apprentice pattern . Profess ional identifica
tion is very strong, since one trains not onl y for a job 
but for a life-long calling. 38 

In the 19th century, the technologica l profess ions soon 
began to address the question of who should be trained 
- a small e lite or the ' people'. This debate mainly re
vo lved around the social benefits of technological train
ing. 39 Profess ional status was based so le ly on the indi 

vidual' s political and soc ial position as a member of the 
middle class. The official status of technical training rose 
very slow ly in Finland, and , fo r example, the hi gh leve l 
of training of a Russian civil engineer did not ensure a 
corresponding position in soc iety.40 There may, howev
er, be differences between engineers and architects, as 

the ir specific tasks affected soc iety in different ways. 
Capital began to provide wider freedom of action in the 
late 19th century , and the old idea l of the technical ex 

pert was soon paralle led by a new image. Architects and 
civil engineers had not previously be longed to leading 
groups in industry. The technical profess ion had emerged 
in the agrari an society of the 19th century, where indus
try had onl y a minor role, and the educated e lite con-
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sisted of academ ically trained civ il servants. In thi s s it
uation, the scho larly and scientific ambition s of techno
logical ex perts were associated with the idea l of the ac
ademica ll y trained civil servan t, in turn promoted by the 
state's increasing need fo r technical ex perts. The status 
of these types of training followed the ideas of the Fen
nomans and the academic elite concerning the basic aims 
of education . They feit that general educati on was the 
main conce rn, and training fo r special purposes should 

be subordinate to it. 4 1 

Architects were able to work as civil se rvants, but the 
highest posts in this sector were that of the head of the 

Board of Public Works and Buildings (the successo r of 
the above Superintendent's Bureau) or faculty positions 
at the Polytechnic lnstitute in He lsinki. In the beginning 
or the 20th century, the idea l of a modern technological 
profess ion began to include manageri al tasks with their 
requirements of practical and economic experti se. In thi s 
s ituation , many architects became entrepreneurs, com
peting for both public and private commissions.42 

The unspecia l ized nature of late-l 9th-century architects, 

especially in relation to rnaster-builders, mainly suggests 
that the profess ion was not yet regarded as completely 
spec iali zed or apart from other groups. There were, how
ever, diffe rences in motivation and the obj ectives for 
which profess ionals claimed to stri ve. 43 Architects ern
phasized their art isti c tal ent, see ing themselves as di s
inte rested professional s trying to improve building in 
general. Accordingly, other groups, mainly master-build
ers, were branded as interested only in immediate eco
nomic gains. 44 

The market economy did away with most of the former 

mechanisms of con trol , and the market innuenced build
e rs to an increasing degree. The building industry 
changed from serving its own immediate needs to build

ing for a market. Official housing poli c ies stressed the 
commodity nature of dwellings, and the built environ
ment was mainly created by private investors and pro
fessio nal builders. Since generating profit s or surplus 
value began tobe the main objective, quality easily var
ied according to dernand. 45 Heated cornpetition made ar
chitects stress their competence in comparison with other 
g roups , and the idca of a professional monopoly arose. 
Fin land began to deve lop into what has been called a 
civic soc iety in the late 19th cen tury , which led to the 
fo unding of many civic organi zations . Associations and 
movernents, formally unattached to the state, created new 
forms of soc ia l praxis. They were not, however, com
pletely independent, and in fac t they enlarged the scope 
of the government apparatus.46 Technical fi e lds became 
organized in newer and more modern ways around pro
fess ional bodi es, but they , too , maintained contacts with 
the state, which ultimate ly defined their status.47 

In Finland large-scale organi zation was at first an up
per-cl ass phenomenon , as in the learned bod ies of the 
1860s. By the 1880s, organi zation ac hieved broader 
scope.-18 The Engineering Society in Finland (Sw. Teknis
ka fören ingen i Fin land) , establi shed in 1880,49 origina lly 
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resembled an academic learned society. lt was not pro
fessionally spec iali zed , and while restricting the number 
of eng ineers and architects that were ad mitted , it also 

accepted recognized rn aster-builders. 50 The Engineering 
Society was not a mass organi zation of professional s in 
technology, but a closed body of gentlemen belonging 
to the upper strata of soc iety. 
The culture of upper- and middle-class professionals was 
for long a male domain . It underlined meritocratic 
achievements and remained alien to democratic idea ls.51 

Areas more suited to women , such as nursing and ele
mentary education , were mainly regarded as semi-pro
fessions. Where women were able to advance in estab
lished profess ions , such as medicine, they often spec ia l
ized in limited areas of compete nce .52 Finnish leg isla

tion denied women equal ri ghts to government or civi l
service positions, which also prevented them from ac
quiring the same profess ional status as me n. 53 

Training in the technica l profess ions in Finland had re
mained undeve loped for many years , and the new organ
izations had to strengthen the position of individual fi elds 

and raise their profess ional status. Profess ions began to 
develop into monopolies from the end of the l 880s,54 as 
in the diversification of the Engineering Society in the 

1890s. 
The Engineering Society held only a few general meet
ings , which included representatives of so many field s 
that specific professional issues could not be di scussed 
in any de tail. As a result , the Soc iety decided in the 
autumn of 1892 to establish three professional 'clubs ' 
to perrnit a broader discuss ion of topical is sues. One of 
these was the ' Profess ional Club for Architecture'( Sw. 

Fack-klubb för A rkitektur), also known as the Architects' 
Club, with Sebastian Gripenberg as its first chairman. 
Gripenberg had also been chairman of an earlier asso
ciation known as the ' Free Society of Architects ' .55 

The Architects' Club began to develop various strate
gies for maintaining its position. Since di splaying pro
fessional competence in the field of architecture required 
not only formal training, but also methods differing from 
other areas of the arts, the new club began to concen

trate on architectural competitions. A set of competition 
rules was drawn up , whereby the club appointed the ar
chitect membe rs of juries, thus including the corpora

tion in the eva luation of standards and results. 56 The pro
fession was able to extend its influence on one of the 
main way s of public izing the works of its members. 
Members were prohibited from taking part in competi 
tions that did not follow the club 's regulations. 57 

By the e nd of the 19th century, architectural cornpeti
tions had become a new form of comrnunication between 
clients and architects. The profession regularly disc ussed 
cornpetitions, which were generall y regarded as a pos i

tive influence on architecture. Since their introduction , 
competitions had provided younger architects with com
mi ssions and generated public interest in the field .58 The 
system, however, was also open to non-architects, who 
could even sometimes outcl ass profess ionals. The com-



petition system c learly revealed how the profession had 
begun to develop in a more independent direction. 
Architectural competitions were usually declared open 
to all architects in Finland. This system, which had been 
deve loped over a long time, appeared to be democratic. 
Problems arose around the turn of the century when mas
ter-bui lders began to participate, and even win. There 
was, however, a tendency to exclude thi s !arge group of 
master-builders, whose training had made them a sig
nificant corps of designers in the building industry.59 

The titl e of architect was not protected by law in any of 
the European countries. In 1890 the Swedish Techno

logical Association had proposed a monopoly on des ign 
and planning for architects. This was not, however, re
ali zed, as corresponding schemes did not ex ist else
where.60 In Finland, the Architects ' Club altered its com
petition rul es to favour architects. Thi s specifically ap
plied to the so-called public nature of the competitions, 

which was literall y interpreted as applying only to ar
chitects, and effectively barred others from what were 
still officially public competitions. 61 

This monopoly, which was based on training, could not 
directly affect the growing number of women architects, 
who had all the necessary formal qualifications. Al
though competition entries submitted under pseudonyms 
were supposed to compete on equal terms, architects had 
created an exclusive strategy based on formal training.62 

The increasing numbers of Finnish women matri culat

ing from secondary schools broke down the gender-based 
educational monopoly , in turn opening up new fields to 
them.63 This , however, did not affect positions in gov

ernment service, and traditional thinking regarded the 
equality of women as a threat to the accepted values of 
soc iety . 
The image and ideals of the architectural profession im
plied success based on artistic talent. An arti stic spirit 
became a dominating aspect, even though the field was 
becoming increasingly dependent on purely economic 
conditions. The works of architects were not only archi
tecture but ' the art of building ', which implied di stinct 

aesthetic qualities.64 In hi s lectures at the Polytechnic In
stitute and the later Helsinki Uni versi ty of Technology, 
Gustaf Nyström often stressed that architecture and ar
chitects should fee l a commitment to art . For him , an 

architect was specifically an ' artist of building ' (Sw. 
byggnadskonstnär) , and not a practical builder (Sw. 
praktisk arkitekt). Architecture, in turn , ' does not become 
fine art only by creating works serv ing practical 
purposes ... artistic qualities will emerge only when the 
basic construction of a buildin g is given an architectur
al form; in other words, a form that explicitly expresses 
the objectives and also appeals to reaso n and a sense of 
beauty .' 65 There are, however, early examples from Fin
land outlining the conflicts caused by thi s emphasis. 
Through private commi ss ions, highly trained and artis
ticall y recognized architects such as Theodor Höijer were 
able to deve lop close ties with the Swedish-speaking eco
nomic elite. 66 Many of hi s colleagues followed thi s 

course. In hi s studies on the arc hitect Lars Sonck, Pekka 
Korvenmaa has observed how Finland 's leading capital
ists, and the architects in their employ, saw themselves 
as an enlightened avant-garde. Some architects were 
even active in establi shing the Helsinki Stock Ex
change.67 This, however, concerned only a smal l part of 

the profession. Its active members formed a kind of eli te, 
centred on the Architects ' Club. This e lite did not in
clude women , espec iall y in the early years. 
In its first decades, the Architects' Club was a co ll egia l 
body of gent lemen, strengthening group so lidarity and 
presenting a sharpened image of the profession to out
siders. The club, however, did not inc lude all Fi nni sh 
architects, and even in the earl y 19 lüs it had no women 
members.68 The majority of Finland ' s architects worked 
either in Helsinki or the other !arger towns , and for many 
years buildings in the countryside were planned and de

signed by non-architects . In the early decades of the 20th 
century less than half of all housing projects, by now in 
!arge numbers, were designed by formally trained archi
tects.69 

Relations between architects and clients had changed by 
the turn of the century, but the profession ' s code of ethics 
st ill maintained that archi tects were in a position of trust 
vis-a-vis their clients. The freedom and autonomy of the 
profession were ideologicall y important for many archi
tects. Even while working for the state or the munici

palities, many architects maintained pri vate practices. 
Thi s combination was generally accepted, and architects 
who devoted themselves so lely to public service were 
even regarded as fail ures. 70 

An interesting feature of this situation was the relation
ship of highl y trained technical experts with industry and 
the state. The process of professionalization underwent 
an interim stage during which occupationa l and status 

professions coexisted. Professions, however, soon began 
to develop towards their present idea l of 'ex pert impar
ti ality'; clearly more was required than ' cultivation ' and 
refinement. 71 The image of an impartial and independent 
professional changed when heavy industry and export 
fields began to employ increasing num bers of technically 
trained speciali sts. By the early years of the 20th cen
tury, a modern corps of engineers and technicians had 
become a key gro up in F innish soc iety. Techn ical train
ing alone did not suffice; the new ideal included quali
ties of leadership and the polished image of a man of 
the world. 72 The architectural profession and its assum
edly independent status came to be influenced by spe
ciali zation , standardi zation, and mass production. 
The professional image inc luded other conflicti ng fac

tors that were based on training. One of the main con
tradictions involved the training of architects in monu
mental building projects, which were regarded as the 

highest level in the hierarchy of design and planning. 
This practice survi ved even when the housing shortage 
that began around the turn of the century would have 
required the efforts of the profession in soc iall y orient
ed building projects. lt was onl y much later, in the 192Os 
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and 1930s, that architects were ab le to influence hous
ing prod uction and policies , but by then this sector of 
the building industry had radically changed.73 

2.3. The Development of Formal Training in 
Arch i tecture 

2.3. 1. History 

Yarious tra ining schemes developed in France have 
played an important role in the hi story of architectura l 
education. They became both direc t and indirect mod
els for corresponding schemes elsewhere in Europe, and 
even in America. The French system developed along 
two lines, of which the older one was based on the aca
demic tradition and may have originall y been more im
portant. The younger tradition fo ll owed technological 
progress, and gradually influenced the academic tradi
ti on and the training systems of other countri es. These 
were the so-call ed Beaux-Arts and polytechnic traditions. 
The hi story of these systems fo llowed political changes 
in France, and the names of institutes changed at a rap
id , and often confusing, pace . 
The academic tradition was based on the heritage of an
tiquity, in which the arts were akin to the sc iences, and 
the ultimate goal was to ap proach the objective ideal of 
beauty. Accordingly , architecture was classed as one of 
the fin e arts. The main principles of the c lassical doc
trine of architecture began to emerge in the 15th centu
ry , after the posthumous appearance of Leon Battista 
Alberti 's work De re aedificmoria. Alberti 's largely 
mathematical defi nition of beauty was based on the prin
c iples of sym metry , regul arity, and uniformity .76 These 
principles became central to the academic teaching of 

T HE DEYELOPM ENT OF BEAUX-ARTS INSTITUT10NS' 4 

Academie Royale d ' Architecture, founded in J 67 1 and di scon
tinued in 1793 

(A ll the academies were c losed during the French Revolution from 
1793 lO 1795) 

L' lnstitut de France, fou nded in 1795, conta ined four acade
mi es, of whi ch the Academie des Beaux- Arts (founded in 1803) 
was first known as Classe des Beaux-Arts . The academy had five 
departments, with six, later eight, architec ts at the department of 
architecture. Their chief tasks were to nominale candidates fo r pro
fesso rships; draw up the programme for the Pri x de Rome com
petition and serve as its judges; and to supervise the French Acad
emy in Rome. 

Ecole des Beaux-Arts: ( 18 19- 1968) 

Du rin g the French Revo luti on teaching continued after a pause of 
two yea rs on the bas is laid by the ear li e r academy of architecture: 

1795 - 1799 
1799- 1807 
1807- 18 14 
18 19- 1870 
1870-
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Eco le Speciale d ' Architec ture 
Ecole Spec iale de Pe inture, Sculpture et Architecture 
Ecole Impe ri a le des Beaux-A rts 
Eco le Royale des Beaux-A rts 
Ecole Na tionale Superieure des Beaux-A rts 

arch itecture, and classical ' ideali sm' influenced almost 
all areas of tra ining and education in the field. 
Teaching generally proceeded through a system of de
sign competitions, which were used in the old academy 
scheme already in the early 18th century. In the 19th cen
tury, the participants of the final competition for the 
Grand Prix or the Prix de Rome were selected in a 
number of preliminary competitions, each focusing on 
different tasks. Two of these las ted 12 hours, and the 
third and decisive one took 24 hours. 77 Training and 
teaching thus in vo lved the continual tes ting of students. 
Students were ranked, whereby it was not onl y impor
tant how good an indi vidual was, but how he measured 
in relat ion to others. This scheme nevertheless prepared 
students for a kind of 'case system ', a command of dif
ferent building types and the ir design. 78 

The school itself did not offer any teaching in des ign. 
This was obtained in the ate li ers or studios of pri vate 
architects (patro ns), which were not offices or firm s in 
the modern sense but intended onl y for teaching purpos
es. The studio system operated fairly weil throughout the 
19th century, and changes did not become necessary until 
the first decades of the 20th century when the numbers 
of students began to grow.79 This scheme was not far re
moved from the master-apprentice system of the guilds. 
Bas ic- level teaching was not an important concern, as 
the students had to apply fo r ad mittance, and only a very 
small percentage passed the entrance examinations. It 
was very difficult to gain entrance to the school , but far 
eas ier to be expelled. One of the wo rst fai lings of thi s 
sys tem was that students worked onl y to please the 
judges of the competitions. Thi s situation is described 
as fo llows by Paul Cret: 

'Competitions tended to place emphas is on what was most li ke ly 
to please the judges. To pul it in another way, they tended to en
courage not the bes t poss ible work, but the work most like ly to 
wi n. ' 80 

INST ITUTIONS FOLLOWING THE POL YTEC HNIC AND 
1 DUSTRIAL ARTS TRADITION 75 

Eng ineering: 

Ecole d ' Arti llerie et du Genie at Metzie r, founded 1748 
Ecole des Ponts-e t-Chaussees founded in 1747 (present name 
from 1775) 
Eco le Centra le des Travaux Publics fo unded in 1794, renamed 
the Eco le Polytechnique in 1795. 

- Eco le Centrale des An s et Manu fac tures fo unded in 1829 
(pri va te) 

lndu stri al and applied art : 

- Ecole Gratuite de Dess in ( 1765), from 1877 Ecole des Arts 
Decorati fs . 
Ecoles de Dess in ( 1786), from 1803 Eco le des Arts et Metiers. 

- Conse rvatoire des Arts et Metiers. The school was founded as 
a museum in 1794 and later pro vided teaching. 

Private schools of architec ture 

Ecole Centra le d ' Architecture, fo unded in 1865 , later known 
as Eco le Speciale d ' Architecture (founder Em ile Trelat) 



The academic teaching of architecture fo ll owed an au
thoritarian model , although work in the studios created 
a co ll eg ial atmosphere. Tex tbooks were not necessary; 
the teachers pointed out the principles and ideas of de
sign in their own work. 
The F rench Revolution inte rrupted the work of many 
schoo ls, and some were even di scontinued, such as the 
former training institutes for c ivi l eng ineers. The Revo
lution required !arge numbers of trained engineers, main
ly for building fortifications a long the frontiers. This 
need was met by the Ecole des Tra vaux Publics, which 
was foundcd in 1794 to replace all the former schools 
for civil and military eng ineers. In 1795 the school was 
renamed the Ecole Polytechnique , and some of the o ld 
schools reopened. 8 1 

Contrary to its original aims , the Ecole Polytechnique 
did not become a school of architecture, although the 
curri c ulum included the principles of architecture as an 

additi onal subject in engineering. The school provided 
bas ic- level teaching for all engineers, and it developed 
into a mathematical-scientifi c uni versity rather than a 

school of technology. Its reputation was based on its 
highl y va lued scie ntific publications and its teachers, 
many of whom who were leading ex perts and sc ienti sts 
in the ir fields. Under Napoleon , the school' s orig inal 
military nature became even more emphasized, and stu
dents were required to dress in uni fo rm .82 

Owing to the Ecole Po lytechnique, France was the only 
country in the early 19th century where engineering had 
become a di st inct area of professional expe rti se. The 
school ' s system of teaching was based on lectures that 
were repeated w ith the aid of a tutor known as a repeli
teur. Di sc ipline was harsh and open ly militari sti c. The 

Ecole Po lytechnique did not directly tra in students for 
professions; studies had to be con tinued at spec iali st in 
stitutes. This opportunity , however, did not ex ist in ar
ch i tec ture . 83 

In other countries, the development of technical train
ing lagged behind France. In the German-speaking part 
of Europe architec tural training had been poorl y man
aged th ro ughout the 18th century. The Bauakademie in 
Berlin , the first school in these coun tri es to concentrate 
on building techniques , was fo unded in J 799 in connec
tion with the Berlin Academy of Art. Although it was 
mode ll ed after the French po lytechnic system, it did not 
o ri gina lly offer highe r-leve l training; nor did the Gew
erbeinstitut, founded in Berlin in 182 1. These schools 
did not concentrate on sc ie ntifi c o r theoretical teaching, 
but were institutes for training mas ter-builders. 84 In the 
bac kground was the Humboldti an concept of general 
education, which regarded profess iona l and rationalis
tic teaching as a threat to the idea l of Bildung. 85 

Hi ghe r-l evel technical schools were gradually founded 
in Germ any, and were organi zed as Technische Hoch
schule in the 1860s and ' 70s , but they, too , differed from 
the French polytechnic model. They were primarily in
tended to serve the needs of German industry, and not 
the education of civil servants. 86 A lthough the German 

schools were at first basic-leve l institutes, they evo lved 
into important uni versi ti es of technology. By the begin
ning of the 20th century, Ge rmany had nine uni versi
ties of technology , fifty-three state-run institutes, and 
nine private vocational schools in the field of building. 87 

The emerge nce of a signi ficant secondary- leve l sector 
was charac te ri stic of Germany, where academic and sec
ondary- leve l graduates came into heated competiti on 
with each other. 88 In its vari ety and diversification , how
ever, the German educationa l system became as much 
a model for other countries as the French schools had 
been. 
By the 1870s, Sweden had developed three technologi
cal tra ining systems, a ll c lose ly resembling each other. 
On the hi ghest level were the Technological f nstitute of 

Stockholm, established in 1827, and Chalmers tekniska 
läroanslalt , founded in Gothenburg in 1829 with pri vate 
funds. On the lowest leve l were the state technical 

schools (tekniska elemenlärskolor). An intermediary lev
e l of teaching was represented by the Stockholm Crafts 
School (Slöjdskolan) , which was estab li shed in 1845 .89 

The oldest system of architectura l training was the Royal 
Academy of Arts , and its higher and lower schools of 
building . Teaching at the Academy mostly followed the 
model of corresponding academ ies on the Continent, but 
until the 1830s Stockholm lagged be hind its foreign 
counte rparts. The standard of architectural educati on im
proved and began to match the French Beaux-Arts tra
diti on after reforms in the 1840s, and th ro ugh the work 
of Professo rs Axel Nyström and Fredrik W ilhelm 
Scholander. 90 

Under Scholander, the school's department for practi

cal building (Praktiska skolan) employed one of its most 
s ignificant fac ulty members, Emil Edvard vo n Rothstein , 
who introduced hi gh ly detailed methods fo r teac hing 

building techniques. In spite of thi s, the upper-l evel 
school kept to !arge monumental training projects in the 
Beaux-Arts sp irit, and mostl y d isregarded the practical 
issues of building. In the 1870s thi s led to sharp criti 
c ism concerning failings in tec hnical training. 91 

Technica l education in Sweden was reorganized in the 
1870s, w ith reforms at both highe r and lower levels of 
teaching. One of the aims was to rep lace the Techno
log ical Institute with a uni versity of technology, to which 
the Academy 's school of building was tobe j oined. The 
Royal Academy did not oppose thi s scheme, as it also 
ensured the artistic training of arc hi tects who had com
pleted their basic studies. Professor Scholander, however, 
personall y opposed this transition towards what he ca lled 
' practi ca l arc hitecture ' . The Statutes of the Royal Un i
versity of Technology were la id down in 1877, and its 
First Professor of Architecture was Albert Th. Gellerstedt, 
who had studi ed under Scholande r. 92 

Under Scholander, the building school of the Royal 
Academy in Stockholm played a signifi cant ro le in train
ing Finni sh architects. The Finn Frans Anato lius 
Sjös tröm, one of Scholander's c losest pupils , was later 
in strumental in organi z ing architectura l training in Fin-
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land, wh ich came to include French Beaux-Arts e le
ments, although the main emphas is was on technical sub
jects from the ve ry beginning. 

2.3.2. From the Polytechnic School to the 
University of Technology 

In Finland technological training did not reach uni ver
sity leve l for many years. The Imperial Alexander Uni
versity of He lsinki maintained its unquestioned academic 

status , partl y because of the Fennomans and the ir strong 
oppos ition to technological education . The statesman Jo
han Wilhelm Snellman, a leading figure of the Fennoman 

group , feit that national independence was to arise from 
a ' national consciousness ' and not from the benefits of 
indu stri a l progress. 93 

In 1872 the Technical School of Helsinki was officially 
reorgani zed as the Polytechnic School , which marked the 
beg inning of a ne w type of architectural training. Wil
he lm Ludvig Bähr had taught architecture at the old 
school for onl y six years beginning in 1863, and the 
number of c lasses was relatively small. Bähr lectured in 
German, which may have been one of the reasons why 
he had only four students. 94 

After Bähr's death , it was difficult to find a new teach
er for hi s post , and the advice of foreign experts was 
sought. Pro fessor Scholander of Stockholm recommend
ed the architect Frans Anatolius Sjöström , who had re
centl y graduated from the Royal Academy . After com

plet ing a state-funded study tour lasting almost three 
years, Sjöström began work in the spring term of 1872.95 

Sjöström changed the methods of teaching, but did not 
interfere with its formal scheme. He stressed the impor
tance of drawing lessons, espec ially for stude nts of ar
chitecture, and he employed the architect Theodor Höijer 
to g ive c lasses in freehand drawing. Sjöström 's ow n 
studies under Scholander had focused on the c lass ical 
tradition of architecture , with its emphas is on antiquity 
and the High Renaissance of ltaly . Scholander himse lf 
regarded Sjöström as one of hi s most g ifted pupil s, al
though he was not able to ro und off hi s studies with a 
tour of ltaly as prescribed in the programme of the Acad

emy .96 Sjöström 's own lec tures in the formal theory of 
archi tecture and ornament mainly dealt with the Greek 
and Roman styles. He did not teach the general theory 
of sty le and compos ition, which were not inc luded in the 
curri culum until 1879 when the school was reorganized. 
The hi story of architecture was not taught at thi s stage.97 

In 1876 the fac ulty of the Po lytechnic School drew up 
extensive plans for changing the curriculum, inc luding 
additions to the fac ulty of architecture . At thi s time an 
important debate was in progress in Sweden concerning 
reforms in technological educati on, and Finnish experts 
had become familiar with the Swedish models for higher
and lower-leve l tra ining. 9H Prior to approval , the facul
ty's proposal we nt to a comm ittee of the Finnish Sen-
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ate in 1877 , and in this connection direct compari sons 
were made with the s ituati on in Sweden . Carl Gustaf 
Estlander, as head of the committee, di sc ussed va ri ous 

alternatives in hi s correspondence with Scholander and 
other expe rts. Estlande r, however, di sagreed with 
Scholander in stress ing the importance of developing a 
Finnish a rchitecture, and in hi s views on architectural 
training: 

' But even if we do not support national architec ture, the fact re
mai ns that architec ts, in both their tra ining and pracri ca l work, are 
more bound to their own country than other arti sts. In my opin 
ion, architec ts must have a solid grounding in mathematics and 
technology , achieved through good schooling, which is mostly ac
quired in thi s country. ' 99 

For Estlander, the only sensible alternative was to train 
architects in po lytechnic in stitutes. He also had a clear 
idea of how the joint educati on of eng ineers and archi
tects would offer the former everything that was practi
cal, while introducing the latter to the idea ls of beauty. 
He feit that the influences of style should be adopted 
from Pari s. Es tlander's pl ans also included the idea of 
a specifica lly Finnish architecture: ' ... the architectural 
theory of proportion, more than that of forms , can g ive 
architects even in Nordi c c limes an opportunity to cre

ate something of their own. ' 100 

Estlander's plans were thwarted, as the Senate commit
tee was introduced to the new curriculum of the Uni

vers ity of Technology in Stockholm. Pa rts of the Stat
utes of 1879 for the new Polytechnic Institute were a di
rect copy of the regulation s of the University of Tech
nology in Stockholm, and those who campaigned for a 
more flexible system of teaching remained a minority.101 

As a result of reorgani zation , new faculty members were 
employed to teach architecture . Sjöström had always 
been averse to statics, estimates and calculations in con
struction theo ry , and he argued for an extra teacher in 
these diverse subjects on the grounds that a single teacher 
might pay insufficient atte ntion to important areas. The 
new teaching post included the subjects of construc ti on 
theory, draughtsman ship, and freehand and line draw
ing . A !arge number of foreigners applied for the new 

teaching positions , but Carl Gustaf Nyström, the n only 
23 , was selected in 1879 as the permanent teacher of con
struction theory. 102 Nyström had graduated in architec
ture in Finland, after which he continued hi s studies in 
Vienna in 1878-79 , poss ibl y upon the recommendation 
of hi s teacher Sjöström. 103 Reform s at the Po lytechnic 
Institute a lso introduced the teaching of art hi story in the 
third-year course in architecture. 104 

After Sj öström's death in 1885, Gu staf Nyström was 
appointed, as the only applicant, for the head teaching 
post. Nyström's own position remained vacant. lt appears 
that he did not w ish to have it filled immediately, but 

planned it for the young Onni Törnq vist. Nyström 's and 
Törnq vist 's correspondence shows that Nyström desired 
a greater emphasis on the teaching of statics. He a lso 
fe it that the teacher of construction theory should be weil 
versed in the mechani cs of construction . Hi s letters to 



4. The main building of the Helsinki Polytechnic Institu te ajier extensions completed in 1904. SRM 
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5. Plan of the third floo r of the Helsinki Polytechnic. Th e Department of Architecture is on the right. Yearly report of the Helsinki 
Un iversity of Technology 1908-09. 

Törn qvi st, the n studying in Munich, instruct the latter 
to atte nd lec tures in subj ects that were later inc luded in 
the curriculum of the Po lytechnic Institute , e .g . heating 
and ventilation.105 In 1889 Törnqvist was g iven the teach
ing post on a tem porary basis; hi s pos ition was made per
mane nt two years later. 106 

G ustaf Nyström graduall y shaped the teaching of archi 
tecture accordi ng to hi s own concepts. Construction 
theory was taught according to hi s pl ans, and Nyström 
had full confide nce in Törnq vist's work. In hi s own lec-

tures, Nyström foc used on general architectural theory 
and the theory of composition, which Sjöström had main
ly neglected. Nyström's lectures in archi tecture were di 
vided into three ma in areas: architectu ral theory, con
struction theory , and the theory of form . He fe it that ar
chi tectu ra l compos ition req uired a know ledge of all 
three, and although arti sti c creati vity was a matter apart, 
it was nevertheless guided by knowledge in these sub
jects. 107 

Nyström ' s teaching mostly re lied on the class ical tradi-
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6. The buildings of the Polytechnic an Hietalahti Square in Hel
sinki after /904. Yearly report of the Helsinki University of 
Technology 1908-09. 

tion. He did not have an academic education himself, but 
hi s teacher Sjöström had followed Scholander' s Beaux
Arts-influenced concept of architecture. 108 Ville Lukka
rinen has studi ed Nyström's rel ationship with the clas
sical doctrine of architecture, analysing the development 
of hi s teaching from this perspective. 109 Nyström was 
without doubt a traditionali st, who - in Scholander's 
words - urged his students to 'keep an eye on those who 
are more advanced than you' .110 On the other hand , he 
emphasized the significance of new materials and con
structions in the changing forms of express ion in archi
tecture: 

' .. . there is hard ly any architectura l task that will re-emerge com
pletely unchanged over time; ei ther times them selves change, or 
the conditions of the projec t, or the artists in vo lved - the result 
being that eac h period has its own art' . (U nderlined by G.N.)111 

Nyström was not unequivocal in his relationship to 
French classicism. He admired the tal ent and skills of 
the Beaux-Arts architects, but he also criticized their ten
dency to copy works. 112 As late as the turn of the centu
ry , c lose links remained with the class ical doctrine of 
architecture. Architecture did not rebel against these 
principles in the same way, or as early, as painting or 
other arts. 11 3 Professor Claes Grundström, Scholander' s 
successor at the Royal Academy in Stockholm, mainly 
lectured on classical antiquity and the Italian Renaissance 
as late as the earl y l 910s. Under Grundström, the teach
ing of architecture still included a competition with set 
prizes each academic year, although this system had been 
abandoned in sculpture and hi story painting. 114 

After a prolonged planning stage, the Polytechnic Insti
tute was reorgani zed in 1908 as the Helsinki University 
of Technology. Thi s, however, did not lead to any ma
jor changes at the Department of Architecture. The new 
teaching positions were necessary, as the number of stu
dents had increased; since 1903 , over 50 students had 
enrolled in architecture alone. 11 5 In addition to its two 
professorships, the Department of Architecture was given 
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7. Professor Carl Custaf Nyström (1856-1917). National Board 
of Antiquities, Pictorial Archives. 

a lectureship in ancient and medieval architecture. Z. 
Usko Nyström, who had been an assi stant teacher for 
many years, was appointed to the new position. 116 

2.4. Technical Training for Women: the 
United States and the Nordic Countries 

" ... lt fol lows necessari ly that the objective of architectura l edu
cation must be the breeding of gentlemen of culti va tion , learning, 
and broad sympathies , who understand the dignity and significance 
of art both as beauty and as language ... and who can inspire, or
gani ze and direc t wide ly different c lasses of men.' 
American Institute of Architects, Committee on Education , 1906. 11 7 

In the 19th century neither the United States nor Fin
land had long or developed traditions of professional 
training institutes. The history of these countries and the 
spec ific reasons for this situation naturally differ. The 
United States developed into a strong civic society at an 
early stage, and the position of professional groups be
came completely different than in countries such as Fin
land with centralized government administration. In the 
United States , professionals belonged to a new middle 
class associated with large-scale and heavy industry. lt 
may be said that nowhere eise were professional exper
ti se and the Fachmensch image so characteristic of pro-



8. Architecture students o.f the second-year course at the Polytechnic Institute, early 1900s. Professor Gustaf Nyström is seated in 
the middle. SRM: 

9. The library of the De
partment of Architecture at 
th e Polytechnic lnsritute, 
1905. Yearly report of the 
Helsinki Universiry of Tech
nology 1908-09. 
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fessionals than in the United States at the turn of the cen
tury _ 11s 

The Un ited States and Finland, however, share a number 
of analogies in the development of the architectural pro
fession. In both countries, architecture was marked by 

a strong growth of the building industry, with a corre
sponding shortage of skilled labour and professional s. 
There was also competition over design projects between 
architects and less-trained builders in the 19th century. 

In both countries, the main clients of architects were 
from among the upper classes; or architects were com
missioned by the state or government; and the main 

projects were often monuments. Although the Americans 
developed a more protectionistic strategy of professional 
exclusion regarding the title of arch itect, similar currents 
also emerged in Finland. 119 

The main similarity between these countries was the ear
ly acceptance of warnen in systems of formal education . 
Furthermore, in both countries warnen entered the fie ld 
as ful ly-fledged professionals at the end of the 19th cen
tury in much larger numbers than anywhere eise at the 
time. 
For obv ious reasons , architectural education in the 
United States had a short history. In the early 19th cen
tury it was mainly organ ized as an apprentice system in 
the offices and studios of architects. The formal train
ing of civil engineers became organized around this time, 
but corresponding developments in archi tecture did not 
begin until the 1860s and the American Civil War. In 
1862 the U.S. Congress passed the Merrill Land-Grant 
Act, promoting training and education for the needs of 

industry. The act provided government support for 
schools and institutes by offering them sites and lots free 
of charge . This immediately led to the found ing of three 
schools of architecture: the Massachusetts Institute of 
Technology, the Polytechnic of the University of Illinois, 
and Cornell University. 120 

The Merri ll Land-Grant Act stipul ated a number of con
ditions, including co-education , which , at least in theo
ry, permitted women to enter these schools. In sp ite of 
this , women were not very eager to begin forma l edu
cation in architecture, nor were they desired as stu
dents. 121 Most women students at the universities en

rolled in home-economics subjects. The first known 
American woman architect, Louise Blanchard Bethune, 
had trained in the 1870s at the atelier of a privately prac

ti s ing archi tect. In 1888 she became the first wo man 
member of the American Institute of Architects. 122 

In 1880 the first woman architect graduated from Cor
nell, andin 1890 Sophia Hayden , who had entered MIT 

in 1886, was the first woman to complete the füll four
year course in architecture. By 1910, 50 American wom
en had graduated in the field. Despite this , half of the 
ex isting schools of architecture refused to admit wom
en, e.g. Harvard and Columbia University. State univer
sities were usually more open to women students than 
private institutions of learning. 123 

Professional opportun ities for American women did not 
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necessarily correspond to the numbers of women grad
uating from the schools of architecture. Only a few were 
able to operate in !arge building projects as successful
ly as Louise Blanchard Bethune, who could turn down 
house-design projects. In her words, 'the dwelling is the 
most pottering and worst-paid work an architect ever 

does . .. Dwelling-house architecture, as a spec ial branch 
for women, should be, at the present rate of remunera
tion , quite out of the question '. 124 Despite Bethune 's 
warnings, dwelling architecture became the main area 

of work for women. The American lnstitute of Arch i
tects did not act ively recruit women for many years . Be
tween 1888 and 1915, the ALA had three women mem
bers , and only five more had been admitted by 1925. 125 

Professional organi zations in America usua ll y main
tained that members should be recruited from uniform 
social gro ups, preferably male and white . This ensured 
the creation of bodies where views could easi ly be aired 
and understood by all. ' Women could never become one 
of the boys' .126 

In the Nordic countries, architectural training had been 
arranged in art academies , and later in uni versities of 
technology. The Royal Danish Academy in Copenhagen 
did not admit women to study architecture until 1908, 
and the first Danish women graduated in thi s field in the 
late 1910s. Norway belonged to Sweden until 1905 , and 
Norwegian engineers and architects had mostly trained 
in foreign institutions. Norway' s first University of Tech
nology was established at Trondheim in 1910. The first 
woman to graduale in architecture from the university 
was Kristen Wleügel Knuttson in 1912, who was offi
cially a student of the Technical School of Trondheim. 

There was already one woman architect in Norway pri
or to Knuttson , Lilla Hansen, who studied privately un
til 1894 at an atelier and then went on to Brussels to 
complete her education. 127 

Women began tobe admitted to the schools of painting 
and sculptu re at the Royal Academy of Sweden in 1864, 
but the school of architecture remained restricted to men. 
This was partly due to Fredrik Wilhelm Scholander who 
was a staunch opponent of warnen arti sts and women's 
emancipation in general. 128 C laes Grundström, Scholan

der' s successor, continued these policies. Educational 
opportun ities for Swedish women improved after the 

middle of the 19th cen tury; the school of the Swedish 
Crafts Association (Sw. Slöjdskolan) began to adm it 
women in 1858. 129 

A reorganization of higher and lower technical educa
tion divided the Crafts Association' s school into sever
al training institutions. lt was renamed the Technical 

School of Stockholm (Tekniska skolan i Stockholm), and 
came to include a higher school of industrial art, a school 
for builders, and a separate technical school for women 
(Tekniska skolanför kvinnliga lärjungar). The women 's 
school mainly taught sewi ng, engraving, sculpture, pho
tography, drawing, and visual arts. A lthough the curric
ulum included art subjects , teaching was technica lly 
oriented. 130 Of importance for Finland is the fact that 



some 19 Finnish women studied at the school between 
1880 and I 90 I. 131 

The builders' school (Sw. Byggnadsyrkeskolan) in Stock
holm trained master-builders. The school's records do 
not me nti on any women students in the 19th century. 
Hilda Hongell o f Finland, who later grad uated as a mas
ter-builder in He lsinki , is known to have applied for ad
mi ss ion in the 1890s, but was rejected because of her 
sex. 132 The school admitted its first women students in 
1904.133 

The Royal Uni versity of Technology, establi shed in 
1877, did not orig inally admi t warnen stude nts. In 1892 
the first wo man applicant for the degree course in min
ing engineering was rej ected with reference to the uni
versity's Statutes , which explicitly stated that ' training 

is provided for yo ung men wi shing to embark upon a 
career in technology' .134 This case, however, led to warn

e n being admitted in late r years as supernumerary stu
dents. The first woman to study architec ture was Agnes 
Magnell , who began her studies as a supernumerary stu
dent in 1894, but did not complete her degree . 135 

The No rwegian Anna Mohr, ad mitted as an ex tra stu
dent, was the first woman to grad uate in architecture 
from the Uni versity of Technology in Stockholm . She 
completed the course in four years, grad uating in 19 19. 
lt was only in 192 1 that the first woman was admitted 
as a regula r Stude nt at the Department of Architecture, 

and between 19 15 and 1924 no more than s i x women 
studi ed at the de partme nt. 136 

One of the reasons why technical training did not inter

est many women in Sweden was the nature of basic-level 
schooling. Theoretical education in mathemati cs and the 
sc iences was provided by spec ial secondary schools that 
remai ned c losed to girl s until 1928. However, discus
sion concerning special areas fo r women in technology 
and industry had arisen in Sweden already in the 19th 
century . Ell e n Key , a Swedish wo men's emanc ipatio n
ist, had pointed out that architecture - espec ially the de
sign of dwellings - was a natu ra l vocation for women. 

At any rate, technica l fields in Sweden re mained divid
ed acco rding to gender much longer than in F inland . 
From the 1920s there was a tendency to train wome n in 
tasks less valued by men , such as drawing and copying 
pi ans. 137 

2.4.1. W a rnen Students in Finland 

Nineteenth-century European bourgeois ideo logy 
stressed the importance of the fam il y, as the communi
ty of the fat her, mother and children. Characteristic of 
thi s modern famil y ideo logy was a sharp divi s ion be
tween male and fe male roles and their respecti ve areas 
of act ivity. The home became the woman 's place, where 
she cared fo r her family and children. In the E uropean 
atmosphere of turmoil and revolution this way of think
ing ensured security and continuity. In Finland, leading 
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10. 'Strange as it seems ', Louise Blanchard Bethune was Amer
ica'sfirst woman architect. Martinsburg W. Va. Journal 1949, 
AJA, Archive of Women in Architecture. 

inte ll ectua ls w ho supported wo men's educat ion sha red 
these ideas, e.g. Johan Vilhelm Snellman. lt was gener

all y feit that the educati on of women made them better 
equipped to raise their childre n.138 

The status of Fi nni sh women changed in the late 19th 
century. In 1878 they were permitted to own land , and 
offic ial freedom of trade and occupatio ns made it pos
sible fo r unmarried women to e nter trades. In the 1860s 
certai n civ il -serv ice pos itions became ava ilable, and a 
teacher- training seminar in Jyväskylä opened up higher 
education fo r women.139 

In the 19th century the educated midd le c lasses of Fin
land largely subscribed to the ideo log ical concepts of the 
fam ily and ma inta ined the importance of educati on.140 

Ed ucati on became one of the ma in items on the agenda 
of the Finnish women's movement. Thi s implied not onl y 
the educati on of a !arger gro up of people, but education 
itself was given a clearly utilitarian ro le and was expect
ed to open important sectors of soc iety to women. 
Academic education became avai lab le to wo me n at a 
very slow pace. The Russian authorities were highly sus
pic ious of higher educati on for women . In Russ ia, wom
en were legall y barred from campaigning for political 
ri ghts. As a result , they fo ught for entry into the uni 
versit ies. The first Russ ian woman to graduate in medi-
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e ine cornpleted her studies in Z uri ch in 1867 , and her 
exarnple started a migration of Russ ian wornen to study 
rnedicine in Sw itzerland. The authoriti es soon beca rne 
aware that some of these wo rnen were in contact with 
anarchist rnovements there . Since Russ ia had wi tnessed 
recu rrent revo lutionary unrest, women students naturall y 
came under suspicion. They were prevented frorn study
ing abroad, and in the 1870s even education in their own 
country was restricted. 1

-1
1 

In the 1870s onl y two Finnish women were granted Spe
c ial di spensation to study at the Imperial Alexander Uni
vers ity in Helsinki , but thei r nurnbe r grew after 1885. 
In 190 1 equal ri ghts were officia ll y granted in thi s re
spect. 1-1

2 The risen presti ge of academic learning and the 
lack of other educationa l a lternatives were among the 
fac tors that steered Finnish wornen into academic field s, 
as opposed to strictly vocational training . In 1900 over 
a hundred wo rnen enrolled at the University of Helsin

ki, and by 1905 their number had doubled. 143 

In the 1870s technical training in Finland had not reached 
an acade rni c level. For prospective students, the Poly
technic Institute in Helsinki required a minimum age of 
16 and the cornpletion of a four-year secondary school 
course. They a lso had to sit for an entrance examination 
and demonstrate the ir command of the Swedish lan

guage. Supernumerary students only had to meet the age 
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requirernent and pass the entrance examination in the ir 
chosen subjec ts. The statutes made no speci fic mention 
of education being restricted to men, although the ir 
wordi ng in Swedi sh suggests thi s di stinction. 144 

These rules soon rn ade the Polytechnic Institute rea li ze 
that entrance req uirernents were too low for higher-level 
academic education, and changes were made in the au
turnn of I 886. The rn atricul ation examination certificate 
or a senior high-school Ieavi ng certifi cate now granted 
automatic admi ss ion, whereas the lower-level courses 

with the ir extensive sy ll abuses in mathematics and phys
ics required entrance examinations. 145 

The statutes retained a liberal att itude regard ing super-
11L11nerary students, making it possib le to admit women 
who had not completed the matri cul ation exarnination . 
The first women students, however, were mainly inter
ested in arts subjects. Between 1879 and 188 1 fi ve wom
en enroll ed in the sculpture cl asses taught by Carl Eneas 
Sjöstrand at the Polytec hnic Inst itute. Four of them were 
later acti ve as arti sts. 146 

Between 1887 and 1894 six wo men enro lled to study 
architecture at the Polytec hnic Inst itute. None of them 
had completed the rnatri culation examination, but all had 
graduated from secondary girl s ' schools, and fo r this rea
son they were not entitled to become regul ar students. 
Wivi Lönn and Albertina Östman, however, had stud ied 
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TABLE 1: Women students at the De partme nt of Architecture of the Polytechnic Institute of He lsinki 1879- 1908147 
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J / . The second-year course 
of the Department ofA rchi
tectu re at the Polytechnic 
Institute in 1904. Women 
students in this course were 
Hi /ja Kainulainen (at the 
rear), Signe Mähönen, 
Anna Schröder, and Tyyne 
Kolinen. National Board of 
An1iquities, Pictorial Ar
chives. 

at industri al or trade school s 148
, and were thus exempt

ed from the first-year course in architecture. Both grad
uated in three years. 149 All the women who began the ir 
studies at thi s time graduated in due course. S igne Horn
borg, who graduated in 1890, was probabl y the first 
woman architec t in Europe to have a compl ete formal 
education in her fi eld . 
T he seven women who began the ir studies between 1896 
and 1900 were a ll granted the ri ghts of regul ar students. 
Since they had also matricul ated fro m secondary schools, 
they were ' in all respects equals with the ir male fe llow
students' .150 Three of these women, however, inte rrup
ted their studies, and the first woman to graduale in ar
chitecture as a regular student was Blenda Ny berg in 
190 1. 
Sixteen women enro lled in architec ture at the Polytech
nic In stitute between 1901 and 1908. Of special inter
est is the academic year 1903-04, when seven women 
began their studies at the same time, and half of the first
year course of students were wo men. At the time, the 
total number of women students at the Department of 
Architec ture was ten, but of the sixteen who began the ir 
studies onl y e ight graduated . 
Between 1887 and 1908, 29 women studied at the De
partment of Architecture; e ighteen graduated, and the 
remaining eleven interrupted the ir studies. The students 
were mostl y from upper- or middle-c lass backgrounds. 
Until the early years of the 20th century, most students 
of architecture were Swedi sh-speakers . A Finni sh-speak
ing majority did not corne about until 1906-07, and from 
then onwards thi s ra tio remained much the same. 151 The 
Polytechnic Institu te ori ginall y operated in the Swedish 

lang uage, but students with the secondary-school edu
cation stipul ated in the 1879 statutes had not acquired 
suffic ient language sk ill s by the time they enrolled. Ow
ing to thi s, and former legislation concerning the Swed
ish and Finni sh languages , an act was passed in 1888 
prov iding teaching in both languages according to the 
needs of students.152 

Women were a lso admitted to other departments of the 
Polytechnic Institute at an earl y stage. The first were fo ur 
students of chemistry in 1892-95, bu t none of them com
pleted her studies . In later years, women enrolled at other 
departme nts, and in 1905 Jenn y Markelin graduated as 
Finland 's first wornan c ivil-engineer. 153 

ln 1908 the Polytechnic In stitu te was reorgani zed as the 
Helsinki Uni versity of Technology and became Finland's 
second uni versity-leve l institute of learning. A spec ia l 
sy ll abus, approved in 1909 , was la id down for the new 
uni vers ity. This required students to complete a dipl o
ma degree consisting of two parts: a so-called genera l 
degree mainl y in mathematics and the sc iences , and a 
second part in profess ional subjects, inc luding a dipl o
ma project. The scheme was geared to a fo ur-year course 
of stud y. The diploma in archi tecture required the de
sign of a mi ddle-sized build ing with estimates of mate
ri als and costs, and wri tten descri pti ons of constructi on 
methods and materia ls.155 

In 19 11 the degree sy ll abus was changed to include a 
s ix-month tra inee period in building, at a building-ma
teri a ls fac tory or in co rresponding wo rk. Students had 
to complete thi s stage before be ing give n the subjects 
of the ir diploma projec ts.156 

Between 1908 and 19 17 a tota l of 34 women enro ll ed 
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at the Departrnent of Architecture, of whorn 25 gradu
ated and nine di scontinued their studies . Sorne wornen 
graduates did not receive their diplornas until the late 
191 Os or the earl y 1920s. After the founding of the Uni
vers ity of Technology, several wornen enrolled each year 
at the Departrnent of Architecture. In the acadernic year 
of 1914-1915 seven wornen began their studies at the 
sa rne time. By the end of the period, a total of over 20 
wornen were studying at the Departrnent of Architecture. 
The socia l background of these wornen was still predorn-
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T ABLE II : Women 's 
enro lments at the Depart
ment of Architecture of the 
Hels inki Univers ity of 
Technology I 908- 19 17 15

" 

inantly upper or rniddle-cl ass. There was a slight over
all rnajority of Fi nnish-speakers, altho ugh in so rne years 
they were outnumbered by Swedi sh-speakers. 
The nurnber of students of arch itecture at the Universi
ty of Technology grew frorn the first years until the First 
World War, when the number of men sharply dec lined. 
A similar drop in the nurnber of women students began 
after 1915. There was no corresponding decrease in over
all enrolment at the University of Technology. On the 
contrary , the war made fore ign study impossible, and 
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T ABLE III: Total number of students at the Polytechnic Institute 
and the Un iversity of Technology 1887-1917, including first
year students and women .157 

enrolments began to grow, making it necessary to limit 
the number of new students to 125 in the academic year 
of 1916-1917. 158 

Interrupted study can be explained, at least in the case 
of male students, as a result of a general interest in pro
independence activities and the so-called Jaeger move
ment, which organized military training in Germany for 
independence activists. Students at the University of 
Technology formed their own armed Civil Guard bod
ies, providing secret military training for members. 159 

Fewer women discontinued their studies at the Univer
sity of Technology than at the former Polytechnic In
stitute. One of the reasons for thi s was the custom of 
combining careers with marriage, which evolved at the 
end of this period. In the early days of the Polytechnic 
Institute a woman student ' s marriage meant an end to 
her formal studies , but later it became common marry 
one' s fellow-students . 
Forty-three out of the sixty-three women who enrolled 
between 1887 and 1917 at the Polytechnic Institute and 
later at the University of Technology managed to grad
uale. The first was in 1890, and the last one of this group 
in 1923. Most of the women who graduated in architec
ture in the last years of the 19th century and around the 
turn of the century were still professionally active in the 
early 1920s. At the Polytechnic Institute, completing the 
course of architecture took an average of 4.5 years . This 
was due to a number of reasons, including the varied 
nature of study in the early and late stages. This group 
of women included many who had graduated from vo
cational or industrial schools, some of whom could di
rectly enter the second-year course. The early stages of 
study may have been easier for these women than for 
others. 161 
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TABLE IV: Graduates in Architecture from the Polytechnic 
Institute and the Helsinki University of Technology 1880-
1921.1 60 

Women graduated in an average of six years from the 
University of Technology. Among all students of archi
tecture the total period of study was an average of 9.5 
terms in the early years, and 11 .5 terms between 1914 
and 1916. Men graduated in a shorter time, but longer 
periods of study were a general trend in all departments . 
In machine engineering, for example, an average of 11 
terms were necessary for graduation already in the ear
ly years. The university administration feit that this clear
ly demonstrated the insufficiency of the four-year 
scheme in the face of additional requirements and man
datory practical training, e.g. in architecture. 162 None of 
the women graduates in architecture completed her stud
ies in the required eight terms, and only six men were 
able to do so. 163 

2.4.2. Faculty, Teaching and Professional 
Knowledge 

In architecture, professional knowledge is marked by a 
conflict between artistic and technological aspects. For 
this reason, the professional development of architecture 
has been described as weaker than that of engineering 
or other fields .164 

The architectural profession, however, had distinct 
groups and organizations defining the forms of profes
sionalization, i. e. the professionals themselves, their cli
entele, and the state. 165 The interactive field of these three 
factors can be further divided, with professionals fall
ing into those actively involved in professional work and 
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into groups of specialists producing professional knowl
edge. 
Since professions are regarded as aiming at permanent 
goals, the formal and informal socialization of new mem
bers acquires an important role . In guarding the power 
of knowledge within professions, the educational system 
has adopted the role of controlling knowledge and pro
ducing the elements of status. 166 In Finland, architecture 
developed from a pre-modern profession into a modern 
one in the late 19th century. lt was at this stage that spe
cialized training and education began to provide scien
tific expertise. Training also created a degree of status, 
and the profession began to separate from other social 
structures and form its own organizations. These changes 
were part of an overall transformation of society from 
its traditional forms into its modern, bourgeois-liberal 
stage. 167 

These changes coincided with the advent of women in 
architectural training. Unlike many other countries , Fin
land did not prevent women from studying in technical 
fields , and they were granted equal rights in this respect. 
In spite of this , women who began to study architecture 
appear to have disrupted the gender-based division of 
labour. Technical areas were dominated by men, and typ
ical women's work was still related to the home, nurs
ing or teaching. 
Within the institutions of technical fields, there were spe
cific segregated areas, which had a greater appeal to 
women. In Finland, these were especially chemistry and 
architecture. Sociological studies have found a number 
of explanations for this, e.g. the fact that fewer men ap
plying for study in these fields led to less severe com
petition. 168 In my opinion, another reason may be that 
around this time architecture in Finland was taking on 
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a strong role as an art. Studies in art had always been 
open to women , and the first women to enroll at the 
Polytechnic Institute were an students. 
In the field of architecture, the Polytechnic Institute and 
its faculty were instrumental in generating, controlling, 
and diffusing the knowledge required for entering the 
profession . The reform s of specialized technical educa
tion in Finland were influenced by both leading indus
trialists and teachers in the field .169 

Development outside the formal institutions of training 
also affected the nature of professionalization and the 
type of knowledge required in professional praxis . The 
profession ' s ideals, role models and ethics were already 
adopted in the student stage, the initiation phase of the 
profession. These ' truths ' were mostly related to the 
forms of scientific or scholarly discourse and the insti
tutions producing them. Modem profession s have often 
been described as aiming at a kind of elitism, and the 
professionals , i.e. ' the specific intellectual s' , had the 
power to define the value and content of these 'truths ' .170 

In architecture, professional ethics stressed the need to 
act as an impartial expert mediating between clients and 
builders. The architect should always serve his clients ' 
interests and maintain their trust and confidence. This 
had already been the classic model of the profession in 
the 19th century. 171 However, it implied architects as 'art
ists of building' and not as practical building experts . lt 
was pointed out that an architect should also be a 
modern-minded man ,' ... standing at the pinnacle of his 
own culture. His training must therefore take a long time 
- and his education is a life-long process.' 172 

The architect ' s role model included traits other than 
those of the expert-artists. At the end of the 19th centu
ry , archi tecture began to adopt an increasing degree of 

12. Students of technology 
in training in 1912. Hilding 
Ekelund is in th e fore
ground; Hanna-Lisa Nohr
ström is an the right. SRM. 



entrepreneurial features , and professional ethics had to 
face this fac t. Architects not only designed buildings , but 
were also consultan ts to individual or co ll ective clients , 
and as such they had to keep in mind the often consid
erable sums invested in projects. ' An architect may be 
as much an arti st as he likes, but there is no reason why 
an arti st cannot be a businessman as wel 1. ' 173 Although 
profess ional identity sti ll held to an ideali zed concept of 
an artist-architect disinterestedly serv ing hi s client, eco

nomic returns became an important part of actual pro
fession al practice, and it was by no means uncommon 
for arc hitects to act as contractors. 174 

Although changes in professional praxis or control re
quired ag reement between those in practical work and 
those producing professional knowledge , confli cts sti II 
arose . 175 In Finland, the training system and the field of 
active professio nal s were divided by the nature of pro
fessional knowledge and idea ls. 

The teaching of architecture at the Polytechnic Institute 
came under sharp criticism around the turn of the cen
tury. This was understandable in view of the highl y tra

ditional nature of the institute. Critici sm was also lev
e lled against Gustaf Nyström. S imilar comments were 
fa mili ar from other countries. Since the 1860s, the whole 
Beaux-Arts system had gradually evolved in a more ' ra
ti onal ' sp irit, with increased foc us on the national char
acter of architecture. 176 Sharp criticism arose even in 
Sweden aga inst Claes Grundström ' s teaching at the 
School of Architecture of the Royal Academy, where 
di scontent erupted in 1910 in a ' student revolt' in which 

six students estab li shed a private school of arc hitecture 
for a year, with four lead ing architects as their teach
ers.177 

Finnish architecture and its corps of professionals were 
clearly divided around the turn of the century. On the 
one hand were a group of 'young talents', who had 
emerged in the 1890s, and on the other hand, the older 
generation, including the fac ulty of the Polytechnic In
stitute, Gustaf Nyström, and the c ivil -service arc hitects 
of the Board of Public Works and Buildings. There were 
also sp lits along ideolog ical lines. The main points of 

dissension were the stress on hi storical materials in aca
demic teaching, vary ing views on the restoration of older 
works , and the younger generation ' s strivings towards 

a new and ' more rational' architecture, which in itse lf 
arose from a variety of standpoints. 178 

The conflict of professional idea ls was crystalli zed in the 
contrast of Nyström's classical concepts of architecture 
with the complete ly new position of hi s successful stu
dents in Finnish culture. In the eyes of their contempo
raries , Lars Sonck, Elie l Saarinen and Armas Lindgren 
were for Finnish architecture what Sibelius represented 
in music. Di scuss ion on the need fo r ' new' features in 
Finnish architecture brought the above gentlemen to the 
fore, and inev itably raised a confli ct with Nyström ' s ide
as of hi storical models and prototypes. For Nyström, in
vention was linked with imitation in the classical sense, 
and he was accordingly wary of innovat ion. In hi s own 

l 3. Students at the Department of Architecture, 1896. Stand
ing in rhe back row are A lbertina Östman and Wivi Lönn. in 
the front are (from the /eft ) Torsren Monte!/, Eliel Saarinen 
and Annas Lindgren. Nationa l Board ofAntiquities, Pictorial 
Archives. 

terms, 'only a master, having command of the princi
ples of sty le and a full understanding of the needs and 
idea ls of his own time can hope to find (new) expres

sions fo r them.' 179 On the other hand , Nyström never ne
glected to emphasize the new technical solutions required 
by contemporary architecture. In Nyström ' s opinion , the 
aims of hi s pupils, Lars Sonck and Eliel Saarinen, were 
examples of ' creating novelties fo r "orig ina lity ' s" 
sake. ' 180 

From its very beginning, teaching at the Polytechnic In
stitute differed from the French Beaux-Arts system. In 
design and planning this was ev iden t in the Jack of a 

competition system. Pol ytechnic education stressed 
mathematics and the sc iences , even to the exc lusion of 
profes sional or vocational subjects, and studies proceed

ed through a system of yearl y courses. However, cer-

14. 'Sima des Tholos in Epidaurus '. Exercise project by Wi vi 
Lönn f or Gustaf Nyström 's 'Notes on Architecture' lecture se
ries, 1893. Oulu University Library. 
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tain Beaux-Arts principles were followed. Historically 
significant buildings were used as examples in solving 
certain types of problems, and students were required to 
draw and copy parts of them. The teaching of design and 
planning proceeded in stages towards more demanding 
projects, with themes such as an antique villa, a railway 
station, or a museum. 
Elitist education of thi s kind had ritualistic overtones -
although all education can be regarded as formally ritu
alistic. Participating in the ritual s not only strengthened 
the collective identity of those involved, but also offered 
signs or symbols distinguishing oneself from others. 181 

In technological fields, group identities were shaped by 
the traditionally male-dominated nature of education. 
What was taught and the ways in which this informa
tion was passed on had historically been accommodat
ed to the needs of male students alone, and women were 
required to accept and conform to existing standards and 
values. In this sense, women were socialized into the 
skill s of the profess ion ' on an equal basis' , but at the 
same time they had to confront the completely differ
ent attitudes that society had in store for them. 
The curriculum in architecture had included compulso
ry diploma-type projects even before the institute was 
reorganized as the University of Technology. Students 
were required to present two or three projects of this 
kind. For example, Wivi Lönn's graduate project includ
ed the drawings and plans for both a church and a )arge 
villa all ' anti ca . 182 Salme Setälä' s student projects 183 show 
that in the first-year course Nyström required only the 
drawing of architectural details. This continued in the 
second year, and it was not until the third-year course 

36 

15. 'The lonic Style of 
Greece '. Project by Salme 
Setälä in the second-year 
course in archilecture, 
1914. SRM 

that )arger works and projects were designed. In the aca
demic year of 1914-15 Setälä prepared designs for three 
projects; one these was still an exercise in style, while 
the others were for actual buildings, with elevations, 
floor plans, sections, and drawings in perspective. In the 
final , fourth-year, course teaching concentrated on de
signs for four separate projects. 
In addition to classes in design, the curriculum included 
lectures and classes in building construction. Nyström 
had developed his lectures over the years, and in the 
19 lüs the third-year course attended them throughout the 
academic year, and the fourth-year course in the spring 
term. 184 Examinations followed a method in which ques
tions on the subjects of the lectures had to be answered 
in writing and in the form of drawings and plans in the 
space of a few hours . The examination on Nordic archi
tecture , for example, contained eleven questions, ten of 
which required drawings of the works in question, pos
sibly including floor plans, elevations and sections. This 
examination had to be completed in four hours .185 

Excursions both in Finland and abroad were an impor
tant part of the curriculum. Since the late 1880s, Ny
ström, however, stressed the importance of Finnish mon
uments and works of architecture. He was especially 
fond of the Cathedral of Turku, which he measured and 
drew with his students almost every year from 1889 to 
1916. When the University of Technology was estab
lished, the faculty body immediately ruled that the di
ploma requirements in architecture were to include the 
measurements and drawings of an historic building or a 
significant part of it. 186 

Nyström set the subjects of diploma projects according 



16. 'Cour/ hause ', eleva
tion. Proj ect by Salme 
Setälä in the fou rth-year 
course in architecture, 
1916. SRM. 

to a system and themes largely simil ar to those followed 
at the School of Architecture of the Royal Academy in 
Stockholm . Professo r Claes Grundström made his stu
dents prepare competition projects of a variety of build
ings in di ffe rent styles (Renaissance and Baroque in the 
autumn term and medieval architecture in the spring). 
Also on the agenda was the main competition of the aca
demic year with awards and a free choice of style. The 
competiti ons always in volved !arge monumental build
ings. 187 The diploma projects set by Nyström between 

17. 'Cou r/ hause', jloo r plan. Proj ect by Salme Setälä in the 
fou rth-year course in archilecture, 1916. SRM. 

1909 and 19 17 included monumental buildings, e.g. 
museums, schools, courthouses, and librari es . 188 There 
were also exercises in sketches and studies in the autumn 
term for the third- and fo urth-year courses. Some of these 
exercises were arranged as competitions; the drawings 
were signed with pseudonyms, and the best entries were 
given small cash prizes. 

18. Measured drawing of the Church of Sipoo, prepared by 
the Polytechnic Institute and 1he Helsinki University of Techno
logy in 1900 and 1915. Participating students included Carl 
Frankenheuser, Sigurd Forsl erus, Va /ter Jung, Gustaf Stren
ge //, Karl Keilberg, Agda Aspelin, and Weikko Kyander. 
A rkitekte n / / 1916. 
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19. 'Library ', main elevation. Salme Setälä's graduale project, 1917. SRM. 

The graduate or diploma projects were not usually in any 
given style, but there were detailed instructions concern
ing materials. The project followed an initial sketch . The 
drawings and plans were prepared at the University of 
Technology during the terms, as there was still sufficient 
space for working in the classrooms. In the early stages, 
projec ts had to be completed in three or four months, 
but this period was later extended. According to the stat
utes, the diploma project had tobe completed during the 
term 189

, but at least in 1915 Nyström allowed hi s pupil s 
two terms for the project. 
The curriculum did not place any great demands on stu
dents in these years. Nyström was quite aware of this, 
and wished to concentrate his own efforts on advanced 
training: ' ... our architectural training is insufficient and 
only a few seriously continue their professional studies 
after their schooling. ' 190 After Nyström' s death at the end 

20. 'Library', section. Salme Setälä 's graduate project, 19 17. 
SRM. 
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of 1917, plans were launched for advanced training and 
other improvements in the teaching of architecture. 
These included a proposed two-year art-academy course 
following the normal period of study, which was mod
elled after Swedish examples. 191 These efforts were not 
completely successful, as pointed out in an active ex
change of ideas among the members of the Finnish As
sociation of Architects in the 1920s. 192 

21. Calculations for ceiling structures of iron and concrete in 
Salme Setälä's graduale project, 1917. SRM. 



In assessing the motivations of women wishing enter this 

male-dominated field , we must avo id see ing them as a 
homogeneous group. The cond iti ons for wo men's edu
cation changed signifi cantl y over the years. The expe
ri ences of the first wo men students in the 1880s and ' 90s 
greatly differed from the generation who studied in the 
19 1 Os , who, along with late r women, could re ly on a 
feeling of group so lidarity. The first women students had 
no examples or ro le models to fo llow; in fact, they them
se lves became the role models. 
The disintegrati on of a gender-based monopoly on edu
cation in late- l 9th-century Finland did not dissolve the 
male monopoly on positions in public service, 193 and the 
forma l equality of women did not extend beyond the in
stitutions of learning . Educated women were subj ect to 
a principle of res tri cted qualifications for office . This 
meant that there were no restri cti ons concerning some 

posts, while others required spec ial dispensati on. Women 
were barred from a number of c ivil-service pos itions for 
many years . At the end of the 19th century and even in 
the early years of Finnish independence thi s practice was 
based on an interpretation of the wording of the consti
tution , though not on its actual letter. 194 

Women architec ts of different generations shared a con
fidence in the prevailing meritocracy and the opportu
niti es for advancement in one's career. Many women 
strongly identifi ed themselves with the idea of the pro
fess ion as passed on in education and training. Possible 

conflicts re lating to profess iona l rotes and the separate 
identity of women did not emerge until they entered 
working li fe. 195 

The respective yearly courses at the Department of Ar
chitecture mostly kept to themselves in the ir studies, and 
it was not un til the final years that students could mi x, 

as studies lasted longer for some than fo r others. Stu
dents mostly identi fied themselves with those in the same 

22. Birthday masquerade 
for Kerstin Holmberg, ar
chitecture student, in 19 14. 
At the right in the back row 
is Holmberg, jlanked by 
El!i Ruuth and Hanna- Lisa 
Nohrström. Middle row 
(from the right ): Elsi Borg, 
Salme Setälä, and Eisa 
Arokallio. Aili Sal!i Ahde is 
in Elsi Borg 's lap. SRM 

course, and distinctions were maintained with respect to 
others.196 There is no information on re lations between 
the earl y women students and their male co lleagues. 
However, the case of Wivi Lönn suggests a few inter
es ting features in thi s respect. 
Lönn was in the same course as Birger Federley and 
Torsten Monte!!. Armas Lindgren and Elie l Saarinen 

were their junio rs by one year. After graduating, Lönn 
assisted the office of Gese llius - Lindgren - Saarinen on 
several occasions, although she had work of her own in 
Tampere. At a later stage, she ran an architectural of
fice together with Armas Lindgren, and was a close 
friend of hi s fami ly .197 

Later women students formed their own c ircle, although 
the various year courses were still the stronges t groups. 
Even in the 19 lüs , wo men at the University of Tech
nology did not feel they could participate in the activi
ti es of the student body: ' The (S tudents') Society was a 
male world, and we fe it we did not be long the re. Nor 

did we try to take over the society ; we had no desire to 
do so'. 198 Partly for these reasons , women students of ar
chitecture founded in 19 l 9 their own unoffic ial club 

known as Tumstocken 199
• 

Interestingly enough, students of architecture, women in
cluded, were politically active in the I 9 lüs. Four men 
in Salme Setälä ' s course went to Germany for military 
training as Jaegers , soon to take active part in the Civil 
War of 19 18. In these events, women smuggled arms and 
ammuniti on, fed so ldiers, and took part in secretly held 
shooting practices. These hi storical events created a close 
bond among the students of that time.200 

Although education and training in a male-dominated 
technical field were now avail able to women, they were 
not necessa ril y on an equal footing in working life. So

ciological studies of professionali sm have pointed out 
that profess ions contro lled by the state or the univers i-
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ties more readily opened up to women, while those con
trolled by their members remained closed. 201 

In the Finnish context, architecture and its formal train
ing institution gave women a possibly warped idea of 
the reality and suggested equality of the field . Women 
architects ' experiences of thei r teachers were mainly of 
friendly, though confused, behaviour. Wivi Lönn recalled 
how Ernst Qvist, the principal of the Polytechnic Insti
tute remarked to her: 'Miss, how can you have the cour
age to come here, with all these men around?' 202 
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23. Wom en students at the 
University of Technology 
took part in the Civil War of" 
19 18 on the side of the 
Whit es. From the leji: 
Salme Se tälä, Elsi Borg, 
Sylvi Nyyssönen, and Verna 
Maria Eriksson. SRM. 

24. Salme Setälä partici
pated in shooting practice 
organized by students of 
technology in 19 J 8. The Je
male student holding the 
binoculars is Verna Maria 
Eriksson. SRM. 

There is no information on any negative attitudes regard
ing women students on the part of Gustaf Nyström or 
Onni Tarjanne, the leading teachers of architecture , and 
they are known to have employed former students , both 
men and women, in their own offices. In this respect, at 
least the teachers recognized the professional compe
tence of women , although these instances do not reveal 
what these gentlemen feit about women 's abilities to ad
vance in their careers. 203 



3. WOMEN IN PLANNING 
AND DESIGN 

By the turn of the century, architec ture in Finl and had 
become a specific fi e ld of the arts with its own prevail 
ing rules. Pierre Bourdieu has explored relations in the 
world of art, stress ing the complex ity of arti stic produc
tion. Seen in thi s perspective, architecture has a clearly 
co llecti ve character. 1 Bourdieu stresses that the soc ial 
characteri sti cs of those producing works of art cannot 
be directl y projected onto their works. This view is in 
accord with other critical perspec tives in the study of art. 
Both femini st art-hi stori ans and recent structurali st schol
ars of architecture have poin ted to the myths inherent 
in research into the arts. 2 In studying women's art we 
must keep in mind the active hi storical role of the whole 
di sc ipline of art hi story, which has created both the cat
egories that are dealt with , and a certain image of 'wom
en's art ' in re lati on to 'Art' .3 Women have long been 
absent from architecture, and where they have begun to 
be identified, they have been seen as something di ffe r
ent, di stant, and separate. Nevertheless, art hi story has 
been abl e to approach works differing from the main
stream of trad ition, although at first mainly as anoma
li es. Women producing art have been anomalies of some 
kind, although by no means a new phenomenon. The 
fi eld of art did not necessarily accord them equal com
petence with men, and their output has often been re le
gated to hi stori call y insignifi cant areas. 
Women archi tects in Finland were competent in their 

25. Wivi Lönn ( 1872- 1966) 
in Jyväskylä, l 9 l 5. SRM. 

educati on and tra ining, which for Bourdieu also signi 
fies social competence. 4 Gender, however, remains the 
factor that creates di stinctions wi thin and among socia ll y 
defined concepts of competence. The fo ll ow ing sect ion 
foc uses on three women architects, who were acti ve in 
different sectors of the fi eld at partly different times. The 
di scussion will attempt to outline various aspects of their 
work and the manifes tations of their competence. 
Studies of l 9th- and 20th-century architecture in Finland 
have with onl y few exceptions concen trated on sty le. 
Thi s perspective emphas izes innovations, influences, and 
their diffusion, proceeding from ideas to reali zed forms. 5 

Women architects will necessarily remain in the margins 
of such an approach.6 For thi s reason, I rev iew the works 
and careers of Wivi Lönn, Salme Setälä and Aino Mar
sio-Aalto with reference to both influences and innova
tions, and the ways in which their profess ional acti vi
ties fo und their place in the fi e ld . These three architects 
worked in di fferent areas, and they clearly exhibit dif
fe rences not only of a chronologica l order. 
Wivi Lönn graduated in architecture in the 1890s, when 
professional di scourse foc used on the fo rms of a national 
architecture and the opportunities opened up by new ma
terials. Lönn was one of the young architects who in
troduced both international innovations and their ' na
tional ' versions. 

Her first major work was a Finni sh-l anguage girl s' 
school in Tampere, which developed new solutions in 
the des ign of schools. In their style, her des igns fro m 
the first decade of the 20th century belonged to the 
sphere of prominent contemporary ideas. She did not, 
however, adopt the most romantic concepts of the time. 
From the very beginning of her career, Lönn 's works 
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26. Sa lme Setälä ( 1894-1980) in 193 1. National Board of An
tiquities, Pictorial Archives. 

27. Aino Marsio (/894- 1949) in the early 1920s. AAA . 
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stressed rationality, structures, functi onality of space, and 

economy. She kept to thi s approach in later projects, but 
by the 1930s (when she was in her s ixties) she could no 
longer follow the latest innovation s of Modernism . 
Salme Setälä designed onl y a few buildings as indepen
dent projec ts. However, she was one of the young ar

chitec ts of the 1920s who showed an inc reas ing inter
est in housing des ign and the problem s of dwellings. In 
addition to plans and des igns, she partic ipated in pro

fessional di scuss ion through her numerous articles and 
books. Setälä became a c ivil-service architect in the na
tional building administralion , and had to take on a com
pletely new area of work: town and reg iona l pl anning 
requiring a sensitive approach to traditionall y built com
muniti es and villages. Her professional career, howev

er, was a life-long success ion of doubts and conflicts. 
Aino Marsio was already interested in des igning inte ri
ors and furniture as a student. Like her husband , Alvar 
Aalto, she was drawn to the Classic ism of the 1920s, and 
for example in 1926 she des igned a family summer house 
(Vill a Flora) in a light Classicist styl e. Togethe r with 
Alvar Aa lto, Aino Marsio-Aalto studied the fun ctional
istic ideas of international Modernism, but combined 
them with bas ic concepts already adopted in the 1920s. 
The marriage of these two architects is a te lling exam
ple of how a woman 's educational competence did not 
necessarily lead to soc ia l acceptance in her profess ion, 
or to the recognition of full-fl edged competence. 
The selection of works by these women and their analy
sis is based on a number of coinciding fac tors. Wi vi 
Lönn has mostly been studied from an art-historical per
spective, but here I have foc used on her command of the 
complex des ign of publi c spaces. I a lso wish to po int 
out how he r gender was refl ected , not necessa rily in the 
design process, but in contemporary criti c ism and its in 
fluence on later studies of works in which Lönn collab
orated as an independent designer. Analyses of the re
views of Armas Lindgren's and Wivi Lönn 's joint com
petition proj ec ts clearl y reveal the limited perspectives 
in the fi eld of architecture at the time. 
In reviewing Salme Setälä 's career and works I have had 

to take into account he r considerable literary output. As 
a civil-service architect, she worked in a completely dif
ferent fi e ld of design and arti stic creation than Lönn. 

Setälä's serious interest in interior design, dating back 
to the l 920s, remained a cornerstone of her career for 
many years. ln her pl anning work and in other areas, 
Setälä was hi ghly aware o f the aesthetic dimensions of 
the environment. 
The most independent stage of Aino Marsio-Aalto's ca
reer was in the founding and deve lopment of the Artek 
firm. However, her contribution to works j o intl y de
signed with her husband is difficult to verify o r analyse 
in deta il. Despite thi s, I have included in thi s study Vil
la Mairea, which she designed in collaboration with Al
var Aalto. This projec t in vo lved Artek in a number of 
ways. This material demonstrates the scope and signifi
cance o f Aino Marsio-Aalto's approach to des ign . 



3.1. Wivi Lönn and Armas Lindgren - Joint 
Works 

Olivia Mathilda Lönn (1872-1966) 7 was the first Finn
ish woman to have an independent career in architec
ture. She designed a large number of projects between 
1898 and 1945 , including several significant public 
buildings, some of which were commi ss ioned as the re
sult of competitions. She began her professional educa
tion in 1892 in practical building at the Tarnpere indus
trial school, from which she transferred , prior to gradu
ating as a mas ter-builder, to the Department of Archi
tecture at the Polytechnic Institute in Helsinki . 
In l898 , only two years after graduating, Lönn was com
mi ss ioned to design the building of a Finnish-language 
girls' school in Tampere, where she herself had matric
ulated. Thi s was followed by over thirty school projects 
throughout Finland. In 1906 she won a competition for 
the municipal fire-station in Tampere, her most signifi
cant success thus far. She was actively employed in those 
years , and in fact took on more commissions than she 
could effectively handle, making it necessary to enlarge 
her office and employ her first assistants. 8 

Lönn won most of the architectural competitions between 
invited entrants which were held in Tampere in the ear
ly years of the century. lt is interesting, however, that 
in these productive years she began to collaborate with 
Armas Lindgren, with whom she had studied in Hels in
ki. Lönn had already assisted Lindgren, when the latter 

28. The architect Annas Lindgren ( 1874-1929) c. 191 5. SRM. 

had worked together with Herman Gese llius and Eliel 
Saarinen. She was a friend of Lindgren's family , and 
they travelled together at an earl y stage. For Lönn, Ar
mas Lindgren and hi s family were ' more family than my 
own relatives' .9 Thi s warm friendship is naturally one 
of the reasons behind the ir close co-operation, but Lind
gren may have had other reasons for choosing to work 
with her. 
Armas Lindgren (1874-1929) belonged to a group of 
young architects who had graduated in the 1890s and 
soon influenced the new steps taken in Finnish architec
ture at the time. Together with his fellow-students Her
man Gesellius and Eliel Saarinen, Lindgren founded an 
architectural office in 1896. Their firm soon received sig
nificant commissions. 10 The partnership was dissolved 
in 1905 , and its projects were taken over by its former 
members. 11 In 1902 Lindgren became the arti stic direc
tor of the Central School of Industrial Art in Hel sinki , 
which placed ex tra requirements on hi s private architec
tural practice. 
According Wivi Lönn , Lindgren was the first to suggest 
that they collaborate. Lönn often stressed that architec
tural work strained Lindgren ' s health. 12 This may be one 
reason why Lindgren went into partnership with the ar
chitect Berte l Liljequist in the 19 10s.'3 

29. Wi vi Lönn in 19 1 /. Kivinen 1982,fig. 50. 

43 



Lönn 's and Lindgren 's first joint project was a compe
tition entry for the building of the Hel sinki University 
Students' Union, which was also realized on a joint ba
sis. Thi s was followed by a competition e ntry for the 
Estonia theatre and concert hall in Tallinn, and also its 

construction . The design of the Sakala Student Corpo
ration building in Tartu (Dorpat) in Estonia was com
missioned from Lönn, but because of other work she for
warded thi s project to Lindgren in 1909 at the floor-plan 
stage . Lönn herself regarded the rest of the design as 
Lindgren ' s creation. 14 They collaborated in yet another 
project, a shopping arcade in Helsinki ( 1913), but thi s 

time Bertel Liljequist also took part in the work . 
The Stude nts ' Union building in Helsinki and the Esto
nia theatre in Tallinn have long been analysed solely with 
reference to other works by Lindgren, and Lönn ' s con
tributions have remained in the background. The follow
ing sections will attempt to outline the hi storical con
text of these projects and the respecti ve contributions of 

both architects. 

3.1.1. The Students' Union Building 
in Helsinki 

By the turn of the century, the Old Student House in 
Hel sinki had become too small for the !arge number of 

students at the then Imperial Alexander University. This 

bui lding , des igned by Hampus Dahlström in 1868, was 
inaugurated in 1870. 15 Economic reasons prevented the 
student corporations , representing differe nt provinces of 
Finland, from acquiring their own buildings , and plans 

were launched for a building serving six of these asso
ciations. Even thi s was too expensive for the corpora
tions, and the project was taken over by the Students' 
Union of the university. The architect Yrjö Sadeniemi, 

who had been employed by the Students ' Union in ear
lier projects, was commi ssioned to prepare a program
me and draft plan for the layout of rooms and space in 

the new building. The New Student House, as it later 
came to be called, was to contain business premi ses, 
meeting rooms for the corporations, a restaurant, and a 
midd le-sized auditorium. The Students' Union decided 
to hold a competition with the architects Yrjö Sadenie
mi, Kauno S. Kallio, Armas Lindgren , and Eliel Saarinen 
as invited participants. 16 

A building committee was set up with Kaarlo Koskimjes, 
Oiva R. Kyrö and J.W. Havulinna as members , and a 
site was selected on present-day Mannerheiminitie Road 
next to the Old Student House. The committee also 
formed the jury of the architectural competition. Addi
tional jury members were the architects Onni Tarjanne, 
Knut Wasas tjerna , and Bertel Jung. The programme of 
the competition was laid down on 4 November 1907, and 
entries were due by the end of the month .17 

30. In theforeground is Helsinki 's Old Student Hause, designed by Hampus Dalström and built in 1870. In the background is the 
Students ' Union building, designed by Annas Lindgren and Wi vi Lönn and completed in 1910. Photograph by A. Pietinen, HKM. 
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The jury met four times , and its technical experts first 
reviewed all four entries to see whether they correspond
ed to the programme. Some of the entries were regard
ed as unsuccessful in view of their arrangement of space, 
and one was even contrary to municipal building regu
lations. In the jury 's opinion, the project called 'Ham
pus' was the most successful one. 
'Hampus' was the work of Armas Lindgren and Wivi 
Lönn . The jury, however, was not unanimous, and some 
members suggested that the designers of the best entries 
should collaborate in the final plans and designs . The 
Students' Union declared an extended competition be
tween Lindgren and Lönn, and Kauno S. Kallio .18 

Additions were made to the programme for the extend
ed competition, and entries were now due by 20 Febru
ary 1908. The j ury was the same as before, and the re
sults were declared on the first of March 1908. Lind
gren ' s and Lönn ' s entry was regarded as the more suc
cessful one in all respects, and was unanimously given 
first pl ace .19 

The project entailed many problems. The site was in the 
centre of Hel sinki , and the Old Student House dominated 
the surroundings. The Student Union ' s old library build
ing still stood on the lot, which was in the shape of an 
obtuse triangle sloping steeply towards the yard. The 
building was intended for a variety of uses, with the cor
porations ' meeting rooms as its main spaces. Owing to 
financial reasons , the Students' Union wished to have a 
!arge proportion of space that could be let out. Separat
ing these areas, i.e. the meeting rooms and space for let
ting, and communications between them posed a num
ber of problems for the architects. 
In their first entry , drafted in late 1907, Lönn and Lind
gren placed space tobe let and the corporations' rooms 
in different wings which met under a tower at the cor
ner of the building. Their design for the meeting rooms 
was described as providing light and offering suitable 
routes of access, but the proposed wing for rental space 
and apartments was not as successful.20 

In the second entry (1908) , business premises and rent
al space were further separated into their own wing, and 
the sta irwell leading to the corporations' rooms was 
moved to the courtyard side of the building. There were 
two club rooms on each floor, as weil as a large meet
ing room. The project was praised for its locations of 
public spaces, the entrance, and the auditorium. A low
cost restaurant in the area tobe let still posed problems.21 

The final designs were commissioned from Lindgren and 
Lönn in May 1908, and were completed by the end of 
the year. 22 The main alterations concerned the restaurant, 
which was now moved from the street to Face the court
yard one storey below the auditorium. The !arge kitch
ens were reduced in size, providing more rental space 
and potential income for the owners. A long hall lead
ing to the auditorium was preserved, but a foyer was ex
cluded from the final version. The stairway leading to 
the meeting rooms was enlarged and placed on the cen
tral axis of the building. This created a symmetrical di-

31. Sire plan of the Students' Un ion building. Annas Lindgren 
and Wivi Lönn, 1908. HYY, Archives. 

vision of space, which was reflected in the fai;:ade. 
Riitta Nikula23 has pointed out that Armas Lindgren con
centrated on the composition of the fai;:ades in this build
ing, and hi s posthumous material includes several studies 
and sketches for the tower and other detail s. In the first 
competition version, the fai;:ades were only sketched. The 
elevation facing present-day Mannerheimintie is almost 
similar to a competition entry by Lindgren from the pre
vious year for the Pietinen building in Yiipuri. 24 In the 
extended stage of the competition, the fai;:ade facing the 
adjacent courtyard or square was emphasized with a 
dominating central part and a large number of sculptured 
ornaments. The tower at the corner still remained as a 
slightly uncertain accent fl anked by the two wings. The 
tower dominated the surrounding townscape to such a 
degree that Lindgren did not rea li ze it even according 
to the final designs and plans. 
If there is no other source materi al than plans and draw
ings, the collaboration of two architects will always 
present a number of difficult problems for study. Armas 
Lindgren wanted Lönn to work with him, and both ar
chitects prepared the competition entries and the final 
version of the design . In her study on Armas Lindgren, 
Riitta Nikula has suggested that in this project he was 
chiefly responsible for the fai;:ade, ornament, and the de
sign of the interior. She bases this conclusion on the fact 
that Lindgren's extensive collections of sketches and 
studies contain no material concerning the floor plans 
of this building. 25 

The preserved drawings and pi ans of the Students' Union 
building support this conclusion. The final designs were 
signed by both architects, except for the elevations which 
bear only Armas Lindgren 's name. In my opinion, the 
complex design of the floor plans required the work of 
both architects, although Lönn was more responsible for 
constructional details and so lutions. ln 1909 she made 
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32. 'Hampus ', elevation. Entry in thefirst competitionfor the Students' Un ion building in 1907. Armas Lindgren and Wivi Lönn. 
HYY, Archives. 

the alterations suggested by the student corporations pri
or to the fin al design , wh ich clearly reflects her leading 
role in the des ign of space in this project. 26 

The final plans for the building work also appear to have 
been Lönn 's responsibility. 27 Accord ing to her, she and 
Lindgren divided their work in this way. ' Floor plans 

have a lways been my forte.' Lindgren designed the 
fayades, although these detail s also had to be taken into 
account in the floor plans.28 

In earlier years, Wivi Lönn had designed a number of 
!arge publ ic buildings in Tampere. In addition to the 
girls' school ( 1899), she had won competitions held for 

33. 'Hampus ', plans of thefirst and secondjloors. Entry in the first competitionfor the Students ' Un ion building in 1907. Annas 
Lindgren and Wivi Lönn. HYY, Archives. 

46 



34. Elevation submilled by 
Annas Lindgren and Wivi 
Lönn in 1he co111inued slage 
of the Studen/s' Un ion 
building compe!ilion, 1908. 
HYY, Archives. 

the Alexander Primary School ( 1903), the Tampere 
School of Horne Economics (l 904), and the Tampere 
Fire Station in 1905. 29 In these projects Lönn, developed 
her skill s in arrangi ng communications and routes of ac
cess within buildings . 
In the Tampere girl s' school project Lönn made a care-

ful study of English school design and its innovations. 30 

She introduced a system of rooms arranged aro und hall s, 
avo iding unnecessary corridors wherever poss ible. In the 
Alexander Primary School she produced an even more 
sk illed plan of spacious hall s and stairways, with sepa
rate routes and clothes-storage areas for boys and girl s. 31 

35. Plans of !he g round floor and o.ffice s/Orey in Lindgren 's and Lönn 's entry in the continued stage of the S1uden1s ' Union building 
competition. HYY, Archives. 
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36. Baseme111. Final version 
of the designs for th e Stu
dents' Un ion building. Ar
mas Lindgren and Wi vi 
Lönn, 1908. HYY, Archives. 

37. Final version of the de
signs for the Students' 
Union building, first floo r. 
Annas Lindgren and Wivi 
Lönn, / 908. HYY, Archives. 

38. Helsinki University Stu
denls' Union building, the 
second floor with meeting 
rooms above the main en
trance. Final version of the 
designs by Annas Lindgren 
and Wivi Lönn, 1908. HYY, 
Archives. 



39. Elevation facing adja
cent small park, Students ' 
Union building. Signecl by 
Annas Lindgren, 1908. 
HYYISRM. 

40. Streetfront elevation of 
the Students ' Union build
ing , signed by Armas Lind
gren 1908. HYY/SRM. 
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Lönn 's winning entry in the fire-stati on competition was 
espec ia ll y prai sed for its emphas is on the symbolic as
pec ts of different spaces and rooms.32 

In the Helsinki Students' Union building, Lönn 's origi

na l concept of rooms and space remained in the final 
plans and designs. In all the versions, the access route 

to the auditorium was arti cul ated as a kind of main axis 
in the building. Lönn was able to eradi cate the problems 
caused by the slope of the site through her arrangement 
of roo ms in the basement and ground fl oor. The origi
nal symmetrical configuration of the corporations ' meet
ing rooms helped in developing the fina l version of the 

fa<;ade . 
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4 1. Th e S1uden1s ' Union 
building in ils original 
s1a1e, I 920. Pholograph by 
Eric Sunds1röm, HKM. 

3.1.2. The Estonia Theatre in Tallinn 

The Estonia theatre in Tallinn is perhaps one of the most 
signifi cant national monuments created by Finni sh ar
chitects in the early 20th century. lt had hardl y any ' na
ti onal' s ignificance fo r Finns, but it was a ll the more 
important for Estoni ans. The Estoni a Choral and Dance 
Society had been fo unded in the 1860s as an amateur 

body. Together with its counte rpart , the Yanemui ne 
Company in Tartu , it became a profess ional theatre com
pany in the earl y 1900s. These were years of growing 

interest in Estoni an culture , which was expressed by 
building new cultu ral instituti ons. T he Yanemuine the-
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42. Plans of lhe basemenl and f irsl j loor. Winning entry by Wivi Lönn in a competitionfor the Alexander Primary School in Tam
pere, / 903. SRM. 
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atre in Tartu was built in 1906 accord ing to Armas Lind
gren's des ign. A theatre was al o built in Narva in 1908, 
and the Estonian Folk Museum (Est. Eesti Rahva Muu
seum) was completed in Tartu in 1908. 33 

Pl ans fo r a theatre in Tall inn were launched in 1902 by 
several musical societi es, but had to be pos tponed be
cause of politica l unres t. When the Es toni a Company 
became a professional theatre in 1906 it soon needed 
suitable premi ses. After a number of problems, the fu
ture site of the theatre was acquired in 1907, and a com
mi ttee was set up to prepare a spec ific programme for 
the building project. A large building was pl anned, with 
1,000 seats in the theatre sec tion and 1,200 in the con
cert hall. A continental-style cas ino and restaurant sec
tion was also planned, with access to the theatre and con
cert hall. The programme was drawn up in view of the 
intended architectural competition, and it even mentioned 
the des ired style: ' the whole building should be in the 
Finni sh style ' (terve hoone tuleks soome stiilis). Thi s 
apparently referred to the Fi nni sh archi tecture of the turn 
of the century, and especiall y Armas Lindgren's 
Yanemuine theatre in Tartu .34 

The competition was decl ared in March 1908 with en
tries due by the First of August. lt was publicized in jour
nals and newspapers in Russ ia, Finl and , Germany, and 
France. The small number of competent Estonian archi
tects was given as the reason fo r an international com
petition. Seventeen entries were submitted, but the names 
of all the participants are not known. Armas Lindgren 
ordered the programme in late May. A copy was also 
sent to Elie l Saarinen, but we do not know if he parti ci
pated. The jury was composed of international experts. 
Finl and was represented by Onni Tarjanne, and along 
with Estoni ans there were also experts from St Peters
burg. The interests of the Es toni a society were repre
sented by the civil engineer K. Mauritz and Dr J. Mas
in g_ 3s 

43. The Jury of the compe
tition for the theatre anc/ 
concert -ha.ll in Ta.l/inn, 6 
August 1908. Onni Ta.r
janne seconc/ from lef!. 
Peers 1938. 

The judges convened in early August for two days. one 
of the entries received first pri ze. The second prize went 
to the entries under the pseudonyms ' Punane Ring' and 
'Thali a', and the third prize was given to an entry called 
' Omega'. The second-prize entries were by the architects 
A. Bubor and N. Yass il yev of St. Petersburg, and Ar
mas Lindgren and Wivi Lönn of Finland . The entry 
which wa pl aced third was by the French architect Al 
phonse Gravier. The Estoni a soc iety went on to arrange 
an add it ional competition between the rec ipients of the 
shared second prize. 36 

Fi nancing the building project was arranged by estab
li shing a joint-stock company fo r the project ( "Estonia " 
ehituse ja ülepidamise osaiihisus), which was offic ially 
approved by the czar in ea rl y 1909. The company in
cluded Tall inn 's leading bu siness men and real-es tate 
owners, with the Tallinn Credi t Assoc iati on as the main 
shareholder. The required capi ta l could thus be rai sed, 
and no state aid was needed.37 Eq uity was 125 ,000 rou
bles in 25 -ro uble shares, which were free ly sold.38 

The site of the pl anned theatre and concert hall was be
tween what were then Gogol Park and the Market Square 
in Tallinn, partly covering an old moat on the south-east 
boundary of the old town. The northward-s loping site 
presented a number of pro blems, requiring the removal 
of large volumes of soi l and fill. Gro und water was at a 
hi gh level, making a strong basement structure neces
sa ry. 39 

The relation of the building with the surrounding town
scape was an important consideration. The theatre and 
concert hall was to be much larger in volume than any 
of the surrounding buildings. Along with its status as a 
national monument, the Estoni a theatre also ranked 
among the first in the hiera rchy of public bu ildings in 
Tallinn. 
In Lindgren's and Lönn 's first entry (Thalia),40 the main 
functi ons, i.e. the theatre part and the concert hall , 
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44. Ground plan. 'Thalia ', entry by Annas Lindgren and Wivi 
Lönn in the Ta/Linn theatre an.d concert -hall competition., 1908. 
SRM 

also permitted access between various parts of the build
ing and along spacious stairways and foyers to the res
taurant and casi no section. 
Movement be tween floors was not restric ted to a single 
monumental stairway in each wing ; wide stairs led from 
both sides of the lobbies to the main fl oors. In the the
atre wing the stairs led on to the first balcony or dress 
circle. The gallery was reached by another stairway lead
ing to a separate cloakroom and foyer. 
The stage followed the traditional ' peep-box ' design with 
a stage tower part for scenery and equipment.41 The stage 
was level, and the stalls were on a sloping floor. Both 
the theatre and the concert hall were given a rectangu
lar ground pl an. 
Lindgren 's and Lönn 's first version succeeded in com
bining the different functions of the building much more 
effectively than the other competition entries. Bubor's 
and Yass ilyev's design also concentrated ac tiviti es 
around a central courtyard, with the joint restaurant and 
cas ino section to one side. They, however, placed the 
theatre on a transverse axis in relation to the concert hall , 
which considerably lengthened the whole building42 and 
made access to the casino and restaurant much more dif
ficult. 
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45. Plan of thefirstfloor. 'Thalia ' by Armas Lindgren and Wivi 
Lönn, / 908. SRM. 

Gravier ' s entry did not separate the functions of the 
building with entrances. In thi s design , the public en
tered all parts of the building through a main entrance 
in the middle part. This meant that the casino and res
taurant could not be accommodated in the same building 
and had to be placed in a separate wing. 
Lindgren 's and Lönn 's entry in the continuation stage 
of the competition was given first pri ze, andin Septem
ber 1909 the company representing the project commis
sioned the designs and plan s from them . Thi s second 
entry43 corresponded to the first version in its basic ar
rangement of rooms and space. An inner courtyard was 
excl uded , which slightly changed the order of rooms re
quired by the public areas and the theatre. Additional 
boxes in new locations were designed for the theatre. 
The e levations of the first and second competition ver
sion differed in many respec ts. In the 'Thalia' entry , the 
building, despite its symmetry, had a subdued romantic 
appearance with round domes on the stage towers. The 
second version was a long stricter classicistic lines, with 
colossal columns, pediments and angular roof profiles. 
Both des igns, however, emphas ized the main floors of 
the theatre and the concert hall either with !arge win
dows or columns. The stage tower was lowered, and it 

46. Section.s in the 'Thalia ' 
entry, 1908. SRM. 



47. Main elevation, 'Thalia ', 1908. SRM. 

48. Rear elevation, 'Thalia ', 1908. SRM. 

49. 'Omega' by Alphonse 
Gravier ( 1908) was ranked 
third in the Tallinn theatre 
and concert-hall competi
tion . Peets 1938. 
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50. Elevation submitted by A. Bubor and N. Vassilyev in 1909 in rhe continued stage of rhe Tallinn theatre and concert-hall com
petition. Peets 1938. 

5 1. Elevation by Annas Lindgren and Wivi Lönn in the continued stage of the Tal/inn competition, 1909. SRM. 

no longer dominated the surroundings as in the first ver

sion. 
The winning entry was regarded as more successfu l in 
its arrangement of rooms and its bas ic concepts, and the 
log ical order of rooms was commended by the judges. 
lt has been claimed, however, that an extra measure of 
sympathy was awarded to the Finni sh architects , and that 
the judges' decision was influenced by Lindgren ' s de
sign for the Vanemuine theatre, which was greatly ad
mired in Estonia. 44 

When the final design was commiss ioned from Lindgren 
and Lönn in 1909, they were asked to prepare coloured 
illustrati ons of the intended building_ -15 Thi s was a se

ri es of onl y three lightl y co loured drawings, in wh ich 
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the e levat ions corresponded to the first competition en
try. lt is reasonable to assu me that this request was due 
to the commissioning party ' s need to adverti se its 
project. The sketch fo und its way into a series of post
cards, visualizing the future theatre and concert hall to 
ra ise interest among potential shareho lders . The Esto
nia Company was short of funds throughout most of the 
project, and without financing from the Ta llinn Credit 
Assoc iation constructi on could not have begun or con
tinued.46 

The design and planning process was at times difficult 
fo r Lindgren and Lönn. The Estonia Company's docu
ments and Lindgren ' s correspondence show that the 
plans were not finished on time. 47 Lindgren was made 



52. Rea r elevatio11 by Annas Lindgren and Wi vi Lörin in the continued stage of the Tallinn themre and concert -hall competition, 
/ 909. SRM. 

the head a rchitec t of the project, and he had promi sed 
to have all pi ans and designs ready by September 19 l 0 . 
Thi s deadline was missed by a few days .48 

The main problems were caused by changes to the ori g
inal designs. The floor pl ans of thi s version have only 
been preserved as b lueprints.49 Thi s materi al shows how 
the width of the wings was considerabl y increased, and 
the forms o f the ori g inal ' Thalia' entry were again used 

in the elevati ons. The building committee had to point 
out to Lindgren that in the new version the whole bui ld 
ing covered an area !arger than the actual s ite and the 
e levations did not correspond to the fl oo r pl ans. The ar
chitect was instructed with a ' Wunsch über die Ve r
kleinerung der Dimensionen des Hauses in Auge zu be
hatten.' 50 

Lindgren and Lönn still worked on the fl oor plans as late 
as the winter and earl y spring of 19 11. The main designs 
and plans, approved by the authorities in May 191 1, were 
mainl y identi ca l with the entry in the second stage of 
the competiti on. Constructi on work , which began a lready 

in the spring of 19 11 , did not, howeve r, fo llow these 
plans. The bric kl ay ing was fini shed by November 19 11 , 
although work had been de layed when a wa ll collapsed 
in September, killing one of the workmen.51 The con
tracting ag reeme nts were signed in the autumn of 19 l l ; 
the Swedi sh firm of Kreuger & To ll built the roof of the 
concert ha ll and the engineer Paavo Kyrenius of Finland 
was responsible fo r the rein fo rced-concrete work of the 
ce iling of the theatre. 52 

The final pl ans were fini shed in Jul y and August 1911. 53 

On ly part of thi s materi al has been preserved, and all 
the e levati ons and sections are miss ing. However, pho
tographs of a scal e model prov ide added deta il. 54 The 
fl oor plans co rrespond to the competiti on entri es. The 

span of the ce iling structures was 16 metres in the theatre 
and 14 metres in the concert hall. Exce pt for the roofs, 
the fa~ades fo ll owed the des ign of the second competi

ti on entry. The roof had a gentl y curving profile as in 
the dra wings from 1910. 
Building work proceeded slowl y in 19 12, mainly because 

of a sho rtage of materi als and labour. In 19 11 all ex te
rior work had been fini shed, and Lindgren sent his yo ung 
ass istant, the architec t Bertel Lilj equi st, to supervi se 
work on the interi ors. 55 T he Estoni a theatre and concert 
hall was inaugurated in a series o f festiviti es he ld be
tween the 6th and 8th of September, 191 3. Mi nor work 
still continued until the end of the year. 56 

In thi s ex tensive commiss ion with its compl ex stages, 
Lindgren and Lönn followed a clear di v is ion of tas ks. 
Wivi Lönn has unequivocall y stated that she was respon

sib le for the fl oor plans, the fin al versions of which were 
draw n in Jyväs kylä in 19 11.57 This is confirmed by we ll 
known anecdotes concerning the respecti ve contributions 
of these architects and the ir exceptional di vision of tasks 
and responsibi lities. According to one ve rsion , a speech 
of thanks was delivered at the inaugurati on, pra isin g 
Lindgren fo r the overa ll des ign and Lönn fo r the beau
tiful orname nt. Lindgren is sa id to have responded by 
pointing out that their ro les we re complete ly reversed.58 

Both architects had prev iously worked on theatre 
projec ts. Lindgren had des igned the Yanemuine theatre 
and concert hall in Tartu in 1906 . In 1899 Lönn had as 
sisted he r fo rmer teacher, Onni Tarj anne, with the fl oor 
plans of the National Theatre in He lsinki . Lönn was not 
regularl y employed by T arj anne, but during the winter 

and spring of 1899 she had an opportunity to study the 
bas ic architectural soluti ons of Tarj anne ' s theatre de
sign.59 
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53. Annas Lindgren's and Wivi Lönn 's versions of the plans of the first and secondfloors, /909. SRM. 

Both Lönn and Lindgren seriously studied the technical 
requirements of the Estonia project. In the late winter 
of 1910 they undertook a tour to at least Vienna and 
Munich to study theatre equipment and stage machine
ry .60 The Estonia project, however, entailed a number of 
features that are similar to the design and arrangement 

56 

of space in the National Theatre in Helsinki . This may 

underline Lönn ' s leading role in the floor pi ans of the 
Estonia project , especially as the arrangement of space 
in Lindgren's Vanemuine Theatre does not in any way 
parallel the floor plans of the Estonia Theatre. The main 

auditorium in the Vanemuine building was a combined 
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54_ Sections in Lindgren 's 
and Lönn's 1909 entry. 
SRM. 

theatre and concert hall , and was more like the audito
rium of the Students' Union building in Hel sinki than 
an actual theatre. 61 

Tarj anne' s Finnish National Theatre in Helsinki was com
pleted in 1902, but its planning had already begun in 
1897.62 The Estonia theatre corresponded in size to the 

main hall of the Finnish National Theatre. In both projects 
a !arge monumental stairway had tobe excluded because 
of costs , and with their !arge galleries both were related 
to the popular theatres of Central Europe. The stages were 
similarly designed in both, as well as the form of the main 
hall and the sloping floor of the stalls. 
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55. Post card printed and sold to raise funds for the theatre 
and concert-hall in Tallinn. ETM. 

The re latively rare design of the vaulted ceiling in the 
theatre section in the Estonia building has been attrib
uted to Wivi Lönn . Here , a flat structure of slabs was 
suspended from the sides of a vault- shaped ceiling. The 
ca lcul ations of strength required by thi s construction 
were prepared by the engineer Paavo Kyrenius; Lönn 
herse lf sa id that she feared that it would coll apse. 63 
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3.1.3 The Myth of National Architecture 

Contemporary critics and later scholars have neglected 
Wivi Lönn 's contribution in her and Lindgren 's jointly 
pl anned winning competition entries . At the time, the 
bourgeois concept of c iti zenship was so gender-defined 
that it was very diffi cult to see women's activities in a 
public role in society.64 Furthermore, architectural di s
course at the turn of the century focu sed to such a de
gree on style that Wivi Lönn 's versatile skills and 
achievements may eas ily have been ignored. 
Contemporari es did not see Lindgren' s and Lönn 's de
signs (the Students ' Union building and the Estonia the
atre) as joint works, but spec ifically as part of Lindgren's 
oeuvre. 65 As pointed out above, he was one of the lead
ing architects of his generation. 
Arkitekten, Finland 's lead ing techni cal journal in archi
tecture, followed both projects. In May 1908 the jour
nal publi shed a detailed acco unt of the Students ' Union 
building competition, inc luding the judges ' statements.66 

Thi s project was again di scussed in earl y 1909, when 
the architects had completed their main drawings. 67 The 
e levations and the scale model were published, as were 
the pl ans of two of the floors. Other floor plans did not 
merit publication, as they had not changed in any essen
ti al way. The names of both architects were prominent
ly mentioned, although there were no comments on their 
draw ings. 
When the Students ' Union building was completed in 
19 10, it was again di scussed on the pages of Arkitek

ten .68 Now the chief editor, Sigurd Frosterus, presented 
a brief eva luation of the place of thi s work in the out
put of its creator Annas Lindgren: ' lnterestingly enough, 
it is not among the architect 's best works. Thi s is main
ly because of the unfavourable shape of the site and its 
relation to the Old Student House.' There is no mention 
of the arrangement of rooms and space, and all the pub-

56. Site planfor the theatre 
and concert-hall by Armas 
Lindgren and Wivi Lönn, 
19 11 . Estonian State Histo
ry Archive, Tartu. 



57. Work on the foundation of the theatre and concert-hall in Tallinn , 1911. Photograph by Parikas, ETM. 

lished illustrations are of the exterior or of ornamental 
interior detail s. This may indicate that Frosterus was 
aware of the respective contributions of Lindgren and 

Lönn. On the other hand, hi s review does not mention 
that two architects collaborated in the work. The main 
point of Frosterus ' s article is a somewhat sharp criticism 
of the siting of the building . 
Arkitekten discussed the competition for the theatre and 
concert hall in Tallinn in only one number.69 The sec
ond-prize entries were, however, published in full. There 

was also a communication from the head of the Estonia 
building committee concerning the jury and the prize
winners. The publi shed illustrations were of the first 

competition stage. There were no articles or comments 
on the second stage . 
The completion of the Estonia theatre was prominently 
mentioned in the daily press. The newspaper Uusi 

Suometar had sent a reporter to take part in the several 
days of festivities arranged for the inauguration, and the 
event and its background were described to readers in 
three separate numbers . Only Armas Lindgren is men
tioned as the architect of the much-praised building, and 
as the subject of all speeches of thanks at the festivi
ties.70 

The importance of these articles and news items should 

not be exaggerated. These buildings are described as 
joint works on ly in Johannes Öhquist's hi story of Finn
ish art from 1912, where Lönn is mentioned in a cap-

58. Far;ade, scale model of the Tallinn theatre and concert
hall, 1911. SRM. 

59. Rear farade , scale model of the Tallinn theatre and con
cert-hall, 1911 . ETM. 
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60. The Tallinn theatre and concert-hall under construction in 1912. Published asfig. 69 in Kreuger & Toll 's 19 13 catalogue. 

61. Finnish craftsmen were also employed in the ornamental 
work 011 th e theatre and concert -hall. Photograph by Parikas, 
SRM. 

60 

tion, and later in studies publi shed in the 1970s. l t may 
thus be necessary to outline some of the reasons fo r thi s 
omi ss ion.71 

Over the decades, the retrospecti ve image of architec
ture at the turn of the century has recurrentl y surfaced 
in many connec tions, incl uding studies publi shed in re
cent years. In this picture, the nationali sm that dominated 
political life in Finland was directly refl ected in the arts. 
The shi ft to a clearl y diffe rent, and more classic ist, style 
in the 19 1 Os has often, and almost normatively, been 
explai ned as a reaction to the tas teless plag iarism of 'ep
igones ' imitating ' maste rpieces bearing the imprint of 
arti sti c spirit.' These remarks from 1903 by Gu staf 
Strenge ll we re still referred to in the late 1950s in desc
ribing the development of Finnish archi tecture. The dis
cussion concerning the breakthrough of a new style at 
the turn of the century was readi ly seen as the begin
ning of a specifically F inni sh archi tecture. 72 

The Modemist aesthetics of architecture that came to do
minate in the 1920s and ' 30s tried to break loose fro m 
earli er tradition. Orthodox Moderni sm stressed clarity in 
floor plans, programmati c functionali sm, simple and 
unadorned rationalism, the use of industriall y produced 
materials, and building with the objecti ve of creati ng a 
uni versa l architecture suitable to everyone in all plac
es.73 These ideals natu rally influenced research, and Ar
mas Lindgren's architecture could no longer be appre
ciated. Ri itta Nikul a has pointed out that ' in biographi 
cal studies the mai n attention has been foc used on those 
who had the most power, and those who were later seen 



62. The concert-ha /l during 
work an the inferior, 1912. 
Photog raph Parikas, ETM. 

as the " rnost progressive" elernents, rnost clearly anti
cipating what was to corne.' 74 

The decreased appreciation of Lindgren' s architecture 
partly ex plains why Wivi Lönn's rnain architectural 
achievernents were not noted in Finnish architectural 
studies for rnany decades. Furtherrnore, an overall pic-

63. Ceiling construclion of 
concre1e designed by Wivi 
Lönn fo r the theatre in 
Tallinn, 19 11. SRM. 

ture of architecture at the turn of the century has only 
begun to ernerge recentl y. 
Ritva Wäre75 has shown how thi s stri vi ng fo r 'a Finni sh 
style ' has not been approached in research frorn its ori g
inal airns and perspectives. Scholarly interpretations and 
studies have focu sed on architects, rn onurnents, and 
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64. The domed vault of the theatre under construction in 19 / /. 
SRM. 

themes that were already regarded as important in their 
own day. Published sources from the turn of the century 
brought the office of Gesellius-Lindgren-Saarinen to the 
fore, followed by Lars Sonck a few years later. The lead
ing profess ional journals, Arkitekten and Tekniskafören
ingens i Finland förhandlingar, concentrated on urban 
architecture and monuments. Even in these areas , schol-

65. The inferior of the theatre in /91 3 soon after completion . 
Photograph by Parikas, ETM. 

ars failed to reach any new conclus ions for many years . 
For example, the relations of the profess ion with the state 
and rich clients were not studied until the 1980s. 
Seen in thi s perspective, turn-of-the-century architecture 
and its myths of 'Finnishness' also require a focus on 
the role of the profess ion itself. Architects actively de
scribed and defined their own contributions in contem-

66. The theatre and concert-hall of Tallinn , known as the Estonia Th eatre after completion. Post card sent by Wi vi Lönn to a 
relative in 1914. SRM. 
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67. The original courtyard 
wing of the Esronia Theatre 
in / 9 13. Photograph by Pa
rikas, ETM. 

68. Rear fa rade of the Es
tonia Theatre under con
srrucrion. Posr card from 
Wivi Lönn ro her morher, 
1912. SRM. 

porary writings. Profess ional interests were clearl y 

present, and architects readil y took a criti cal and exc lu
sive attitude towards those regarded as outside rs. This 
was ev idenced by the competition rules of the Architects ' 
Club, which expressly prevented individual s with other 
kinds of training from partic ipating. 76 Di scuss ion also 
centred on Helsinki. By thi s time, the profession already 
had an e lite whose writings and works came to be re

currentl y treated in later studi es. 

3.2. Salme Setälä - Architect and Author 

Salme Setälä ( 1894-1980) belonged to a completely dif
ferent generation of women architects than Wivi Lönn. 
She studied at the University of Technology in Helsin
ki at a time when the number of wo men students began 
to ri se sharply , with increas ing numbers enrolling in ar
chitecture in consecutive years. When Setälä began her 
studies , she was among fourteen other women students 
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69. Salme Se tälä as a young student at the Helsinki Un iversi
ty of Technology. Helmiriilta Honkanen collection. 

at the Department of Architec ture. In Lönn 's day, there 
may have been onl y one woman student in each year 
course, and possibly two or three at the whole depart
ment. 
In compari son with her female contemporaries, very little 
is known of Setälä's architec tura l output. There is, how
ever, much more information about her literary acti vi
ties. Se tälä was born in to the Finnish intelligentsia. Her 
father, Emil Nestor Setälä, was a professor of Finni sh 
and a prominent statesman, and her mother was the au
thor Helmi Krohn . Their example gave Salme a literary 
background for the rest of her life . Salme Setälä's writ
ings range fro m books fo r the young and novels to mem
oirs of general cultu ral in terest, and she publi shed do
zens of titl es . Some of her autobiographica l works de
scribe her private li fe and her decisions in such depth 
that it is impossible to ignore them, although an analy
sis of thi s aspect of her oeuvre is beyond the scope of 
this study. 77 

Setäl ä refers to her decision to study architecture in a 
number o f books, but does not give any spec ifi c moti ves 
for her choice. lt is interesting, however, that fo ur former 
classmates fro m her secondary school in Helsinki also 
began to study architecture. Of these, Aili Salli Ahde and 
Hanna-Li sa Nohrström re mained Setälä's fri ends fo r 
many years. 78 Her dec ision may we il have been influ
enced by her friends. Her father's example made her First 
consider the Uni versity of Helsinki and its options, and 
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70. Salme Setälä and Frithiof Corner upon their engagement 
in 1919. Helmiriitta Honkanen collection. 

she enro lled there fo r the 1911-191 2 academic year to 
study aestheti cs, art hi story, mathematics, and languages. 
The Uni versity of Technology began to interest her at 
the same time, and she enrolled in the middle of the 
spring term of 19 12.79 According to Salme, Emil Nes
tor Setälä did not greatly encourage hi s daughters ' aca
demic studi es, nor did he appear to Support women's 
education in general. He commented on her choice of 
technological studies in the fo llowing words: ' So that's 
your incl ination, then - you' d be better off as a good 
housewife than a poor architec t. ' 80 

Salme Setälä' s student years were marked by politica l 
acti vism. She was a member of the so-called Summer 
Club, led by Yrjö Harvio from 1914. The young men 
of thi s c lub were sympatheti c to the Jaeger movement, 
and many of the women students, Setälä included, fo und 
their future husbands in thi s club . The women were also 
acti ve, especially in the Civil War of 19 18 when Setälä 
was imprisoned by the Reds together with a number 
other c lub members. She wrote of these experi ences in 
her book Polusteekin koulussa. 81 

Salme Setälä graduated in 1917. She marri ed, gave birth 
to two children, and remained at home for several years. 
Di vorce in 1930 made it necessary to seek work in ar
chitec tu re; by thi s time she had written innumerabl e ar
ticles, translations, and even eight books of her own. In 
1929 she was empl oyed by the Board of Public Works 
and Buildings (the predecessor of the National Board of 



Construction), where she remained with almost no in
terruptions until retirement. She expla ined her own 
choice of a civil-servant's career by pointing out that af
ter eight years at home she could not imagine compet
ing with other architects in the open market. She chose 
government service, though fully aware of its low pay 
and the traditionally negative attitudes of architects to
wards the Board of Public Works and Buildings. 82 

3.2.1. The Everyday Life of a 
Civil-Service Architect 

'A woman has to be a ge niu s to succeed as we il as a stup id man. 
You see, thi s is a man 's world. ' 
Erkki Huttunen , Director of the National Board of Construction83 

In February l 929, Setälä was hired as a supernumerary 

draughtswoman at the house-building department of the 
Board of Public Works and Buildings. In June of the 
same year she was given a supernumerary architect's 

position until the end of 1930. Littl e is known of her 
work from that time; one of her designs was for the 
fas;ades of a teacher-training institute in Kajaani. Super
numerary staff did not have work for long in the depres
sion years, and Setälä began the 1930s as an unemployed 
divorcee with two children. 84 

She was again employed by the Board a few years later. 
A friend, Yrjö Sadeniemi , was then head of the Board , 
and she asked him for work. She was engaged as a su

pernumerary draughtswoman in early 1934, and her con
tract was renewed in 1935 and 1936. This procedure 
saved state funds, as each renewal formally meant a com

pletel y new contract. In 1936 the Board underwent a 

major reorganization , and became the present National 
Board of Construction, with the architect Yäinö Yähäkal
lio as its new head. At the time, Setälä was a supernu
merary draughtswoman in the planning department. Of 
the 29 draughtsmen in thi s department fourteen had di
plomas in architecture, ten of whom were women. 85 

In 1937 the Board's planning department employed Otto
Iivari Meurman, former town-planning architect of the 
City of Yiipuri. Meurman was made responsible for the 
Board's planning work. Setälä became hi s assistant, 
which marked the beginning of her almost 25 years in 
planning. Meurman familiarized hi s assistant with the 
work before becoming Professor of Town Planning 
Theory at the Helsinki University of Technology in 
1940.86 

Political conditions in the newly independent Republic 
of Finland led to legislation in the 1920s and '30s for 
developing the rural areas, and a large number of laws 

and acts were passed concerning communities and Settle
ments in the countryside. An act was passed in 1925 per
mitting changes to municipal boundaries , making it pos
sible to join suburbs and other areas to towns and cities. 
This was, however, unsuccessful , as it did not prevent 
the unplanned and unregulated growth of suburbs, nor 
did it improve conditions in existing suburbs. 
In 1931 a town-planning act came in force, as weil as 
an act concerning !arger rural communities. They made 

all construction subject to municipal plans and regula
tions , and municipalities were given the legal right to 
carry out their own measures and monitor those of prop

erty-owners in municipal-engineering services. The plan
ning act was followed in 1932 by building ordinances 
with spec ific instructions concerning rural areas. 87 

The resettlement of Karelians from areas ceded to the 
Soviet Union in World War II led to new legislation, 

71. Staff of the Board of Public Works and Buildings in the ea rly 1930s. Women architects seated in the front row (from rhe leji): 
Agnes Dahl and Sirkka Koskela. Standing: (left) Toini Waskinen (nee Granholm) and Salme Setälä (secondfrom right). SRM. 
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which was probably one of the main factors promoting 

building and housing construction in the rural areas. In 
1945 an act was passed concerning the purchase and ac
qui sition of land, making the municipalities primarily 

responsible for providing sites and lots for housing pur
poses . Only areas with offic iall y approved local or town 
plans were exempted. Thi s act promoted the foundi ng 

of small farms as late as the 1950s, and it was ultimate
Iy responsible for the establishment of some 100,000 new 
holdings after the war. 88 Binding regulations for build
ing in rural communities and areas were not laid down 
until the end of the 1940s. In 1949 an act was passed 

concerning rural building and construction, and it was 
only now that permission for all construction work had 
to be sought from local authorities. 89 

The Board of Public Works and Buildings was reorgan
ized as the present National Board of Construction in 
1936. lt had two departments , of which the planning de
partment was responsible for new construction projects 
and a lterations as weil as matters relating to building 
work in towns, townships, and other built-up areas . From 
1927 town and regional plans were presented to higher 
authorities for approval by the architect responsible for 
building works at the Posta l Board . In 1937 these tasks 
were taken over by Otto-Iivari Meurman as head of the 
planning department of the National Board of Construc
tion. In 1944 a special senior-architect' s position was es
tabli shed to handle regional and town-planning issues ; 

its first holder was Eino Siira. At the end of 1944, Siira 
became head of the Board's new ly established depart
ment of town and regional planning. This department 

was responsible for plans , loca l building o rdinances, 
building inspection, and for maintaining its own archi ves. 
lt carried out the technical preparations of plans , and the 
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72. Otto-!. Meurman 's model plan of a large rural village in 
his textbook on town-planning theory. Meurman 1947, fig. 409. 
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Ministry of the Interior supervised their realization at the 

regional and urban level. After Siira ' s death in 1949 the 
post went to the architect Heimo A. Kautonen.90 

Building leg islation and regu lat ions concerning urban 

and regional plans increased the responsibilities of the 
state at the end of the 1930s. Plans for rural areas were 
still regarded as nationally important issues. Setälä's 

former chief, Meurman was the first to concentrate on 
planning and he often stressed the importance of conti
nuity in this area of work. A plan was not on ly a map, 
but entai led the complete des ign and future of housing 
in an area. The planners should take into account con

siderations of economy, health , and artistic design. Er
rors and omissions were especia ll y fatal, as realizing the 
plans involved cons iderable sums of money . For a 
number of reasons , e.g. the Jack of suitable stati stics , ru
ral plans were more difficult. Economy was a specia l 
consideration in rural cond itions , as the local municipal 
ities or other bodies were not necessarily prepared to 
compensate property-owners.91 

Building plans for rural areas were usually drawn up on 
the orders of provincial administration , and were most
Iy carried out with state funds. The state's main objec
tive in rural planning was to concentrate den ser settle
ment in suitable and practical locations, leaving the re
maining areas complete ly unsettled or with on ly few in 
habitants. Planning was obstructed by the slow process 
of approval, which was made worse by the lack of leg

islat ion concern ing regional and genera l plans.92 

Salme Setälä's career as a planner covered a period from 
1937 to 1961. She began work under Meurman, who was 

in many respects her model. She had already become fa
miliar with planning issues in Eng land, where she had 
spent a brief period as a Student on the eve of the First 
World War. Setälä had worked in Raymond Unwin's 
office at Hampstead Garden Suburb in 1914 for a period 
of e leven weeks. She reca ll s having prepared drawings 
of standardized houses for Unwin , which means that she 
was fami li ar with Engli sh house types and their plan
ning .93 

Setälä 's ideas of planning were also influenced by Gustaf 
Strengell , whose book Staden som konstverk (The City 
as a Work of Art) she had translated into Finnish in 1923. 
Strengell was a proponent of English garden-city ide
a ls, and a harmonious and aesthetica ll y designed town
scape. In his book, he pointed out that urban planning 

and arch itecture did not mean two-dimensional plans on 
paper, but a three-dimensional art of creating spaces, 
combining emotion with reason.94 

While working with Meurman , Setä lä also wished to 

study planning on her own. After complaini ng to her 
chief about her restricted work, she was given in 1937 
the task of preparing the plan for the community of Kuu
samo in Northern Finland. Setälä was allowed to draw 
up the plan independently, but the actual consultations 
and negotiations in Kuusamo were handled by her su
perior. Her next plan, for the Liikala area in Ristiina, was 
a private commission recei ved in 1938 upon Meurman ' s 



73. Sir Raymond Unwin's 
studio 'Wyldes ' at Hamp
stead Garden Suburb, 1914. 
Photograph by Salme 
Setälä, SRM. 

74. Hampst ead Garden 
Suburb, Barry Parker and 
Raymond Unwin 1906. Un
win 1910, Map VI. 

recommendation . At the time, regional and town plans 
were often arranged as private commissions, although 
few architects were willing to take on this work. On a 

general level, this reflects the unpreparedness of the pro
fession for the problems of regional and town planning. 
Setälä carried out the consultations concerning the Ris
tiina plan together with Meurman , and she later recalled 
how this project taught her how to manage these situa
tions.95 

In early 1940, when Finland was already at war, Setälä 
was removed from her supernumerary architect's posi
tion and made a supernumerary draughtswoman working 
on commission. This was part of general scheme to lower 
wages , although the work remained the same. Setälä 
commented on the Board's general attitude to planning 
by remarking that it did not interest the leading archi
tects very much. Thi s point will not be followed here, 

but it appears that planners were often frustrated by the 
difficulty and problems of their work. There were no 

available statistics on projected population growth, nor 
on the growth of vehicular traffic, and the National 
Board of Construction and the municipalities paid little 
attention to soc ial considerations or the well-being of in
habitants in the planned areas .96 

Setälä made a major contribution to the planning work 
of the National Board of Construction. This was not only 
a result of her long career, but also due to the numer
ous construction , site-al lotment , and regional and town 
plans which she prepared and drafted over the years. She 
is known to have prepared at least 68 different general 
building plans for non-urban areas. Otto-1. Meurman may 
have strengthened her links with English garden-city 
concepts, which may also date back to her own work at 
Unwin's office. 
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In her evaluation of Meurman's role in Finni sh planning 
from the l 920s onwards, Riitta Nikula has pointed out 
that he was not enthusiastic about German town plan
ning with its focus on !arge cities and their problems. 
Meurman himself described his work as having devel
oped 'in a free Unwinian spirit' , and he continuously 
stressed the importance of understanding the natural sur
roundings, terrain, light, and the existing strata of his
tory . He has also pointed to the example set by Eliel 
Saarinen ' s Munkkiniemi-Haaga plan. Meurman worked 
for Saarinen in 1914-15 and 1917. These experiences led 
to a strong identification with the concepts of Unwin and 
Camillo Sitte, who was especially popular among young
er Finnish architects around the turn of the century.97 

In hi s textbook on town-planning theory, Meurman pub
lished a map prepared by the National Board of Con
struction, showing the extent of town and regional plan
ni ng in 1944. 98 According to this map, most plans had 
been drawn up for the parts of Uusimaa Province sur
rounding Helsinki and around the larger towns and cities. 
There were few plans for the inland regions, Eastern Fin
land, and especially Northern Finland. 
Salme Setälä had already begun to follow her own plan
ning concepts in her projects of the late 1930s. In her 
1939 building plan for the Pello area in Turtola, North-
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75. Town and conunu.nity plans in Finland in 1944. Meu.rman 
1947, Fig. 2. 
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ern Finland, Setälä took into account the village ' s loca
tion in relation to the nearby Tornionjoki River as a ba
sis for focusing and enlarging the intended area for hous
ing. Lots facin g the local highway had front yards over 
12 metres wide, and Setälä modelled her plan after Meur
man 's and Unwin's principles of using trees and other 
vegetation. 99 In her plans , Setälä was especially con
cerned with arrangements for traffic, and usually discus
sed these issues in detail with representatives of the Na
tional Board of Roads and Waterworks . For example, in 
the written description of roads and streets in her pl an 
for Keuruu , Setälä underlined the problems of traffic in 
the centre of the community. At the time , the area of
fered few solutions to these problem s. 100 

Even in other plans Setälä was in contact with the Na
tional Board of Roads and Waterworks regarding roads, 
which were always planned and designed in collabora
tion with this authority. She mentions, however, that her 
superiors did not care much for her detailed plans. ' The 
Head of the Board (Väinö Vähäkallio) approved the plan 
for Enso after making one alteration. In only fifteen se
conds, he changed the course of an important road , to 
which the Board of Roads and Waterworks and l had 
devoted a great deal of time and planning.' 101 

In projects involving historic locations Setälä often tried 

76. Planfor the township of"Riihimäki, Otto-1. Meurman 1922. 
Lindberg 1923, p. 15. 



to take local building tradition s into account. Thi s was 
also typical of Meurman , who had spent many years as 
a pl anne r in Viipuri, which was an espec ially difficult 

c ity in thi s respect. Unwin, too , stressed the hi storical 
indi vidua lity of towns. In her years at the University of 
Technology, Setälä had benefited greatly from Gu staf 

Nyström's teaching. Nyström was acute ly aware of the 
historic value of Fin land's o ld traditions of building. The 
villages and small communiti es for which Setälä drew 

up plans required a careful approach, and she often tried 
to control the height of buildings in the centres of o ld 
villages. For example , she regarded a high building 

planned near the old church of Kangasa la as an element 
di sturbing its surroundings. In support of her arguments, 
she had even checked the he ight of the chu rch, but, as 
an impartia l government offic ial, she was not allowed 
to have any say in the matter. 102 

Most of the areas planned by Setälä were sparsely in

habited. In typical cases , a lmost half of the area covered 
by the plan was Farmland, and the built-up community 
was centred on some earlier e lement such as a church 
or industrial pl ant. Accordingly , these pi ans had to make 
provisions for changes to ex isting buildings . 
One of Setälä ' s most interesting projects was the 1946 
plan for the Juppala area in Riihimäki. Otto-!. Meurman 
had prepared the ori ginal plan for the municipality of 
Riihimäki in 1922. This was the first example in his work 
of influences from Swedish planners. 

Meurman had placed the main thoroughfares of Riihi
mäki in a lmost symmetri ca l configurations radiating 

from squares. These roads and streets were flanked by 
multi-storey apartment buildings, behind which was a 
zone reserved for single-famil y houses along gently curv
ing streets. Riitta Niku la has po inted to Meurman 's first 
e levations of streetfronts, which he prepared for the Rii
himäki plan . All the main building fronts were drawn 
in detail, refl ecting the classic ist ideal of a uni form town
scape. The planned area of 230 hectares was intended 
for some 40,000 inhabitants in various types of houses 

and buildings. At the time of the plan, Riihimäki had a 
population of 9,000, and the scheme created a solid foun
dation fo r the Future growth of the community . 103 

Through Meurman ' s influence, Salme Setälä was g ive n 
the task of ex tending the plan into the Juppala area. The 
original plan was now over 20 years o ld , but the ideals 
of planning for thi s small area were still large ly the same. 
Juppala was planned for some 900 inhabitants, mai nl y 
in single-s torey detached houses. 
Setälä kept to Meurman's arrangement of the main tho
roughfares, with two squares in the centre of the area. 

One of these was the main square , which was to be 
flanked by business premi ses . The other square was to 
be surrounded by a wide zone of gardens, co ll ecti ve ly 

planted and fenced by the inhabitants. Setälä ' s pl an, 
however, lac ks the earlie r version ' s rows of apartment 
buildings a long the main routes. Nor were there any 
apartment buildings along the nearby ra il way line. The 
Juppal a housing area corresponded in some respects to 
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77. Plan for the Juppala section of Riihimäki, Salme Setälä 
/ 946. SRM. 

Unwinian ideals; the sing le-fam ily houses further away 
were not directly on the streets, which were planned as 
boulevard-type routes with trees. 104 
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Local building plans prepared by Sa lme Setälä as pri vate commiss ions or in an independent capacity at the National Board of Construction: 105-

Locality 
Kuu samo 
Liikala , Ri stiina 
Friitala, U lvi la 
Kolmperä, Espoo 
Ke mijärvi 1 & II 
Puumala 
Nikkilä , Sipoo 
Enso 

Merikarvia 
La ihia, Lappee 

Jupper 
Sodanky lä 
Sysmä 
Ra ntasa lmi 
Haapamäki 
Viirinkangas 

Pello, Turtol a 
Hämeenkylä
Fri herrs-J ussas 
Kemijärvi II 
Sodankylä 
Kuusamo 
Juppala , Riihimäki 
Mynämäki 
Viitasaari 
Lapua 
Sokkala 
Porokylä 
Ivalo 1 
Juuka 
Gräsa-Mat inky lä , 
Espoo 
Rural commune of 
Pi etarsaari 

Virrat 
Koria 
Lapinlahti 
li , main village 
Turenki , Janakkala 

Kauhava 
Keuruu , main vill age 

Extensio ns to 
Kemijärvi 
Saarij ärvi 

Kontiomäki 
Paltamo, ma in village 
Rural Commune of 
Kemi 
Lautiosaari, Rura l 
Commune of Kemi 
Alatorn io 
Mäntyharju 
Ruovesi 
Ummeljoki 
Virojoki 
Nivala 
Haapavesi 
Sysmä 
Ex tension to Ju va 
Gammel gärd , Espoo 
Oilol a, Suomussalmi 
Muhos 
Anja la, main village 
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begun 1937 , comp leted 1940 
begun 1938 (pri vate commi ss io n) 
begun 1939 (pri vate commission) 
preliminary draft 1940, not rea li zed 
approved 1942 
completed 1942 (in co ll aboration w ith the architect Schmidt) 
approved 1942 
begun by Nieminen 
rev iewed 1942 
pre limin ary draft 1942 
pre liminary draft 1944 
(unde r Otto-1. Meurman ' s supervis ion) 
prelimin ary draft 1944 
begun 1940, ap proved 1945 
approved 1945 
approved 1945 
begun 1940/4 1, approved 1945 
preliminary draft 1945 
Uoined to Ro vani emi) 
preliminary draft 1939, completed 1945 (private commission) 

approved 1946 
alteration 1946 
alteration 1946 
alteration 1946 
completed 1946 (pri vate commission) 
begun 1941 by the architect Ypyä approved 1947 
completed 1947 
begun by Eerikäinen completed 194 7 
preliminary draft 1947 
begun by the architect Söderlund approved 1948 
begun 1946, approved 1948 
begun 194 7, approved 1949 

begun 1948 , reviewed 1949, continued 

begun 1944, draft vers ion 1949 
(under Ekelund ' s supervision) 
begun 1948, draft version 1950 
begun 1948, draft ve rsion 1950 
draft ve rsion comple ted 1950 
draft 1950, approved 1952 
begun 1947, compl eted 195 0 
(unde r Erno ' s supervision) 
preliminary draft, completed 1950 
draft 1952 , completed 1952 
(private commission) 

revi ewed 1952 
beg un 1946, reviewed 1953 
(p ri vate commission) 
approved 1954 
approved 1954 

re viewed 1954 

draft , completed 1954 
begun 1954 Uoined to Tornio) 
begun 1950, approved 1955 
begun 1948, approved 1955 
approved 1955 
approved 1955 
draft 195 1, second review 1955 
reviewed 1955 
reviewed 1955 
begun 1953, draft completed 1955 
begun 1955 
begun 1945, approved 1956 
approved 1956 
approved 1956 



Utajärvi 
Vihanti 
Hyrynsalmi 
Uusiky lä, Kaj aani 
Taivalkoski 
Va lti ala, Kangasa la 

approved 1957 
approved 1957 
begun 1945, approved 1957 
approved 1957 
approved 1957 
draft 1956, completed 1957 
(pri va te commission) 

Träskända, Espoo 
Extension to 
Anjala 

begun 1955, draft version completed 1957 

V iinijärvi, L iperi 
Orives i 
Alavus , main vi ll age 

3.2.2 . Interior Design 

draft vers ion completed 1957 
approved 1958 
begun 1953 
draft 1960, completed 196 1 
(pri vate commi ssion) 

The yo ung Finni sh archi tects of the l 92Os were inter
ested as much in industri a l art and interior design as in 
the ac tua l design of buildings . This interest dated back 
to the turn of the century, when architects began to de
sign their buildings as 'total works of art ' . ln the 19 1Os 
Swedish designers began to emphas ize the aesthetic val
ues of everyday objects and the standardization of in 
dustrial products. This movement for ' more beautiful 
eve ryday objects' (SW . vackrare vardagsvara), as 

co ined by G regor Paul sson in 19 19, soon sp read to Fin
land.1 06 

Typical of th is per iod were ideals of hygiene and prac
tical measures fo r the home, which were often discussed 
in connec tion with broader issues of housing and dwell
ings . In the 192Os a specific ideology of home econo
mics, based on cons iderations of national economy, be
gan to support a women's identity which had been prop
agated by the middle-class women's movement since the 

late 19th century. This ideology maintained that home 
economics should be recognized as part of the national 
economy, and it also campaigned fo r improving the skills 
of housewives. 107 

The modern concept of home economics began to 

emerge in the 192Os; it became a subject of public dis
cussion, and the active role of women was emphasized 
with reference to 'sc ientific housekeeping'. For exam
ple, the Finnish Martta organi zation of women cam

paigned for the teaching of home economics already in 
thi s decade.108 However, a more di stinct picture of the 
double standards of Finni sh soc iety was g iven by the 

Marri age Act of 1929. The new act spec ificall y recog
ni zed the contributi on of wo men to the welfare of the 
fam il y by their ro le in managing the home. The soc ial 
role of women was thu s defined by their skill s in prac
tical home economics. 109 

Horne design, the housing problem and rat ional home 
economics became sociall y important issues in the 192Os 
and '3Os. Young women graduales in architecture act ive
ly participated in furniture design competitions, often 
successfull y. 110 Around this time a corps of interior de
signers had begun to emerge in Finland. In 1922 Gustaf 

Strengell publi shed Staden som konstverk (The City as 
a Work of Art), which was followed in 1923 by Hem
met som konstverk (The Horne as a Work of Art). Trans
lated into Finnish by Salme Setälä, these books, follow
ing Nordic trends and ideals, soon received wide acclaim 
as guides fo r laymen. 
The themes of Strenge II ' s books reflect the emergence 
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78. Model inferior of a srudy in rhe home. Strengell 1923, Jigs. 262-263. The author presenred his own home as an example. 
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79. Living-room inferior designed by Carl Malmslen for the 
courses of 1he Nääs craf1s inslitule, 1924. Ma lnisten 1924, f ig. 
29. 

and extent of these and corresponding aims. The idea of 
'social responsibility' spread from Sweden to other 
Nordic countri es. Gregor Paul sson's works Den nya ar
kitekturen (The New Architecture) from 1916 and Vack
rare vardagsva ra (More Beautiful Everyday Objec ts) 
from 19 19 criti c ized the isolationi sm of industrial art , 
and its fo cus on aestheti c ism. 111 August Brunius' s Hus 
och Hem (House and Horne) was translated into Finn-

81. Salme Se1älä and Aili Salli Ahde with Elsi Borg in Vi ipuri 
in connec1ion wi1h an exh ibi1ion by 1he AC office, 1926. SRM. 
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80. lnvi1a1ion 10 1he Christmas exhibi1ion of 1he AC interior
design office, 1925. Helmiriilla Honkanen col/ection. 

ish in 191 7 by the woman master-builder Ade le As p. 
This book presented an ideo logical rev iew of vill as , villa 
communities, and the natu re of homes. lt di scussed ideal 
floor plans, and the required course of interior des ign 
for creating a new culture of the home.112 Setä lä a lso had 
a copy of thi s book. 11 3 The separateness and indi vidual
ity of the home and the fa mil y were espec ially stressed 
by the Swedi sh arc hitec t Ca rl Malmsten, whose book 
Skönhet och trevnad i hemme/ (Beauty and Comfo rt in 
the Horne) appeared in Finnish translation in 1926 .114 

Malmsten subscribed to a bourgeo is middl e-c lass idea 
of the famil y, mainta ining that the roots of society were 
in the home and its customs. He regarded safe dwell
ings as a gift fo r children, and defined the purpose of 
Nordic homes as prov iding fo r the future the traditional 
security of peasant and farmer homes. The comfo rt of a 
home was based on a sound and acti ve civic spirit. 
Malmsten' s work was one of Setälä ' s sources fo r her 
own book Miten sisustan asuntoni (How to Furni sh the 
Horne). 
Salme Setälä ' s connections with vernacular architecture 
had already fo rmed in her student years. In 1915 she as
sisted Professor A.O. Heikel on hi s trave ls to various 
parts of Finland to acqu ire old houses and buildings for 
the Seurasaari open-air museum in Helsin ki. 11 5 In the 
19 10s interest had ari sen in Sweden in the country 's own 
architec ture of the 18th century. ln Finl and , architects 
had di scovered old iro n fo undri es and ru ra l manor 
houses. In 192 1 Salme Setä lä and Sy lvi Erikson (nee 
Nyyssönen) rece ived a grant from the Kordelin Foun
dation to prepare measured draw ings of manor houses 
in the Mäntsä lä reg ion. In 19 18 Setälä had measured and 
drawn the old buildings of the island fo rtress of Vi apori 
(Suomenlinna) near Helsinki , under the direction of the 
architect Sei im Savonius of the Board of Public Works 
and Buildings. Vi apori was at the time a pri son camp 
for the defeated Reds of the Civil W ar. 116 

These tasks, and ass isting Otto-1. Meurman in prepar
ing Finland 's first congress on housing in 19 17, la id the 
basis fo r Salme Setälä ' s personal interest in housing and 
the interior des ign of homes and dwellings . 11 7 Translat-



82. Blown-glass objec/s c/e
signec/ by Salme Setälä anc/ 
A ili Salli Ahc/e in 1925. 
Pholog raph by Vilho 
Setälä, SRM. 

83. Blown-glass objects by 
Sa lm e Setälä anc/ Ai/i Salti 
Ahc/e, / 925. Photograph by 
Vilho Setälä, 1925. 

ing Strengell ' s books and study tours, espec iall y to a 
major exhibition of architecture and applied arts in Pari s 
in 1925, provided the final incentive for entering the field 

of interi o r des ign . In 1925 she es tabli shed an office for 
interior des ign and indu strial art (called AC) togethe r 
with the architect Aili Salli Ahde. 118 

Around thi s time the home environment and interior dec

oration began to interest architects in general. Setälä 's 
and Ahde ' s office was , however, one of the first of its 
kind in Finland . 11 9 The ir office fo ll owed the general 
trends of its period in the design and improvement of 
home inte riors. Setälä and Ahde were prepared to offer 

complete interior designs down to the smallest detail s, 
as weil as acting as the loca l age nts for modern design 
and art products from abroad . The AC office arranged 
an ex hibition in Helsinki and Yiipuri in late 1925 and 
earl y 1926, which was the subject of much attention. One 

of the highli ghts of the exhibition was a series of deco
rative blown-glass objects designed by Ahde and Setälä. 
They were modelled after similar Austrian pieces of opal 

and net g lass. Also di splayed at the interior design ex
hibiti on were textiles by Eva Anttila and Karin Hilden. 120 

The office was discontinued in 1928, poss ibl y because 
of Salme Setälä ' s return to architectural work. At the 
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84. Cover of Setälä's 1929 interior-decoration guide. 

85. Colour code based on Wilhlem Osrwa/d 's rheory of colours. 
Setälä 1929, p. 38. 
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86. Model of colour harmony deve/oped by Salme Setälä from 
Ostwald 's theory of colours. Setälä 1929, plate II. 

time, she assisted her friend Elsi Borg, who was finish
ing her work on the rural parish church of Jyväskylä. 121 

Despite other work, interior design continued to be one 
of the main themes of Setälä ' s articles throughout the 
late 1920s. Many of these writings were collected in her 
book on interior design and furnishings (Miten sisustan 
asuntoni) from 1929. 
In this book, Setälä described interior decoration and the 
furnishing of the home as women 's work. Once com
pleted, thi s work is no longer seen or recognized. For 
her, the woman was the guiding force of the household, 
even when married to an architect, and she feit that a 
woman's education was of little use if she couldn ' t keep 
her home in order. Colour was the main element in in
terior decoration and design. Setälä ' s book presents a 
classification of colours based on Wilhelm Ostwald's 
theories in a very practical and detailed manner. lt ap
pears that her most modern influences were from the 
Paris exhibition of 1925. This is suggested by her com
ments on the combination of reason and aesthetics, and 
the dynamic beauty of an object ' s function . She also 
writes of small modern kitchens, and, with reference to 
Le Corbusier, of the apartment or dwelling as a ma
chine. 122 

The concepts and models underlying Setälä ' s interior de
coration guide and the world view implicit in this book 
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87. Carl Malmsten 's suggestions for various ways of !umging 
curtains. Malmsten 1924, p. 38. 

refer back to her own concept of a woman's identity. She 
feit that even highl y educated modern wo men should be 

concerned with the home and the fa mil y, the basic unit 
of civic society. Although Setälä herself was leaving the 
privacy of her home fo r wo rking li fe, she nevertheless 
emphas ized the di chotomous di vision of labour among 
the genders into the private and public spheres. 123 

Setälä's book was mos t probabl y inspired by Gustaf 
Strengell ' s work on inte rior decoration and des ign, but 

Strengell had written at a very general and aesthetic lev
el , mos tl y avoiding practi cal in structions. The actua l 
model fo r Setälä's book may have been Carl Malmsten 's 

work on home interiors. Malmsten ' s emphas is on the 
fa mily , hi s ideas of harmony and ba lance in the design 
of interiors, and the importance of the li ving-room are 
all refl ected in Setälä's tex t. Malmsten's di scussion of 
alternative uses fo r rooms reappeared in many of Setälä's 
arti c les. 124 

Setälä kept up her interes t in the problems of interior 
des ign, andin 1931 she publi shed a book on kitchen in
teriors (Keittiön sisustus). In the mid- l 920s a Swedi sh 

model kitchen had been on d isplay in Finland as part of 
a campaign fo r the standardi zation of kitchens, o rgan

ized by a committee set up in 1920 by the Swedi sh 
League of Towns and Municipalities. 125 In the bac k
ground were new developments on the Continent, and 
especiall y in Germany for soc ial , hygienic and rational 
alternati ves in housing. 

Before Setälä's book appeared, the Deutscher Werkbund 
organi zation had he ld a housing exhibition at Weissen
hof in Stuttgart. Its themes were further deve loped in an 
exhibiti on on ' minimum apartments' (die Wo hnung für 
das Existenzminimum) e rec ted in Frankfurt in 1929 un-
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88. Sa lme Setälä 's drawings of' ways to hang curtains. Setälä 
1929, p. 90. 

der the directi on of Ernst May. One of the most ac 
cla imed des igns of the exhibiti on was the ' Frankfurt 
kitchen' by M argarete Schütte-Lihotzky. Thi s small 

kitchen of only 6.5 square metres was intended sole ly 
fo r cooking and other work, sav ing both space in the 
home and the housew ife ' s labour. 126 

These concepts found thc ir way to Finland partl y fro m 
Europe and partl y via Sweden. The Swedi sh Crafts As
soc iati on (Svenska Slöjdf öreningen) had arranged a 
home-des ign exhibition in Stockho lm in 19 17, where 
practical and fun ctional interior des igns were on show. 
Technically modern kitchen interio rs did not, however, 
appear until the association' s Bygge och Bo (Building 
and Dwellings) exhibi tion in 1922. The kitchens of thi s 

ex hibition were on show in Helsinki in 1925 , in a di s
play arranged by the Martta organi zation. A Nordic con

ference on building and architecture he ld in Stockholm 
in 1927 foc used on standardi zed furni shings and fi x
tures.1 27 

The Stockholm Exhibition of Architecture and Industrial 
Des ign, he ld in 1930, was espec iall y important for Fin
land . According to Ra ij a-Lii sa Heinonen, thi s exhibiti on 

was a kind of synthes is of E uropean Functiona li sm and 
its development so fa r. Finnish des igners were mainly 
influenced by the housing exhibits, where the problems 

raised by the German housing areas and exhibitions were 
so lved in ways more fa mili ar to Finns. 128 In 1930, an ex
hibiti on was a lso held in Finland presenting industrial 
art and the rati onal design of small apartments. This was 
influenced by both the Stockholm exhibition and the so-
1 utions and des igns of the housing fa ir in Frankfurt. 129 

Sa lme Setälä had participated in the Nordic building and 
architecture conference in Stockholm in 1927 , and she 
a lso visited the 1930 exhibition, writing articles on both 
events. 130 In he r book on kitchens, Setälä points to the 
changed post-war situation, in which building cos ts had 
ri sen and women had achieved independent roles . From 

these starting po ints, Setälä sketches a course of deve l
opment leading directl y to the rational des ign of mod
ern kitchens. She was, however, speaking of kitchens in 

modern urban apartments, where it was not necessary to 
carry out all the tas ks onese lf, as foodstuffs could be 
bought in nearby groceries. Setälä's discuss ion exc lud
ed the vast maj ority of Finnish homes and dwellings -

75 



,, 

G~ütmanb 

Spülwand / sink uni! wo ll 

l)<rb_,.. 

Herdwond / cooker wo ll 

!Dra,cm• 
Türwand / en tra nce wo ll 

'llbb. S-7. <llrunbri~ unb 'llnf,dJton brr ffronlfurtrr 9:onnrn• 
lüdjr im ~•&ftob 1 : liO 

1 = t,rrb, 2 = 'ilb0t0rtat1t, S = llo.iillOt, ' = n-b•rH \11811• 
brrl~ 5 = 6rrHrfct,ran!, 6 = t't•~Ou~I, 7 = ~il~. 8 ~ 'llblall
rlnmurf, 9 = tlbtropfbrrtt , 10 = (:pGfbrdrn, U = !Jt'lrro:1f~ublabta. 
12 = C:: 011ffd)ranr , lS = i'li:C:Q, unb 'f\rftnfd)ranr, 14 = ·~t~?Bri,tt, 
1:> = !)uau!-&lt!Jbor, ~bl~c:::.;,tattrn, 16 = DttgtoJhr C!)(ld;lirtfd;lranf.. 

Fensterwand / window wo ll 

89. Th e so-called Frankf urt 
ki1chen, designed by Mar
ga rele Schütte-Lihotzky in 
1929. Kramer 1989, p . 158. 

li = !rDngrfh4 

in ru ra l areas far fro rn electri c ity or gas suppl y. In these 
hornes , it was hard to irnag ine the kitchen as a labora
tory, or the housewife ' s wo rk as a sc ientifi c pursuit. 
In the l 920s a great deal of literature calling for socia l 
justi ce and equality was publi shed in Finland. In the 
changed world that followed the First World War, wom
en wage-earners becarne an important group, and the 
concept of a self-supporting woman began to ernerge. 
In her book, Setälä linked these points with the modern 
des ign of kitchens. The use of space and various arrange
rnents for work and storage deri ved from the Germ an 
idea of a ' minimum apartrnent'. Setä lä's illustrations in
c lude a model of a standardi zed apartrnent at the Stock
holm exhibition , and she also presented to her readers 
the Aaltos' ' seated soluti on' for a small kitchen and the 
rational des ign of small apartrnents frorn the Industri a l 
Art ex hibi tion. 

90. S ink and cupboards of the Fra11kfi1rr kitchen. Kramer 1989, 
p. 17 1. 

These two books by Salme Setä lä interes tingly differ in 
the ir concepts of the horne, and of wornen in genera l. 
They were published alrnost consecuti ve ly, but the ir 
rnodels of domestic li fe are clearl y different. In her first 
horne- interior guide, Setälä desc ribes wornen ' s work 
from a very famil y-centred perspecti ve, but in the kitchen 
guide the post-war independence of women is already a 
matte r of course. The kitchen had become a kind of fo
cal point of the various aspects of modern dwellings, but 
thi s does not completel y ex pl ain the author ' s changed 
views. According to lrrna Sulkunen, women's 
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9 1. Cover of Setälä 's 193 1 book on the design and decora
tion of kit chens. 

92. Aino and Alvar Aalto 's 'seated kitchen' at an exhibition 
held in 1930 to promote the rational design of sm.all apart
ments. Setälä 193 1,fig. 1 / . 

independence did not lead thern into public pos itions, o r 
roles in soc iety that would have changed the ir respon
sibilities towards the home and the fa mil y.131 Even in 
Setä lä's work, the independence of women was di s-

93. A kitchen designed by the architect E!na Kiljander was pub
lished in Setälä 's interior decorat ion book in 1929. Setälä 
1929,jig. 8 1. 

94. Setälä's book on kitchens presenred an L-shaped kirchen 
at Weissenhof in Sruttgart from 192 7. lt was designed by the 
architectl.J.P. Oud. Setälä 193 1, .fig. 102. 

cussed as a relationship between managing the horne and 
outside work. She fe it that the lack of recognition of 
wo men's work in the home was one of the reasons why 
women specifica lly wished to work outside the horne . 132 
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ln both her books on interior des ign and decora ti on, 

Setäl ä directl y refe rs to Ge rman models, e.g. Bruno 
Taut 's des igns fo r dwellings and apartments and the 

housing des igns of the Deutscher Werkbund of Stuttgart. 
Finni sh architects had become fa mili ar with mos t of 
these new ideas in the earl y 1930s. 

' Mesdames, a small kitchen accommodating everythi ng contained 
in a !arge one, and even more, is not a step backward. ' 13

·
1 

In the 1930s Setälä acti vely fo ll owed interior des ign and 
decorati on themes in her arti cles . Her new pos ition as a 
c ivil-service architect limi ted wider interest in this area, 
and her main literary e fforts of these years were chil
dren's books and novels. Housing issues and the des ign 
of apartments did not become topical until after World 

War II . 
In 1947 the members of Architecta, an assoc iation of 
Finnish women architects, proposed to arrange lectures 
on interi or des ign and decoration for the public. This idea 

had most probably come from Sweden, where the Swed
ish Crafts Association (Svenska Slöjdf öreningen) held 
interior decoration courses in Stockholm and other cit
ies , and in the countrys ide. Finni sh experts fe it that the 

post-war situation was a suitable time to address the 
questi on of o rgani zing and decorating homes. The war 
had changed many things: dwellings had become small

er, and there was a shortage of furniture and ready 

cash. 134 

In the bac kground was a c learl y ideo log ical concern to 
keep families together, in the sphere of the home. The 
objective was to create a better society through bette r 
homes. ' I f the home is cramped and uncomfo rtable, i t 
will not invite its members to gather round the hearth . 
lt seems that a well-orga ni zed and harmonious inte ri or 
would he lp prevent the di spersa l of the family, and could 
serve as a combining fac tor against the disruptive forces 

of our time'. 135 

In the post- war years, the home became fa r removed 
from the earli e r idea of a work of art , which Setäl ä now 
openl y critic ized. At the same time, the function a li st 
ideas of rational dwe l I ings had achieved wider accept

ance. The beauty of a home was seen in a combination 
of harmony and rationality. Functi onali sm had made 
dwellings, apartments and habitati on in general one of 

the main areas of architecture, and the 1940s created a 
new model of habi ta tion: the standardi zed, or type

planned, house. 
The design concepts of these mass-produced houses were 
practical and rationa l. Single-famil y houses were regard
ed as the best solution fo r the demographic needs of so
ciety. The ir construction served an actively publicized 
cult of the home, in which detached houses were regard
ed as the right so lution fo r fa mili es with children. The ir 

des ign re fl ected the emergence of the modern model of 
a uniform nuclear famil y. According to Kirsi Saarikan

gas, these houses became the architec tu ral ex press ion of 
a ' di chotomous c iti zenship ' .136 The in terior decoration 
courses arranged by women architects were suited to thi s 
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way of thinking. Sa lme Setälä's lecture notes show how 
she rejected the theme of a modern , independent wom
an and reverted to the famil y-centred model, already pro
claimed by Carl Malmsten in the mid- l 920s, where good 
homes ensured a safe and acti ve society .137 

The courses were natu rall y aimed at women, mainly 
housewives, who were responsible for ' keeping the fam
il y together'. Before the courses were held , the Home 
Economics Department of the Board of Agriculture ar
ranged a survey on what was des ired from the courses. 
They were mainly intended fo r teachers in home eco
nomics schools and the advisors of home economics or
gani zati ons, who could spread the information further. 
A bac kground idea was to provide systematic info rma

tion on the ra tional organi zation of homes.138 

Because of her interi or des ign activities, Salme Setälä 
partic ipated in the course scheme from its very begin
ning. She visited Stockho lm to study simil ar pro
grammes. The other architects of the programme had also 
been invol ved in interior design in various ways. 139 Kers
tin Holmberg-Palmqvist had already founded a perma
nent interio r-design exhibiti on in Helsinki in the 1920s. 
On di spl ay were furniture of her own des ign and tex
tiles by various des igners. 140 Hanna-Li sa Kalli ala (nee 
Nohrström) worked only intermittentl y in her profess ion 
after marri age. Setälä, Holmberg-Palmqvist and Kalli a
la had studied together, while the architec ts Kyllikki 
Halme and Sirkka Tarumaa were considerably young
er. 141 The architect Aili Pulk.ka also participated as a lec

turer. 
Courses were arranged four times in 1948, including one 
series in Tampere. In Helsinki , they were he ld at the Tai

dehalli Art Ga llery. The programme included lectures, 
exerci ses, and visits to museums and exhibitions of in
terior design. The lectures were slightl y diffe rent on each 
occas ion, but they usually proceeded from the general 
princ iples of interio r design and decoration to the hi s
tory of furniture . Furni shings of different periods were 
studied at the National Museum of Finland and the Hel
sinki City Museum . ln modern furniture , the main points 
of interest were the ir practicality and price. M aterial s 
were also di scussed, and each seri es of lectures reserved 
considerable time fo r col ours and colour schemes . Kit
chens, storage space and household objects were also im
portant subjects. Some of the courses inc luded lectures 
and exerci ses in the arrangement of furniture, the use of 
o ld furniture, and the comfo rts and fun ctionality of the 
home environment. Setälä was mostly responsible for the 
lectures on colour schemes and lighting, and a few times 

on furniture materi als and textil es. 142 

The c lasses were held in the evenings and became very 
popular, attracting over 150 participants. 143 Setäl ä later 
pointed out that it appeared that the time was ripe for 
studying these questions. In her offic ial work at the Na
tional Board of Construction, she had travelled all over 
Finland during the war and immediately after it , and she 
had become ac utely aware of the problems and outright 

di stress faced by homes and famili es. 
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95. Sa lme Setälä 's clesign 
for a kitchen in a small 
apartment. Setälä / 93 / ,fig. 
16 1. 
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' Anyone who visited Rovaniemi, Sodankylä, lnari and the Tornion
j oki Ri ver region after the war and saw the former vi ll ages and 
communities, where onl y old saunas now stood, can never forget 
the sight. ' 144 

Salme Setä lä ' s work in volved both the micro and mac
ro leve ls of architecture and design. On the one hand , 
she planned models and schemes for building who le 

communities , and on the other hand she foc used on the 
smalles t detail s of the home. Thi s division of tasks had 
been fam ili ar to Finn ish architects since the turn of the 
century; Eliel Saarinen des igned both new homes and 
the master plan of the Greater Hels inki area . Setälä's to
ta l concep t of community planning derives from the 
idea ls of Fin nish town plan ni ng at the turn of the cen

tury, and especia ll y the pri ncip les of the ga rden c ity. 
These influences were still present in her work in the 
1940s, although condi ti ons had greatly changed by the n. 
The interior decoration of dwellings and hab itation in 
general were areas where Setälä fe it most at home, even 
before embarking on her career in government service. 
Through he r writings, she was able to fo llow thi s aspect 
of her career a longs ide her offic ial work. Setälä's books 
and articles most c learl y expressed her bourgeo is con
cepts of habitat ion, fa mili es, and women's activiti es. For 
her , the sphere where women could operate was almost 
unique ly private, whether outside the home or not. 

3.3. Aino Marsio-Aalto - Marriage and 
Career Combined 

' Aino Aal to c laimed she wasn' t creati ve. Those who, in pass ing, 
saw her worki ng at Artek may have compared her to a housewife 
attend ing to her dai ly tasks wi thout an y thought for personal ac
claim - as housew ives have done throughout the millenn ia. Her 
modesty and retiring nature underlined thi s impress ion.' 
From Gregor Paulsson 's obituary of A ino Aal to. 145 

Aino Mars io ( 1894-1 949) studied at the He lsinki U ni 
versity of Technology in the 19 1 Os at the same time as 
Salme Setälä. In 1924, soon after grad uating , she mar-

0 0 0 0 [::::] 

□ 
1 l M 

96. Salme Setälä 's inferior clesign fo r a summer co11age at 
Vääksy, 1934. Helmiriilla Honkanen collection. 

ri ed her co ll eague, Alvar Aalto , whom she had already 
known as a student. She thus fo und herse lf in a s itua
tion that was quite typical of architect women at the time 
-a combinati on of marriage and career. 
Ai no Mars io has been described as a mature and ba l
anced individual, who had a c lear idea of the implica
tions of her cho ices. She cou ld have chosen a complete ly 
different spouse than Alvar Aa lto. On the other hand , 
the potenti al which was to bl ossom in Alvar Aalto may 
not have been so foreseeable in 1924. lnev itabl y, Aino 
Marsio-Aalto's work was measured aga inst the achieve

me nts of her hu sband , who was soon ranked as a genius 
and one of the great men of the arts in Fin land. She stood 
by and saw how their jo int projects and the work of their 

office were praised as the fruits of Alvar Aalto's crea
tivity. 146 

In thi s situation, it is diffic ult to outline or assess Aino 
Marsio-Aalto ' s independent achievements. However, she 

had a significant position in F inni sh industrial art and 
interior design, and cannot be igno red, although she was 
never placed at the same level as her husband. For this 
reason, it is necessary to briefly rev iew the Western con
cepts of genius, c reativity and tradition that clearly ap-
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97. Aino Marsio-Aalto in the 1920s. AAA. 

pli ed to contemporary and later evaluations of Aino 

Marsio-Aalto . 
The idea of arti stic 'genius' had changed with the E n
lightenment of the late 18th century and the advent of 
Romantici sm. Reason and imitation were no longer im

portant. Artists were now seen as guided by emoti ons, 
intuition, and imag ination; their art was new and origi
nal, and the ir work was bound to the concept of crea

tivity. Artists who aspired to the hi ghest ac hi evements 
were regarded as geniuses. Their abilities were no longer 
defined along the scale of the Enli ghtenment, which fo
cused on the facult ies of reason, whereby geniuses sur
passed others in their faste r capabilities of comprehen
sion. Romantic ism introd uced the idea of a genius as a 
type of individual, and no longer as a spec ific ability. 
The bases of arti stic creativity were now di scussed; 
inspiration and imagination were seen as the power to 
break down the boundaries between rea lity and arti sti c 
vision . 147 

These ideas, or beliefs, concerning geniu s and creati vi
ty were almost uncriti ca lly adopted in the present era. 
The best indicat ions of an art ist's creati vity and origi
nality were seen in the novelties and unique Features of 
works of art, despite the Fact they are never created with
out some influence from ex isting tradition. Originality 
and novelty were no t onl y descriptive terms but a lso 
highl y valued qualities. This often obscured the point that 

80 

origi nality o r novelty were not always necessary condi
tions for masterly ac hievements. 148 

Artists cannot create the ir works in a void or out of noth 

ing. T he trad itions passed on by the institutions of the 
arts help to preserve soc iety ' s own concepts of identi
ty. Because of this , the most va luable areas of tradition 
mu st be recogni zed; artists do not lose their orig inality 
by choosing fami li ar themes. These may offer a chal
lenge in seeking new soluti ons and vari ati ons. Alvar 
Aa lto was a consummate master of thi s skill. He based 
hi s inspi rat ion on ear li er e lemen ts, shaping them into 
new syntheses. 149 

In the eyes of posterity, Ai no Marsio-Aalto has had the 
minor role in the play where Alva r Aalto was cas t as 
hero. As mentioned by Gregor Paul sson in hi s obituary, 
she was reticent, steady, and seri ous. lt may weil be true 
that she ba lanced he r husband 's highl y extroverted dis
position, as suggested in many analyses. Despite thi s, her 
own arti sti c achievernents of rn any years require further 

di scuss ion. At Artek she was first head of the design de
partment and later managed the whole firm. In thi s ca
pacity , Aino Marsio-Aalto created a dive rse and fl ex i
ble range of products. Her husband' s chairs were per
haps the mos t radical e lements, but they alone could 

hardl y have furnished a whole home. 

3.3.1. Artek and Aalto Furniture 

One of the best studies on the fo unding of Artek is by 
Pekka Suhonen. 150 The art criti c Nils Gustaf Hahl , who 
was influenti al th roughout the scheme, introduced Al
var and Aino Aalto to the Ahlströms, one of the coun
try' s leading fa mili es in the lumber industry . In 193 1 
Maire Gul lichsen's (nee Ahlström) husband Harry G ul
li chsen succeeded hi s fat her-in-l aw as head of the Ahl
ström concern. At the fo unding meeting of the Artek firm 
in l 935 , Maire Gullichsen held 150 shares, and Alvar 
Aalto had 190 shares. Other shareholders were Nils-Gus
tav Hahl (80 shares), O.W. Puhakka (30 shares), Aino 
Marsio-Aalto (20 shares), and Aili-Salli Ahde, Carl Hahl , 
and Aarne Erv i wi th ten shares each. 151 

Furniture des igned by Alvar Aalto became the main ar
ticl es of the new company. The original objec ti ve was 

to promote standardized glass and text il e products, as 
weil as furniture and building materia ls. Artek was also 
intended as a centre for propagating a new ideology o f 

dwell ings and for ex hibitions of modern art. 152 In 1929-
30, before the founding of Artek, Alvar Aalto had de
signed a stac kable chair with fo lding legs (s tandard no. 
611) for the Huonekalu ja Rakennustyötehdas firm in 
Turku . Furniture des igned by Aalto fo r the Paimio Tu
berculosis Sanatorium became Artek's standard articles. 
Hi s Paimio chairs (standards nos. 3 l , 41 and 44) were 
at the time completely new and ori ginal concepts in in
ternationa l furniture des ign. The ori gin and early stages 



--::n;rcr...6.K . .:...a·~7-'""......i::;,.l'r:=:

_,,,o, ,-....:.. I /...u,1-y-Ap /IA.:-' •. 6.AP.. 

'1 

-----~· ~•--'-'---·- ··--·----··-··-·--• ---·· - .. - --·-·-- --- --- L.l 
1/ 

! 
1 1 1 

1 

1 
; 

1 
,~ -

! 

- ; ,-----
i 

.'.!, !:, Ö ..J.___ 

98. Sofas for the nurses 
lounge and o.ffice of the 
senior physician of the 
Paimio SanaLOrium. Aino 
Marsio-Aa/t o / 9. / 0. 1932. 
Arrek. 
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99. Stackable meta/-legged 
srools and tab/es of the 
Paimio Sanatorium. Aino 
Marsio -Aalto / 9./0./ 932. 
Artek. 

of these des igns have bee n the subj ec t o f several stu
di es.1 53 

The methods and procedures of Artek's des ign depart
ment, whi ch were establi shed under Aino Marsio-Aalto, 

have made reli ab le datings of a ll works probl ematic . 
Marsio-Aalto familiarized new des igners with the prod
ucts of the firm by having them redraw the designs. As 
a result , most of the ori gina ls were lost over the years. 
The recurrent copying of original designs does not, how
eve r, prevent their attribution . In a lmost all cases the in
itia ls of the original des igne r were copied in new ver
sions.1 5.i In the earl y years of Artek, standards and other 

majo r designs were mos tl y the responsibility of Aino 
Marsio-Aalto and , to a lesser deg ree, Maija Heikinhe i-
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mo. Of these hundreds of des igns, onl y a few are by Al
var Aa lto. The well -known image of Aalto furniture is 

mostly based on a few world-renowned chair models by 
him, but Artek produced innume rabl e pieces of Aalto 
furniture in different vers ions. 

Even before Artek, Aino Marsio-Aalto was a versat il e 
des igner. Her series of pressed-glass objects was award
ed a pri ze at the Milan Trienni al in 1936, and are among 

her ma in achievements, though by no means the onl y 
ones. 155 Some of the des igns fo r the interi o rs of the 
Pa imio sanatorium have been preserved at Artek. These 
include Aino Marsio-Aalto ' s des igns from 1932 for so
fas fo r the head phys ic ian 's office and the nurses' 
lounge. 156 She also des igned desks, stoo ls, and tables 
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100. The Artek exhibit at the Finnish pavilion a l the Paris 
World Fair, 1937. Artek 1985, p. 39. 

with meta! legs for the offices of the sanatorium's head 
phys ician and economic director. 157 Marsio-Aalto later 
varied these designs for similar office furniture produced 
by Artek. 158 

Between 1936 and 1949 Aino Marsio-Aalto was one of 
the main designers of Artek's furniture, lamps, screens, 
household objects , mats, and other textiles. Exhibitions 
were important events for the firm . The Paris World Fair 
of 1937 was especially significant; the Finnish pavilion, 
designed by Alvar Aalto, gave Artek its first opportuni
ty to present its products to an international public .159 

On displ ay in a small conservatory room of the pavi l
ion were Artek' s earli er Aalto models, a three-legged 
stool , a small tea troll ey, a high-backed armchair with 
cantilever sides , and, as a new product, the 'Pari s' 
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chai se-longue (standard no. 39). This chai r, with curved 
leg parts sim ilar to the Paimio chairs , was originally 
upholstered. Aino Marsio-Aalto was responsibl e for its 
des ign, and she produced numerous versions of it after 
the Paris World Fair. 160 These model s led to a garden 
chair which was developed in 1938 (standard no. 32 l ). 161 

Aino Marsio-Aalto was one of the ten chi ldren of a rail
way worker from Hel sinki . This background may partly 
explain her modest and unass uming nature. A profound 
understanding of her childhood environment la id the ba
sis for her interest in minimalism, the simple solutions 
of des ign, a certain economy of fo rms, and the social 
orientation of her work. 162 

All the children of the Marsio family were educated , and 
Aino is known to have considered becoming a kinder
garten teacher as an alternative to studies in technolo
gy. Her yo unger sister had chosen the former alterna
ti ve , and her brother Aku had followed the latter course. 
Although the ultimate reasons for her choice must re
main unknown, Aino Marsio-Aalto combi ned these earl y 
interests with her work as a designer. She was interes
ted in Montessori pedagogy , which was much discussed 
in Fi nland 's Swedish-language press in the 1920s. Her 
sister may also have introduced her to modern educa
tional concepts. The Montessori method may have ap
pealed to her because of its emphasis on music. Aino 
Marsio-Aalto's musicality was perhaps her most prom
inent artistic trai t. 163 

Aino and Alvar Aalto ' s first child, Johanna, was born 
while the couple still lived in Jyväsky lä. After mov ing 
to Turku in 1927, Aino designed the nursery of their new 
home, from which she later developed a number of 
themes for Artek. The main feat ures of her nursery de
sign were a crib , a !arge children' s bed, and two tables, 
of which the lower one could be stored under the high-
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101 . Artek's chaise-longue 
'Paris'. Standard no. 39, 
1937. Designed by Aino 
Marsio-Aalto, drawn by 
Maija Heikinheimo 19. 8. 
1938. Artek. 
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102. Artek ga rden chair. Standard no. 321, 1938. Designed 
by Aino Marsio-Aalto, drawn by MT 29.3. 1957. Artek. 

er one. 164 The tabl es were lined wi th soft rubber around 
the edges , and they were covered with linoleum . There 
were also spec ial children's chairs, resembling Alvar 
Aalto's ' hybrid chairs' for adul ts, whi ch he des igned 
around thi s time. Aino Marsio-Aalto developed a child
ren' s mode l of this design. The nursery a lso had cup
boards fo r toys, both free ly standing and affixed to the 
walls. 
Standardi zed bedroom and nursery furniture by the Aal
tos was di spl ayed at the 1929 ex hibition of the Finnish 
Assoc iati on fo r Industri al Art. Their simpl e, practical 
nature and low cost were noted by criti cs: 'The nu rsery 
furniture is easy to clean, and the small cupboard is open 
to promote the child 's interest in order, while the wa ll 
cupboards are placed so hi gh that sma ll hands cannot 
reach where they shouldn ' t. The edges of the tables are 
lined with rubber tubing ... Finall y, the co lours are well 
thought and res trained ... ' The critic, Salme Setälä, pre
di cted future success fo r these everyday items of furni
ture des igned fo r 'everyone' .165 

Nursery furniture was one of the main areas of Aino 
Mars io-Aalto 's work in the earl y days of Artek. She de-
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103. Aino Marsio-Aalto 's desig n for nurseryfumiture fo r the 
Aaltos' home in Turku (1 927-28). Drawings fo r a crib, tables, 
chair and cupboards. SRM. 

-J 

104. Nu rseryfurn iture by Aino Marsio-Aa/to ( / 927-28). Draw
ings fo r shelves, a mirror, upholstered chairs, a table and a 
bed. SRM. 

signed indi vidual furni shings, standards, and complete 
in teri or schemes for kindergartens and maternity centres . 
She developed a cheerful red children's version of an 
earl y chair model by Alvar Aalto that could be stacked.166 

There were also junior versions of tables with Aalto legs. 
These semi-c ircular and rectangular tables could be com-
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106. Ar1ek bedfora kinderga rlen. S1a11da rd no. 737, 1938. De
signed by Aino Marsio-Aa /1 0, drawn by Ma ija Heikinheimo 
14.10.1947. A r1ek. 
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/05. The nursery of 1he Aal
/Os' home in Turku in lhe 
/al e 1920s. Aino Marsio 
Aalto and her children. 
SRM. 

bined to form !arge, uniform surfaces. Like their early 
prototypes in Turku, these tables were covered with li
noleum.1 67 Marsio-Aalto created several models for chi l

dren's beds; one of the most original ones was a bunk

bed for three from 1945. 168 

In the Aaltos' commissions, interior design was often 

Aino 's responsibility , as in the design of Villa Mairea, 
andin other works for the Gullichsens and the Ahlström 
company. The interior of the Savoy Restaurant in Hel

sinki was jointly designed by Alvar and Aino Aalto , and 
Artek played an active part in these projects. Interior 
designs did not always use ready-made, standard prod
ucts; individual furnishings were often drawn for spe
cific projects . Some of these designs were later to be
come standard products. 
Less-known interior designs by Aino Marsio-Aalto are 
a furni shing scheme from 1936 for the municipal hos
pital of Yarkaus , the restaurant of the Ahlström compa
ny 's machinery plant, also in Yarkaus (1943) , and the 
company ' s club building from 1945. Of Marsio-Aalto' s 
interior designs for private homes , the most varied one 
was for the dining-room of Mr and Mrs Higgs in Stock
holm, which was commi ssioned in 1945. 169 

Aino Marsio-Aalto specialized in exhibition design , for 
which she had received an award at the Milan Triennial 
in 1936. The Aal tos ' way of designing exhibitions great
ly differed from traditional , cut-and-dried displays with 
' everything in rows' , and were not always popular. 170 At 
the Vi bar i friluftstaden (Living in an open-air city) 
hou sing exhibition in Malmö in the summer of 1944, 
Artek introduced several new models , despite war-time 
restrictions . This was important for the firm, which was 
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107. Artek nursery tables, standard no. 905. Designed by Aino 
Marsio-Aalto, drawn by Maija Heikinheimo. Artek. 

now set on expanding its markets into other Nordic coun
tries , especially Sweden. 17 1 

For the Malmö exhibition, Aino Marsio-Aalto designed 
new models for a sofa, a bed, a desk, and a cupboard. 172 

Older Aalto models by Artek were also on display . The 
cupboard, with sliding doors painted white , was made 
of birch and the doors were of birch veneer. The desk 
was light, with only one set of drawers on one side. The 
desk-top was elm, and the other parts were of birch. Also 
the bed was of birch , which was left unpainted. The sofa 
model consisted of three separate elements, one of which 
had no hand-rests , and the two others had one hand-rest 
each, permitting them tobe joined at right angles. 
Artek suffered from the war-time shortage of materials 
in the furniture industry . The production of curved wood
en parts had to be interrupted from time to time when 
no glue was available. The new models on show in 
Malmö suggest a certain rectilinearity which may have 
been partly dictated by the shortage of material s. In the 
autumn of 1944, after the exhibition, Aino Marsio-Aal
to developed a sofa-bed version of the Malmö sofa. 173 

This slightly rustic design contained a fairly complex 
mechanism, with a bed on rollers stored under the sofa. 
There was also room for a separate mattress under the 
bed. 

108. Living-room on disp/ay at Artek 's department at the 'Vi 
bo ifrilufistaden' exhibition in Malmö , 1944. Malmö sofas and 
a desk designed by Aino Marsio-Aalto. Aalto I 944, p. J 14. 

1 : 200 

109. Plans of the upper and lowerfloors of A rtek 's depart
ment at the Malmö exh ibition . Aalto 1944, p. 115. 
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11 0. Malmö sofa by Artek, / 944. Designed by Aino Marsio
Aalto, drawn by Maija Heikinheimo / 4. // .1947. Artek. 

The wa r changed the nature of Artek, which had just be
gun to develop at thi s stage. Personnel had to be laid 
off, and Maij a Heikinheirno entered the ernploy of the 
Schauman company fo r a brief period.174 Despite short
ages of rnaterials, Artek tried to keep production goi ng 
as long as poss ible, and paper substitutes were used for 
tex til es. Artek' s range of products in the 1940s is char
acteri zed by a !arge nurnber of household arti cles and 
other srnall objects for the horne, which were rn ade with 
avai lable materi a ls. There were several rnodels of bas
kets of willow or stripped withes, so rne of which were 
to be rn ade by Soviet prisoners-of-war in camps in East
ern Kare lia, now occupied by Finni sh troops.175 Also in
troduced were coasters of bi rch-bark and straw, and 
srnal I box es and containers. 176 Artek had produced sirn
il ar articles even befo re the war, e.g. rattan furniture. 
Nils-Gustav Hahl di ed on the Hanko front in 1941. In 
the spring of 1942 Aino Marsio-Aalto becarne the man
aging director of Artek, and she probably had rnany plans 
for the cornpany after the austerity of the war years. She 
was not, however, able to carry thern out. In 1946, she 
was di ag nosed as suffe ring frorn cancer, fo r which there 
was no treatrnent at the tirne. 177 She was operated on, but 
her conditi on deteri orated in 1948, and she died in ear
ly 1949. Thro ughout her illness, Aino Marsio-Aa lto 
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I 1 / . Sofa-bed by Artek, 1944. Designed and drawn by Aino 
Marsio-Aalto 25. 1.1945. A rtek. 

wo rked almos t without interruption at Artek, and was 
even responsible fo r an exhibi tion of works by herself 
and Al var Aalto which was held in Copenhagen in 1948. 

3.3.2. Aino Marsio-Aalto and Villa Mairea 

Vill a Mairea , in Noorrnarkku near Pori , is one of the 
best-preserved res identi al houses designed by Alvar Aal
to. lt is rated by both Finnish and international ex perts 
as one of thi s century's most significant single-fa rnil y 
houses , along with Le Corbusie r' s Vill a Savoye and 
Frank Ll oyd Wright 's Kauffman Villa. In Finland, it has 
been seen as the archi tectura l sy mbol of its own time, 
cornparable to the Hvitträsk studi o-villa by Gese lliu s, 
Lindgren and Saarinen from the turn of the century .178 

Vill a Mairea, however, has never been studied in detail , 
a lthough Göran Schildt's rnonograph on Alvar Aa lto 
gives some info rrnation on its earl y stages. 179 

Vill a Mairea was rnore than just a pearl of Finnish Mod
ern ist architectu re; it was originally the horne of a fa m
ily with children, and it has undergone a seri es of in ter
esting processes of change in its use as a dwelling. The 
fo llowing analysis addresses slightly different aspects of 
V illa Mai rea, mainly foc using on the des ign and arrange
ment of roo ms and space fo r habi ta tion and famil y life. 
These aspects are espec iall y important in assessing Aino 
Marsio-Aalto 's contributions to the project. 
The vill a was des igned as the ho rne and res idence of the 
head of the Ahlström company and hi s fa mily. Harry 
Gulli chsen rnarri ed the daughter of Walter Ahl strö rn in 
1928, and when Villa Mairea began to be pl anned there 
were already three children in the family.180 The Aaltos 
had made the acquaintance of Maire and Harry Gul 
li chsen in 1935 in connection with the fo unding of Artek. 
Their fr iendship prov ided A lvar Aalto with irnportant 
comrnissions fo r the vari ous fac tories and plant areas of 
the Ahl strörn co rnpany. In 1936 the Aaltos were com-



11 2. Villa Ma irea at Noor
markku was bui/1 in 1938-
1939. Alvar and Aino Aa /-
10 . SRM. 

mi ssioned fo r the interior des ign and decoration of the 
Gullichsens' res ide nce in He lsinki . 
The head offi ce of the Ahl ström company was for many 
years in Noormarkku in the area of an iron fo undry and 
saw-mill , ori g inall y purchased in 1870 by Antti Ahl
ström, the company's fo under and Maire G ullichsen's 

grandfa the r. 181 Antti Ahlström went into business in the 
1850s, and hi s enterpri se soon grew into one of Finland 's 
leading concerns in the lumber industry . He built a sma ll 
com munity at Noormarkku aro und an o ld iro n fo undry, 
w ith hi s own house (!sotalo) as its centre. Hi s famil y 
li ved there, and the house was also the head office of 
the company. 
In the earl y 1900s, Antti Ahlström's son Walter succeed
ed hi s mothe r as head of the firm , and a new head
office building was built on the south bank of the river 
flowing th rough the area, near Antti A hl ström's o ri gi
nal house. Walte r Ahlström built himself a !arge, ro man

ti c Engli sh-type house (Havulinna) at nearby M yyrymäki 
on a hill in a stand of pines wi th a view of the ri ver fur
ther away. Thi s was Maire Gullichsen's childhood home, 
and the G ulli chsens' Vill a Mairea was built close to it, 

almost in its gro unds. 182 

Vill a M airea was des igned in 1937-38, and its arrange
ment of roo ms and space has often been analysed and 
described as a synthes is of Alvar Aalto's works and as 
a ' laboratory fo r diffe rent mate ri als' , as Aa lto himself 

ca ll ed it. 183 lt has a lso been described as a state ment by 
the architec ts and the ir cli ents for a more egalitari an and 
open society. The Gulli chsens' aims and the ir role at the 

head of the Ahlström company were in many ways rad-

ical fo r their time, but to call Vill a Mairea a symbol of 

an envisioned c lassless soc iety is contradi ctory, to say 
the least. 184 Thi s was the res idence of the managing di

rector and part-owner of a major industri al concern, and 
also a bourgeoi s dwelling, and the underl y ing concepts 
o f socia l hi erarchy canno t be igno red . 
In hi s significant study on Aalto from 1982, Demetri Por
phyrious pointed to the confli cting Features of Villa Mai
rea: the fl ex ible arrangeme nt of space fav oured by Mod
erni sm was achieved onl y in the ha ll and li ving-roo m 
on the ground fl oo r. The arrangeme nt of the rest of the 
gro und fl oo r and the private apartments upstairs foll ow 
the traditional use of bearing wall structures. 185 This does 
not detract from Vill a Mairea's architec tural value , but 

I fee l that the differe nt fun cti ons and uses of thi s house 
must be considered if we are to attempt a better approxi
mation of the ori ginal situati on. 
Porphyrios has stressed how Villa M airea was perhaps 
the best example of Aalto's ability to use the ' hi stori cal 
conception of the type'. The L-shaped pl an, where the 
areas fo r offic ial fun cti ons and household work are in a 
separate wing, deri ves from the aristocrati c res ide nces 
of the Nordic countries. 186 Their model of habitation was 
in turn adopted in the middle-class villas of the 20th cen
tury . In Finl and , villas were not limited to the new mid
dle class, but were also part of the culture of the upper 
classes. In the Finnish context, the term 'v ill a', as in the 
Gullichsens' res ide nce, carri es a vari ety of meanings re
fe rring to both the past and the Future. lt has often been 
linked w ith works such as Le Corbusier's Villa Savoye 
and the creations of Moderni sm, i.e. the future . In its 
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113. The final f/o or plans of Villa Mairea were completed in 
the spring of 1938. Lower .floor. SRM. 

very name, however, Villa Mairea has definite links with 

the past. 
A vi ll a as the dwelling of a single family differed from 
other forms of housing in size and in the soc ial status 
of its inhabitants. Around the turn of the century, vill as 
had become a kind of idea l form of housing among the 
middle class and the inte lligentsia. Although Functional
ism changed the principles of housing design and pl an

ning, it still kept to the idea of the famil y as the basis 
of housing and soc iety in general. 187 

Dwellings can be seen as reflecting the soc ia l relations 

of their inhabitants. The arrangemen t of rooms and space 
in Villa Mairea had nothing to do with a modern idea 
of a new, class less soc iety . The des ign of thi s house fo l
lowed the concepts of a bourgeo is home, establi shed 
around the turn of the century , with specific rooms and 
space for enterta ining gues ts , private areas for the fam
ily itse lf, and rooms and quarte rs for servants. In thi s 
scheme or tradition, the upper floor is for private use 
with bedrooms, the children's roo ms, and bathrooms. 
The servants had their own rooms , usuall y in connec
tion with the kitc hen, poss ibly with access to the nur
sery or children's rooms. The stairways were a lso 
gro uped according to soc ial function. T he main staircase, 
usuall y in a central locat ion, led to an upsta irs hall , and 
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114. Plan of the upper floor of Villa Mairea. SRM. 

11 5. Floor plans of the ,nain building of the Suur-Merijoki 
manor, 1901-1903. Architects Cesellius, Lindgren, Saarin en. 
Hausen et al. 1990.figs. 16- 17. 

the servants used other stairs further away. In the ide
o logy of villa communities, the verandahs and balconies 
of villas were links between the interior and the exteri 
or, i.e. between nature and culture. 188 

The arrangement of space in Vill a Mairea does not fo l
low a modern model of habitation, nor does it refer back 



to old agrari an traditions. The combined hall and living
room on the gro und floor fo rms an undivided space with 
a centrall y located fire-pl ace. Although thi s has been 
readily interpreted as remini scent of the tupa (the mul 
ti -purpose main room of a farm house) in vernac ul ar ar
chitecture, it has nothing to do with thi s tradition .189 In 
peasant and farme r culture, the tupa was a space fo r work 
and leis ure, private and public li fe , and men and wom
en. The open ha ll and li ving-room in Vill a Mairea is 

clearly a bourgeo is home's area for public representa
tion - no one was ex pected to sleep or work there . 
The private part of the villa, on the upper floor , was mar

kedl y the area of the children and the wife . lt also housed 
the studio of G ulli chsen's art ist-wife. The Gullichsens' 
children each had their own rooms , and a separate hall 
to play in. The children 's part could be iso lated with a 
sliding partition , and the ground floor could be reached 
via the sta ircase to the servi ce wing. This area became 
the domain of the children and the ir nurse. ' Children 

operated a long an axis between the kitchen and the play
ing hall.' 190 

The design of the service areas and the kitchen c learly 

re flect s the new home-economics concepts of the 1920s 
and '30s. Although thi s part of the house was not ruled 
by the wife, but by the se rvants, its desi gn mainly fol
lowed new, rat ional principles. Furniture, fixtures and 
storage space in the kitchen met the modern requirements 
of hygiene and the scientifi c management of the home. 
The kitchen of Villa Mairea is not a sing le, !arge room, 
but an ensemble of three kitchen areas. 
Like all o ther homes, Villa Mairea has passed through 
different stages in its interior decoration - from the ini

ti al furni shing of the empty, new rooms to the cautious, 
but inevitable, renewal of furniture. A small part of the 
furni shings were originall y fixed , such as the desk in the 

11 7. The hall of Villa Mai 
rea, 1939. In the corner by 
thejireplace are a sofa and 
a cow-hide uplwlstered 
bench by Aino Marsio -Aal-
10. AAA. 

J 16. The dining-room of Villa Mairea in 1939. Th e chairs 
around the dining-room tab/e were from the Gul/ichsens' home 
in Helsinki. AAA . 

study , the g lass case in the dining-room , and the kitch

en cupboards. 19 1 Artek ' s Files of drawings and designs 
conta in some of the orig inal furniture designs for Villa 
Mairea. Together with Aalto ' s designs for the house, thi s 

material shows in broad detail how the interior decora
ti on changed after the vi ll a was completed . 
Marked in the final floor plans from 1938 are the loca
tions of some of the main pieces of furniture , e.g. a !arge 
dining-room table with its cha irs, and the tables and 
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desks of the study. The furnishing of the rooms for hold
ing functions and receiving guests did not rely on Artek 's 
standard products, whi ch may have been regarded as 
more suitable for public spaces than a pri vate home. All 
the moveable furniture was designed in what appears to 
have been c lose co-operation with the c li ents, but Aino 
Marsio-Aalto bore the main responsibility for the 
scheme. 192 In the early days of Villa Mairea, the Gul
li chsens had brought articl es of furniture there from their 
Helsinki res idence, apparen tl y because the new furniture 
was not yet ready. Aino and Alvar Aalto had also de
signed unique pieces of furniture for the Helsinki res i
dence, inc luding !arge dining-room tables, sofas, and a 
few large armchairs. 193 

The main features of the !arge and open hall and li vi ng
room space were benches without backrests, designed 
by Marsio-Aalto in 1939 .194 The hard bench , covered 
with cowhide, was pl aced among other furniture in 
a group around the !arge , open fireplace. Two other 
benches of thi s kind were under the !arge windows on 
the other side of the roo m, in what was ca lled the mu
sic room. Marsio-Aalto's orig inal des ign of the sofa 
model fo r Villa Mairea has not been preserved, but lat
er drawings are available. 195 lt was based on a cubic sofa 
model often used by the des igner, e.g . in the Gullichsens ' 

90 

118. Th e music room at Vil
la Ma irea, 1939. In 1he 
background are benches 
withoUI backres1s, designed 
by Aino Marsio-Aalto. AAA. 

Helsinki res idence, but now executed in !arger size . The 
interior of Villa Mairea is accentuated by several wicker
work chairs, which belonged to the original interi or de
sign . Their origin is not completely known. In the 1930s 
and '40s Artek carri ed rattan and basketwork chairs de
signed by Marsio-Aalto, but furniture of thi s kind was 
also imported. 
The study of Villa Mairea was ori ginall y separated from 
the hall and li ving-room area by low, movable partitions, 
and was quite small. T here are no original drawings of 
the table designed for the study, and the rest of the fur
niture appear to have been Standard Artek models. A 
chair mode l designed by Marsio-Aalto for the Savoy 
Restaurant in Helsinki was used in the study, and was 
upholstered with brow n leather. The open space of the 
study caused problems when consultations were held 
there, and a solution had to be found to sound-proof the 
area. 196 In 1941 Aino Marsio-Aalto drafted an interior 
design for altering the study at Villa Mairea. 197 The pre
served drawings show how the study was enlarged by 
moving the partition s towards the music room by over 
two metres. The partiti on formed by the book-cases was 
topped by a transparen t screen of glass and wood reach
ing up to the ce iling, and sound-proofing the study from 
the surrounding area. 
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l 19. Leather-upholstered 
bench by Artek fo r Villa 
Mairea, / 939. Designed by 
Aino Marsio-Aalto, drawn 
by Maija Heikinheimo, 
3.3.1939. Artek. 
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120. Alterations to the study 
at Villa Mairea, Aino Mar
sio-Aalto /3.l /.1 94 1. AAA. •••••UNTITOO„ t eTO 
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The !arge dining-room with its sparse and simple decor 
is perhaps one of the most beautiful spaces in Vill a Mai
rea. Unlike the large table, the original designs of the 
slender spindle-backed chairs have not been preserved. 198 

The top and legs of the table were of teak, and it could 
be extended with separate parts to a full length of al
most four metres . The dining-room also had a !arge white 

lamp hung from the ceiling. 199 There were also other 
lamp models by the Aaltos , e .g. an adjustable floor lamp 
model from 1937 with a meta! shade.200 
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The kitchen was mainly furni shed with fi xed cupboards 

and table-tops. Kitchen interiors had been Aino Marsio
Aalto ' s spec iality at least by the time of an exhibition 
on the rationalization of small apartments , he ld in 1930. 
At thi s exhibition, a point of spec ial interest was a kitch

en des igned by her, with chests of drawers and tables 
on rollers. 201 The Gullichsens' home in Kaivopuisto in 

Helsinki also had a modern kitchen and serving room, 
with interior design by Aino Marsio-Aalto .202 

The arrangement of the kitchen in Mairea into three 
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areas emerged early in the planning process. 203 Next to 
the actual kitchen was a separate serving room, which 
could be seen from the kitchen through a cupboard with 
glass walls. Behind the ki tchen was the servan ts' dining 
area. This arrangement contains fea tures of both mod
ern kitchens and older traditions. The re lat ively small 
size of the kitchen , and the glass wall separating the serv
ing room reflect the Functionalist kitchen designs which 
began to emerge at the end of the l 920s.204 The serving 
room, in turn , was a traditi onal part of bourgeois dwell
ings, where it separated the kitchen from the dining 
room. 
All in all , the dimensions of the kitchen of Villa Mai
rea were not successfu l. The other parts of the vill a did 
not follow minimal concepts of habitation , but using the 
small kitchen to arrange food and drinks for functions 
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/ 2 /. The study at Villa Mai
rea after alterations andre
pai rs in the l 940s. Th e 
chairs follow Aino Marsio 
Aalto 's design for a 111odel 
for the Savoy Restaurant in 
Helsinki. AAA. 

122. An extendable dining
room fable of teakfor Villa 
Mairea, 1939. Designed 
and drawn by A ino Marsio
Aalto in February 1939. 
Artek. 

was a problem from the very beginning. This clearly sug
gests some degree of confli ct at the design and planning 
stage. lt has been suggested that Ai no Marsio-Aalto was 
not responsible for the kitchen , at least in the initi al 
stage. 205 On the other hand, the special solutions of the 
kitchen fixtures point to Aino Marsio-Aalto's contribu
tion s. For example, the mechanisms used in the waste
bin cupboard and the ironing board , and the design of 
the storage cupboards are familiar from her kitchen at 
the rationalization exh ibition. 206 

A number of unique pieces were also designed for the 
private premises on the upper floor, although normal 
Artek products were partly used. The children ' s hall had 
Artek' s nursery chairs and tables with Aalto legs. Each 
of the children 's bedrooms had a small Artek table and 
a ehest of drawers on wheels . The chi ldren were also 



J 23. The inferior of the din 
ing-room at Villa Maire as 
completed. Photograph by 
H. Havas, SRM. 

taken into account in the design of various fixtures. One 
of the bathrooms was designed for the children, with two 
wash-basins , a higher and a lower one.207 

Work continued, and during the war, Maire Gullichsen's 
studi o was designed with fixed cupboards.208 The cup
boards and shelves were intended for the artist-owner' s 
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124. Sketch for the ground plan of Villa Mairec1, / 938. Shown 
in rhe drawing is the arrangement of' the kitchen. AAA. 

paintings , materials and art magazines. In the l 940s Aino 
Marsio-Aalto designed a few other unique pieces for 
Villa Mairea, e.g. a cupboard with a folding table for 
the dining-room. 209 This cupboard was then produced by 
Artek for a few years. 
The unique and individual furnishings designed by Aino 

125. The kitchen of Villa Mairea in its original state, 1939. 
AAA . 
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Marsio-Aalto created the character of Villa Mairea. This 
outwardly modern building was decorated in a flexible 
upper-middle class spirit. Alvar Aalto's fa mous chairs 
for public spaces were used sparingly, a lthough they 
were present at Mairea from the very beginning. Despite 
the war, the interior decoration was carried out in a stud
ied and arti st ic manner. 2 10 However, the war inevitably 
affected the role of this building in its own social field. 
Villa Mairea was never used for its original planned pur
pose. Post-war Finland was sociall y andin other respects 
a completely different soc iety to that of the late 1930s. 
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126. The nursery hall of 
Villa Mairea, 1939. AAA. 

127. Cupboards by Artek 
for the studio on the upper 
.floor of Villa Mairea, 1942. 
Designed and drawn by 
Aino Marsio-Aalto 29. 6. 
1942. Artek. 

The Gullichsens ' Situation had also changed. Some of 
their children had been sent to Sweden to study , and the 
Ahlström company had suffered major financial losses 
when Finland had to cede territories to the Soviet 
Union. 2 11 The company now concentrated most of its 
work in Helsinki , which meant that Villa Mairea , the 
managing director ' s residence, was in the 'wrong 
place ' 212 and in the wrong scale, or in the words of Kri s
tian Gullichsen: ' After the war, the house was like a shoe 
fi ve sizes too bi g. ' 2 13 



128. Th e fireplace in the 
hall of Villa Mairea. Photo
graph by H. Havas, SRM. 
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4. THE IDENTITY OF 
WOMEN ARCHITECTS 

The foll ow ing analysis of the careers of artist-architects, 
their introd uction into professional life, and the ways 

they becarne defined as art ists fo llows a theoretical ap
proach in which art is g iven a basically co ll ective na
ture . As a separate area, art has been discussed under 
various labe ls and frorn the perspectives of different dis
cip lines. Sociolog ical theories view art as intersubj ec
tive activity, with arti sts belonging to networks of in
teractive relations. In aesthetics, the idea of an 'artworld ' 
has been developed in ' in stitutional art theory'. Neither 
the collective view of socio logy nor the institutional ap
proach of aesthet ics can satisfactoril y serve a perspec
tive based on the individual , hi s or her creative work, 
and position in the field. They are, however, irnportant 

rneans for studying the lead ing role of institutions, and 
the ways art ists are produced. Pierre Bourdieu has ob
served how arti sts alone can not rnake themselves artists; 
their existence depends on the field and how it is con
stituted . 1 

What then were the leading institutions of Fi nni sh ar
chitecture, whose systerns of rules and norrns guided the 
processes of becorning an arch itect and operating as one? 
Education and training, as discussed in C hapter 2, were 

irnportant, and were soon paralleled by professional as
soc iatio ns. These organizations not only controlled their 
rnernbers, but as architectural competiti ons came under 

increasi ng control by the profession and cri tic isrn devel
oped in the trade journals , this sector began to super
vise the profession as a whole. The Board of Public 
Works and Buildings (later the Nationa l Board of Con
struction) also took on the ro le of a dominating institu-

96 

tion. Although the Board's authority began to wane in 
the early 1900s, it rernained a contro lling rnechanism 
with its supervisory functions and job opportuniti es for 
architects. 

4.1. Perspectives on Women's Choices 

lt is often c lairned that the crucia l rnornent for gaini ng 
entry into the socia l field of the arts , i.e. the artworld, 
is when the new ly trained arti st first steps into thi s area. 

This rn ornent is also defined by the conternporary gen
eration of artists, which is by no rneans identical with 
biological generati ons. Entering the field has been seen 
as a decisive stage where indi vidua l and soc ial factors 
interact. 2 An artist' s career, much less an architect ' s, 
does not necessarily begin after one ' s training is corn
pleted , and graduation does not pave the way to profes
sional practice. Students of architecture have traditi on
ally been required to undergo practi ca l training. The brief 
trainee period included in the degree programme did not 
usuall y g ive a clear image of the profession and its dif
ferent aspects, and most grad uates worked in the offices 
and studios of o lder co ll eagues, sornetirnes for yea rs. 
Thi s carried on a kind of rnaster-apprentice relationship , 
in which the younger architect was ab le to acquire the 
se lf-confidence and credib ility necessa ry for his or her 
future career. 
Graduates in architecture usually fou nd their first em
ployrnent in the arc hitect ' s offices of their teachers. Both 

Gustaf Nyströrn and Onni Tarjanne ernp loyed forrner stu
dents , and minor pos itions at the Board of Public Works 
and Buildings were also open to graduates. The latter 
alternative was quite cornrnon around the turn of the cen
tury, and its appeal was partly due to the officia l status 

129. lnes Hnlming (la1er 
Törn va/1 ) and Signe Lager
barg ( Lagerborg-Stenius), 
the first women architects 
at the Board of Public 
Works and Buildings, with 
colleagues in the l 890s. 
Profiles / 983, p. 15. 



and recogn1t1on of gove rnment service.1 Also women 
graduates in architecture began their careers along these 
routes. For them, a professional role entailed different 
individual choices and aims, but , as a group, they expe
rienced similar problems in trying to combine careers 
with family life, and in professional competence, accep
tance, and recognition. lt is difficult to outline any gen
eral image of their professional aims, although their entry 
into working life reflects the importance of education and 
training for all of them . 
One of the first personal choices faced by young warn
en architects concerned combining one' s career with 
family life. Of the eighteen warnen architects who be
gan their studies at the Polytechnic Institute in Helsin
ki, thirteen eventually married .4 Eight of these rnarriages 
were with a fellow architect or an engineer, and only 
three warnen cornpletely gave up work after rnarriage . 
Marriage had a clear influence on careers. Most of the 
ten women architects who entered governrnent service 
imrnediately after graduating gave up work after mar
riage . Those who had married architects or engineers 
usually continued in tasks more or less corresponding 
to their training. At least Signe Lagerborg-Stenius and 
lnes Törnvall (nee Haiming) are known to have had joint 
offices or partnerships with their husbands , and Eisa Ri
chardtson (nee Hindström) assisted her husband in his 
architect ' s office. Of these early women architects, only 
Wivi Lönn, who never married, had her own office from 
the beginning of her career. 
Among the 24 women architects who studied at the Uni
versity of Technology before 1917, family relations de
veloped as follows. Eighteen married, but only three left 
working life completely, and two entered other fields 
without ever practising in architecture. 5 Marriage with 
a fellow architect, civil engineer, artist, or student in 
one ' s own course became even more common, with four
teen warnen choosing these alternatives. By thi s time, 
there were more varied opportunities for entering work
ing life. Nine were employed by the state or a rnunici
pality, but almost all had their own offices at some stage, 
or assisted their husbands in their offices. However, none 
of the women of this period establi shed her own office 
at the very beginning of her career, and Wivi Lönn re
mained a unique example of an independent career. 
Yery few women architects feit a need to give up their 
careers completely. The earlier women, however, had 
fewer opportunities to combine different ways of work
ing, and were mostly left without alternatives. By vir
tue of their numbers, the younger women architects of 
the l 930s and '40s could work in changed conditions. 
By the early 1940s, over a hundred women had gradu
ated as architects, and over half of them were active in 
the profession.6 Many were able to establish their own 
architect's or interior designer's offices, while still work
ing for the state or the local municipality. Initially , most 
of them worked for an older architect, or - especially 
among the younger generation - at the Board of Public 
Works and Buildings. This underlines the role of the 
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state as an employer of women architects . The impor
tance of the state for the whole profession dates back to 
the 19th century, but it offered clearly different prospects 
formen and warnen. 
My review of professional objectives focuses on two fac
tors: the formation of professional competence and the 
ernergence of values of identity required in the profes
sion . By following the rules and norrns of their field, ar
chitects also outlined their own positions , and influenced 
the creation of their 'names' .7 In other words , an archi
tect had to rnake a public debut if he or she was to be
come an independent designer and planner recognized 
in the world of architecture. 8 Works prepared in the ser
vice of other architects or in government administration 
were hardly attributed to the architect concerned. Archi
tecture differed from the visual arts; the works of archi
tects had to have a client and could only be realized 
through collective effort. This process both increases an 
understanding of the responsibility of architects and de
tracts frorn the idea that a building sprang solely from 
the hand of a creative artist-architect. 
Unlike the visual arts, architecture did not have a medi
um of public exposure such as exhibitions. This rneant 
that cornrnissions became an important means of creat
ing a narne for oneself in architecture. One ' s first rna
jor commission was the debut marking one's entry onto 
the scene, and into one's own generation of fellow
artists. 
The following section reviews the individual choices of 
women architects, their double roles between career and 
family life, and their strategies for achieving acceptance. 
Reference is again made to Wivi Lönn , Salme Setälä, 
and Aino Marsio-Aalto, and their choices and opportu
nities . I shall attempt an understandi ng of how they de
veloped in their careers, and the ways the ' names ' of 
these women found their place in the field of architec
ture. 

Wivi Lönn 

Wivi Lönn began her career in the offices of two former 
teachers.9 She went to work for Onni Tarjanne before 
graduating, and was ernployed by Gustaf Nyström frorn 
the summer of 1896 to the autumn of 1897. While still 
at Nyströrn's office, she received a rnajor commission 
from her hometown of Tampere. She once pointed out 
in an interview that , despite requests, she did not wish 
to work for the Board of Public Works and Buildings. 
She mentioned having received commissions of her own, 
which permitted her to choose private practice. 10 

Lönn ' s debut was the design of the Finnish Girls' School 
of Tampere. She was one the school' s first pupils , and 
her father, Emanuel Wilhelm Lönn, was one of its found
ers. 11 This commission gave the young Lönn an oppor
tunity to design a large institution building as her first 
independent project. She took on the task with admira
ble thoroughness. She received a special travel grant, 
permitting a visit in the summer of 1898 to England, 
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I 30. The Finnish Girls' School of Tampere designed by Wivi 
Lönn and completed in 1902. Wasastjerna 1904. 

Scotland and Continental Europe to study granite and 
brick architecture, and the design of school buildings. 12 

Lönn sought solutions for school design and the use of 
undressed stone which was perhaps the main probl em 
of mate rial s that interested Finnish architects at the 
time.13 One of her destinations was Aberdeen in Scot
land , whose tradition of granite architecture interested 
architects throughout the Nordic countries. The choice 
of Aberdeen may have been suggested by a visit there a 
couple of years earlier by Gustaf Nyström's brother Al
exander, who was also an architect. According to avail
able information , Lönn was the third Finnish architect 
to study this type of architecture in its original location. 14 

Lönn also studied general features of British school ar
chitecture. The local authorities had given her permis
sion to freely visit all schools in the Aberdeen area, and 
she recorded her impressions in her travel report. 15 For 
her own work, Lönn adopted a number of principles of 
British school design which she found positive. Of these, 
hyg iene, cleanliness, and plans focusing on hall s were 
used in her later school projects. The objectives of im
proved hygiene and ventilation were not alien to Finland, 
but were not consistently followed in the 1890s. 16 

Soon after the Tampere girl s' school project, Lönn had 
another opportunity to test her skill s in thi s area of ar
chitecture. The town of Tampere was rapidly growing 
at the time, and in the early years of the 1900s a new 
primary school had tobe built. In February 1903 the mu-
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13 1. Wivi Lönn, ground plan of the Fin11ish Girls' School of 
Tampere, 1899. SRM. 

nicipal authorities declared a design competition for the 
school. Entries were limited to arch itects active in Tam
pere. 17 Wivi Lönn 's proj ec t, under the pseudonym Koe, 
received first prize, which finally marked her entry into 
the profession. 18 Such an event has often been given 
major irnportance in art-hi storical and architectural 
studies. lt has even been suggested it was a decisive stage 
in the artist-architect 's caree r, with a c lear influence on 
later deve loprnents. In this sense, debuts can be seen as 
datum points for compari sons with later situatio ns. 19 

Thi s appears to have been the case in Wivi Lönn's ca
reer; she made her professional debut with two school 
projects, one of which fulfilled the main cri terion of pub
li c exposure, i.e . first prize in a competition. She had 
put her own wo rk up for public scrutiny and criti c ism, 
establi shing in this way her own standing as a profes
sional architect. In later years , Lönn's ' narne' became 
specifically assoc iated with the design of schools. 
During her almost fifty years of active professional li fe, 
Lönn designed a total of thirty schools in different parts 
of the country. 20 Most of these were co-educational sec
ondary schools in towns and c ities, followed by prima
ry school s. In the early years of the 20th century, Lönn ' s 
reputation as a skilled designe r of !arge school buildings 
and a winner of many competitions ensured a stream of 
cornmissions for other institution buildings. The school 
projects made her work known to the Board of Public 
Works and Buildings and a lso to the Board of Educa-



tion , which was officially responsible for building pri
mary school s.21 In her own professional ambitions , she 
clearly preferred commi ssions of thi s kind, at least in the 
first decade of the 20th century. She also received a !arge 
number of private commissions for villas, but in later 
years she mentioned that her time was taken up by too 
many of these ' minor jobs ' .22 

Even in institutional architecture, a network of person
al contacts was essential to Lönn' s relations with her cli
entele. She had many acquaintances, and as a recognized 
and economical architect, she appealed to organizations 
and bodies that wished to use the services of women ar

chitects . In other countries , organizations such as the 
YWCA preferred women architects in their projects.23 

One of the earliest projects in this sector was a home 
economics school in Tampere, which was commissioned 
from Lönn in 1902 soon after the girls ' school project. 
This, too, was a specialized institution for girls, although 

as a boarding school , it required a different approach .24 

Over the following years , Lönn rece ived many commis
sions of this kind. In 1906 she designed the Ebeneser 
kindergarten teachers ' institute in Helsinki ; in 1907 a 
home economics school in Karjaa ; and in 1911 a crafts 
and home economics school in Naantali. Even as late as 
the 1920s, Lönn ' s contacts brought her one of her largest 
commissions: the YWCA building in Helsinki ('Hotel 
Helka') . The planning of this building began in 1922, 

and the designs were completed in 1927.25 

An important part of Wivi Lönn's network of personal 
contacts was her friendship with Hanna Parviainen, 

which began in Jyväskylä in l 910. Parviainen was the 
daughter of a wealthy industrialist. Her ties with Lönn 
deepened over the years , and her family began to use 
Lönn's services. In the 1920s Hanna Parviainen became 
the managing director of the family ' s industrial concern, 
which launched a new stage in Wivi Lönn's career. She 
planned and designed most of the microstructure of the 
Parviainens ' industrial community at Säynätsalo, includ
ing housing units, a kindergarten , a primary school, an 

old-age pensioners' home, and a plan for an adjacent area 
of single-family hou ses in Muuratsalo. 26 Not only a 
friend, Hanna Parviainen was also Lönn' s patron . Even 
though this relationship required much of Wivi Lönn's 
time from the 1920s onwards, it brought her definite fi
nancial rewards. 27 

Wivi Lönn had begun to travel abroad around the turn 
of the century, mostly on combined holiday and work
ing trips. She visited exhibitions and projects related to 
her work, often spending time in Switzerland with Sti
na Östman, a friend from her student days. 28 From the 

19 lüs, if not earlier, these trips were also undertaken for 
reasons of health. Lönn ' s knees had begun to suffer from 
her habit of working in a standing position. The spas of 

Central Europe, especially Wiesbaden , became her year
ly destinations. 29 

These journeys may also have been Wivi Lönn's way 
of enjoying her personal freedom. Her attitude regard
ing work was so all-encompassing that it excluded any 

J 32. The YWCA building in Helsinki, designed by Wivi Lönn, 
after completion in 1928. Photograph by Eric Sundström, HKM 

consideration of having a family. In her old age she once 
observed, 'I have been so interested in my work that I 

haven't had time for anything else.' 30 Her relationship 
with Armas Lindgren, for example, was professional and 
collegial from the very beginning. 31 Lönn did not like 
being ordered about, and probably never considered mar
riage seriously. 32 These were , however, aspects of her 
life , on which she preferred to remain silent. 
Wivi Lönn had close ties with other women architects , 
and she employed Stina Östman until the latter's mar

riage. Even in later years, her office employed women 
colleagues, of whom Aili Salli Ahde was given a more 
independent role in the 1920s in the YWCA project. 33 

Her own example notwithstanding, Lönn was not an out
spoken champion of women's emancipation, but she was 
warmly disposed towards Architecta, an association of 
younger women architects founded in 1942. 
Professional organizations did not especially interest 
Lönn. Since her student days , she had been familiar with 
Finland's now leading architects: Eliel Saarinen, Her
man Gesellius, Annas Lindgren, and Lars Sonck. Around 
the turn of the century she had close ties with the office 
of Gesellius-Lindgren-Saarinen, which she sometimes 
assisted in rushed projects. She was familiar with the Ar
chitects ' Club of the Engineering Society, although there 

is no specific information on her membership. In her 
interviews, she only referred to balls arranged by the 
club, and to Gustaf Nyström ' s participation in its acti
vities. 34 

Successes in competitions made Wivi Lönn a recognized 
'name'. She was relied upon as an architect, as shown 

by the fact that in two significant competitions Armas 
Lindgren specifically wished to collaborate with her. 
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However, it is difficult to establish a connection between 
Wivi Lönn as an individual and her role as an artist-ar
chitect. She did not reveal much of her private life, and 
was even reticent in professional matters , preferring to 
remain outside the organizations responsible for deci
sions concerning the field. By reinforcing its own sta
tus , the name of an artist-architect plays an important 
role in the story of art , permitting a review of the art
ist ' s 'texts' or works in relation to the achievements of 
others. 35 Wivi Lönn 's name as an architect of institutions, 
and thus of the existing order, was for many decades ab
sent from the written history of Finnish architecture. This 
is all the more interesting as Lönn specialized in an im
portant area of architecture and introduced a number of 
significant innovations. 

Salme Setälä 

After graduating in 1917, Salme Setälä found her first 
employment at the architect's office of Gösta Juslen. She 
was dismissed after only three months , and her former 
employer next advertised for 'an experienced male ar
chitect ' .36 This young woman architect, only 23 at the 
time, had her first encounter with discrimination against 
her gender in her very first place of employment. In her 
memoirs, Setälä mentions that Juslen later confessed that 
he had fa llen in love with her, which placed his mar
riage in jeopardy. 
Setälä was nevertheless able to find other work from time 
to time. She had been Otto-I. Meurman's assistant in 
1917 in arranging Finland's first exhibition of housing 
architecture. 37 After her unsuccessful period in Juslen's 
employ, she participated in the Finnish Civil War on the 
side of the Whites , and was imprisoned by the Reds .38 

After the war, she found employment for six months with 
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f 33. Hanna Parviainen 
( /efi) and Wivi Lönn on a 
motoring tour of Spain in 
1927. Oulu University Li
brary. 

the architect Yrjö Sadeniemi, a family friend. In 1919, 
she again found work for six months at the office of 
Borg, Siren and Äberg. One of the partners, Kaarlo Borg 
was the brother of Elsi Borg, with whom Setälä had stu
died. 39 In October 1919 Salme Setälä married the jour
nalist Frithiof Corner. 40 

Despite the unfortunate dismissal by Juslen , Setälä ' s en
try into working life followed a fairly normal pattern. 
She also worked for a former teacher, Yrjö Sadeniemi. 
Before her marriage, she had not, however, made any 
binding decisions concerning her career. The birth of her 
children tied her to the home, which had a decisive ef
fect on her future work. 
Remaining at home with her children did not lead to a 
normal housewife 's ex istence for Setälä. From her moth
er, Helmi Krohn , she had inherited literary skills and an 
ability to translate. She was able to do thi s work at home, 
especially after employing a nurse following the birth 
of her second child. 41 Between 1919 to 1929, her years 
at home, she transl ated several books. This, along with 
her own family background, guided her into literary 
areas. In the 1920s Salme Setälä published seven liter
ary works, some of which were books for young peo
ple, as weil as an interior-decoration guide in 1929.42 

Writing may be described as having rivalled Setälä's ar
ch itectural interests. These areas clearly complemented 
each other; Setälä could not yet work full-time outside 
the home, but she was still able to take on architectural 
work. In 1919 she had won a furniture-design competi
tion arranged by the Kotiteolli suusyhtiö Pirtti firm . In
terior decoration interested her to such a degree that in 
1925 she established the AC interior-decoration firm to
gether with Ai li Salli Ahde. 43 

Throughout the 1920s, Salme Setälä combined the roles 
of a mother, architect, and author. While encroaching 
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134. This book wrillen by Salme Setälä in 1924 for young read
ers was illusrrared by the arch itect Elsi Borg. 

upon each other, these ro les were also complementary. 
Setälä's entry in to the world of architecture does not 
present a c lear pic ture. Despite earl y successes in the 
des ign of furni ture and g lass objects, she had not found 
recognition, and di verted part of her creati vity into writ
ing. She acq ui red a ' name' as an arti st already in the 
1920s, but in literature and not in archi tecture . Thi s di
chotomy fo llowed her un til retirement, and she alternate
ly directed he r e ffo rts into architecture and writing. 

Se tä lä was di vorced at the time of the Depression , and 
she fe it that her new status required wo rk with a regu
lar salary. This was the ma in reason fo r her seeking em
ploy ment at the Board of Publi c Works and Buildings. 
lt was onl y in 1937, whe n she became Otto-!. Meurman's 
ass istant in pl anning work , that Setälä can be seen as 
hav ing set herse lf definite professiona l a ims. She was 
no longer sati sfied with he r ro le as an uninde pende nt 
secretary to Meurman, and wanted to learn something 
new. 44 Pl anning was not new to Setäl ä a lone; thi s spe
c ific fi e ld and its leg isla ti on were only now be ing de
ve loped. Setä lä wo n Meurman' s trust, and th ro ugh him 
received pri vate comrni ss ions in planning projects.45 

I 35. Sa lme Serälä and her children in rhe Laie 1920s. Helmi
riir ta Honkanen collection. 

She deve loped as a planner and des ired recogniti on 
ma inly in an offi cial capac ity. Finnish wornen had been 

granted access to rnost civil -serv ice pos itions in 1926, 
but there were still restrictions.46 Setä lä was offic iall y 

employed as a supe rnumerary draughtswornan until 
1939, when she was made supernurnerary architect fo r 
one year. 47 This was the recognition she had sought - ' ap
proval ' by her superiors.48 D u ring the wa r, reductions in 
salary we re introduced, and Setälä was aga in a super
numerary draughtswoman. The supernurnerary arc hi 
tect ' s position was give n to Erkki Hyhkö, who had g rad
uated as an architect in 1937, and ' women applicants 
were ignored in the time-honoured fas hi on' .49 In 1944, 
when a higher architect ' s pos ition was aga in give n to 

Hyhkö, Setä lä applied fo r the town- planning archi tect 's 
post of the C ity of Helsinki. She was not given a re
comrnendati on by her own Superi or, Erkki Huttunen who 
was then head of the Board , a lthough she was warml y 
recornme nded by Otto -1. Me urman and the Board 's se
nior arc hitect Eino Sii ra. Setälä was not appo inted to the 
position .50 

Poor pay led c ivil- serv ice architects to seek other pos i
ti ons, and some even res igned fro m government service 
because of low salaries. In thi s respect, the Board of Pub
lic Works and Buildings lagged behind the Board of 
Roads and Waterways, as its architects were assumed to 
generate considerable addi tional income from the ir pri
vate commi ss ions.51 On the other hand, architects in town 
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pl anning had a low status even among their colleagues 
at the Board, and many of the women arc hitec ts moved 
to Sweden to find work.52 In order to cope, Setälä adopt
ed a strategy based on threats. She was aware of her ca
pabilities as a skilled and productive c ivil-serv ice archi 
tect, and when she did not rece ive a position for which 
she had applied, she threatened to seek employment else
where. This , however, led to onl y temporary benefits.53 

Salme Setälä ' s various official capacities in the 1930s 
and '40s and her goal of securing a permanent position 
in her organization reflected her belief that a good work
er will , and should , be rewarded for hi s or her work. 
Despite her awareness of blatant di scriminati on against 
women in nominations and pay at the Board of Public 
Works and Buildings and its successor, the National 
Board of Construction , she never lost faith that there 
were still opportunities for advancing in her career. 
This attitude and its resulting behaviour are often de
scribed as typical reactions of women pioneers in pro
fess ions. They had unswerving faith in a kind of meri
tocratic ideal or belief, which led them to ass ume that 
if they were good enough, sufficiently educated, and de
voted enough to their work, the ir efforts would be re
warded. Even the prejudice they encountered could not 
shake the ir be lief in meritocracy and the ir own careers.54 

Setälä's career as a civil servant involved the less-val-
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136. Cover of a novel by Salme Setälä, 1937. 
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ued tasks of a c learl y male-dominated area. Women were 
cheap labo ur, seeki ng work corresponding to the ir ow n 
training. 
This way of th inking c learly emerged in Salme Setälä's 
career in the 1950s. By that time , she was one of Fi n
land 's most experienced planners of rural com muniti es, 
but she still did not have a permanent pos ition in her or
gan ization. This point should be kept in mind regarding 
her ro le in a dispute that arose between the Nati onal 
Board of Construction and the F inni sh Assoc iation of 
Architects. The conflict concerned the new head of the 
Board, and evolved into one of the most heated di sputes 
in Fi nni sh archi tecture in the 1950s. 
The architect Ju ssi Lappi-Seppälä had been nominated 
in late 1953 as the new head of the National Board of 
Construction. This decision was vociferously opposed by 
the Finnish Associati on of Arch itects, and the di spute 
reached the stage where the Assoc iation prohibited its 
members from applying for new positi ons opening at the 
Board.55 During the boycott, Setälä's position was made 
permanent fo llowing a reorganization of the Board . In 
order to keep her 'own ' post, she had to apply for it, and 
in doing so she had to di sobey the ban imposed by her 
own union. Setälä explained that she was entitled to seek 
the pos ition, as the application was not fo r a new post. 56 

When Salme Setälä was named to the now permanent 
architect's position in May 1954, she was immediate ly 
expe lled from the Finni sh Associati on of Architects .57 

An offshoot of the above course of events was that Setälä 
and Annikki Virtanen, who had also disobeyed the boy
cott, were dismissed for a year from A rchitecta , the as
sociation of women arc hi tec ts. Setälä had been one of 
the charter members of Architecta in 1942. 58 These 
events left their mark on Salme Setälä, and even two de
cades later she still criti cized the actions of the Assoc i
ation of Architec ts and Architecta. 
Even after these experiences, Setälä still believed in 
meritocracy and her own career opportuniti es. In 1957 
she became acting province architect in Kouvola. 59 When 
thi s position became offic ially vacant the fo llowing year, 
Setälä and two male coll eagues were the onl y applicants. 
T he experts of the National Board of Construction gave 
her second place, after Reino Hämäläinen, a younger ap
plicant. Di ssatisfied with this ruling, she appealed to the 
Council of State (i.e. the cabinet), describing extensive ly 
her own professional experience and her temporary work 
in the positi on for which she had now app lied. In its of
ficial rep ly, the National Board of Construction pointed 
out that Setälä was given the temporary post, as ' no other 
substitutes could be fo und '. Her merits were given as 
only in pl anning experience, which was regarded as lim
ited for the post in quest ion. Prov ince architects were 
responsib le fo r the supervision of state-funded construc
tion work and repairs to government buildings in their 
regions. Unlike the other applicants, Setälä was not re
garded as hav ing sufficient experience in these areas. Her 
managerial capabilities were critic ized, and she was 
fo und wanting in discipline and orderliness. 60 



This situati on was interes ting insofar as the post was not 
filled, even though after he r appeal Setälä was now of
ficially regarded as the on ly qualified app licant. Prior 
to this , the offic ial ruling concern ing her substitute po
sition had been cancelled. The head of the Board, Juss i 
Lappi-Seppälä, obviously did not wish to have Setälä 
prornoted, no r leave the serv ice of the Board. 1 n later 
years, Setälä did not recall ever havi ng appea led abo ut 
the nomination . She suspected background rnotives of 

a political nature, and in her memoirs she rnentions how 
she was depressed and disheartened by the way she was 
treated. 61 

The work of a c ivil-se rvice arc hitec t did not complete
ly suppress Setälä ' s literary act iviti es. In 1937 her nov
e l Sangen tavallisia virkanaisia received a purchase prize 
in a competition arranged by the We rne r Söderström 
publishing house. From the 193Os to around 1960 Setälä 
published e ighteen books.62 Writing never lost its impor
tance for her, and she a lso kept up her interes t in interi

or des ign, which dated back to the 192Os. lt did not, how
ever, become as prominent for her as writing. Setälä also 
had her own planning office, where she worked on pri
vate comrnissions. 63 The ano nym ity of her official work 
and the lack of broader interest in planning explain why 
Setälä never became widely known as an arc hitec t. In 

the arts she was , and still is, rnore recogni zed as a writ
er. 

Aino Marsio-A alto 

Aino Marsio-Aalto grad uated in 1920 and was one of 

the First architects to be taught by others than Professor 
Gustaf Nyström. Her early years as a Student were 
around the end of Nyström ' s term, and by the diploma 

stage she had already made the acquaintance of Armas 
Lindgren , the new ho lder of the Chair of Architecture 
at the Un ivers ity of Technology .64 There was no actual 
generat ion gap between Marsio and Setälä. They stud
ied at the same time, and later moved in the same cir
cles. 
Of more interest, however, is Aino Marsio 's early ori
entation towards interior design. For her student trainee 
period , she chose a carpentry firm instead of the cus
tomary building site, which was a more common choice 

among her fe ll ow students. 65 In 1919, while sti II a stu
dent, Aino Marsio found her first employrnent at the of
fice of Sengt Schalin , a landscape arch itect.66 Her de
but was in 1922, when the Finni sh Crafts Association 
comm iss ioned a set of dining-room furniture from her 
as the first pri ze in a lottery. The furn iture was also on 
display at an ex hibition arranged by the Crafts Associ
at ion in 192267 

An important stage in Aino Marsio ' s career began in 

1923 when she decided to rnove to Jyväskylä in Cen
tral Finland to work at the office of the arc hitect Gun
nar A. Wahlroos. The specific reasons for this move are 
not known. 68 In the late w inter of 1924 she began work 
in the small office of Alvar Aalto, with whom she had 

studied, and they were married in the autumn of the same 
year. 69 Alvar Aalto's completely different character, 
open-mindedness, and creati vity probably influenced her 
decision . She had had another male cornpanion, but she 
decided upon Aalto. 70 

As di scussed above (see Chapter 4.1.), Aino Marsio's 
choice was quite typical among women architects of the 
period, most of whom marri ed either colleagues or civ

il engineers. But the Aaltos were not typical in any oth
er respects. Alvar Aalto 's personality, both as an archi
tect and an individual, placed clear lirnits on Aino Mar
sio-Aalto 's professional development and career oppor
tunities .71 Alvar Aalto's wealth of ideas and energy easily 

overshadowed other designers and architects around him. 
Through her marriage , Aino Marsio had to take on a dual 
role in which her profess ion and the concerns of the fam
i ly often clashed. 
The Aaltos' years in Jyväskylä (1924-27) familiarized 
Aino Marsio-Aalto with the routine tasks of interior de

sign. As pointed out by Igor Herler,72 both spouses con
centrated on fumiture design at the time, which may part

ly be due to the fact that Al var Aalto had not yet 
achieved recognition as an architect. In 1924 and 1925 , 
before the birth of their first child, Aino Marsio-Aalto 
participated in the coupl e's commissions and competi

tion projects. She independently designed the decor of 
the women's lounge of the Häme Student Corporation 
building in Hel si nki ,73 and she may also have designed 
other furniture and fixtures for the building. 
Aino Marsio-Aalto's career as a building architect be
gan in 1926, when the Aaltos built a summer house, Villa 
Flora, at Alajärvi. 74 There were two des igns for the 
house, of which a less classical one with a sod roof was 
realized.75 After the villa was completed, photographs 
and plans of it were publi shed in the journal Arkkitehti 
as the work of Aino Marsio-Aalto , and there is little 
doubt that she was the author of the design.76 

In the early 193Os Aino Marsio-Aalto enjoyed one of the 
main successes of her career thus far. ln 1932 Karhul a 
Oy and littala glassworks declared a g lass-des ign corn
petition in which Marsio-Aalto 's entry Bölgeblick re
ce ived second prize. 77 Thi s competition was influenced 
by the for thcoming 1936 Milan Triennial , where Aino 
Marsio-Aalto was to rece ive the gold medal for her glass 
objects and exhibition des ign.78 By thi s stage at the 
Iatest, Marsio-Aalto was included among the leading 
names of Finnish design ; these achievements were all 
before she actually re-entered working life in 1935 with 
the founding of the Artek firm. 79 From then on, he r 
' name ' as an arti st came tobe associated more with in

dustrial art and interior decoration than architecture. 
Artek became Aino Marsio-Aalto 's domain, where she 
was able to project on a wider and more complete sca le 
the principles that she and Alvar Aalto had followed in 
their earlier architecture and glass designs. These were 

considerations of practicality , multipurpose use, serial 
production, minimal requirements , and the creation of 
' more beautiful everyday objects'. 

103 



Ai no Marsio-Aalto kept abreast of design trends in Eu
rope and the Nordic countries .80 European contacts were 
no doubt in fluenced by Alvar Aa lto ' s wide and often fa
mous acquaintances, dating back to hi s early years. In 
1935 Aino Marsio-Aalto, was given a state travel grant 
to study industrial art in Central Europe. 81 In an inter
view from that time, she pointed to the breakthrough of 

non-European influences and ideas on the Continent. 82 

Neither Artek nor the Aaltos were the on ly ones to im-
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/ 37. Alvar Aalro and Aino 
Marsio-Aalto in Vienna 011 
their honeymoon in 1924. 
AAA. 

port these influences into Fi nl and , although, as a busi
ness venture, Artek was ab le to promote them. 
North-African textil es and crafts espec ia ll y interested 
young architects and textile designers of the period. This 
in vo lved a ci rcl e of young art ists, who had met since the 

l 920s to share ideas and influences. Aino Marsio had 
belonged to the Tumstocken club founded by women stu
dents of technology in 1919, many of whose members 
continued to meet in formal ly in a ci rc le inc luding Els i 

138. Aino Marsio-Aalto , 
dra wings of the executed 
versio11 of Villa Flora, 
1926. AAA. 



139. Villa Flora after completion. Photograph by Aino Mar
sio-Aalto. AAA. 

Borg, Eisa Aroka lli o, Ai li Salli Ahde, and Maija and 

Heikki Kansanen. 83 These young women artist-architects 
were especia ll y drawn to the ceramics and textiles of 

Northern Africa. 
The joint works of Aino Marsio-Aalto and Alvar Aalto 

and their close collaboration from their first years togeth
er present a number of difficulties for study. Attribut
ing works is ultimately based on the viewer's own con
cepts and pre ferences , and the Aalto name poses prob
lems. Even the attribution of furniture designs begs the 
question of what is really meant by Aalto furniture. Are 
they on ly cha irs and tables based on Alvar Aalto ' s aes 
thetics of bent and curved wood? We know that Aino 

Marsio-Aalto herself designed some of these model s. 
However, these articles of furniture have been described 

as Aino Marsio-Aalto ' s variations and applications of 
Alvar Aalto's bold , experimental designs ' as if they were 
her own ' .84 The Fact remains that they were Aino Mar
sio-Aalto ' s own achievements based on her rational and 
practical sk ill s as an artist. No one has ever questioned 
Alvar Aalto ' s undeniable ta lent or creativity , a lthough , 
for example, it is known that he deve loped the basic 

model of hi s famous Savoy glass vase from pieces made 
by the Orrefors g lassworks of Sweden. 85 

The emergence of Aino Marsio-Aalto's name as an art
ist reli ed on he r ability to make herself credib le , and to 
demonstrate her own competence alongside Alvar Aal
to. Des ign competition s and the work of the Artek firm 
gave her this opportunity. Despite thi s, art critic s or re
searche rs have not a lways been convinced of her com
petence. Her work in industrial art was always seen in 
re lation to Alvar Aalto's achievements in architecture . 
The interior design of important projects , as part of the 
architect's work and one of its most demanding and best
paid areas,86 had changed by the 1920s and '30s in a ll 
countri es. The teachings of the Bauhaus and other au
thorities underlined the va lue of industrial design, while 
arts and crafts were rega rded as amateurish , and were 
attacked by Walte r Gropius and others. 87 The hi stori ca l 
tradition of Finnish architecture, viewing buildings as 

140. 'Bölgeblick' glassware by Aino Marsio-Aalto, 1932. SRM. 

total works of art , stressed architectonic ach ievements 

and gave interior design an accompanying or support
ing role. Although Artek des ign achieved great signifi 
cance in Finland , its sca le of cha irs, lamps and textil es 
cou ld neve r outrank the major architectu ral monuments 
of the nation . These areas spoke in different tongues. 

4.2. Architectural Competitions -
the ' Democratization' of Design 
and Planning 

Working as an architect has always depended on com
miss ions. In Finland, thi s involved a re lationship with 
the state at a lmost all leve ls, e .g . in the form of official 
building supervision . Even in the first decades of the 
20th century, the planned fai;ades of buildings still had 

tobe approved by the Board of Public Works and Build
ings or the governor of the local province. 88 As a pro
fession, architects were not a complete ly uniform group. 

Apart from a division into Finnish and Swedish-speak
ers, there was also a conflict between younger architects 
and the older generation . This situation was not limited 
to architec ture, and similar struggles over leading posi
tions occurred in many other profess ions. 89 

This conflict of interests between generations was clearly 
visible in the project for the House of the Estates in Hel
sinki . Ville Lukkarinen has shown how in the late 1880s, 
before the Architects ' Club offici ally existed, part of the 

profession di sapproved of giving the commission directly 
to Gu staf Nyström. 90 They feit that, in a project of thi s 
magnitude, the state should dec lare a compet ition among 
invited entrants, which wou ld be a more democratic a l

ternati ve. Lukkarinen suggests that thi s di spute over a 
major state bui lding project created an ac ute need to of
ficiall y organ ize the profession. 91 

The Architects' Club (Sw. Fack-klubb Jö r arkitektur), 
founded in 1892, expressed its interest in professional 
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supervision by drawing up codes of rules and regulations. 
At its first official meeting , the club made public a 
number of recommendations concerning building con 
tracts .92 These were followed by rul es for architectural 
competitions the following year. 93 The rul es stipulated 
that competition juries should have a majority of pro
fessional members , i.e. architects, which clearly showed 
the profession ' s desire to exclude non-expe rts from im
portant deci sions. Competitions made it possib le to ac
quire a significant position , a ' name ' , and also a degree 
of public exposure, because the rules recommended ex
hibiting the entries.94 The profession supervised the or
ganizing of competitions and through representation in 
juries and panel s it also controlled the arti stic standards 
of architecture. The competition system took on clearly 

monopoli stic aims by demonstrating the unique compe
tence of the architects and by excluding outs iders.95 In 
this system, on ly architects were entitled to assess the 

Standardsand quality of competition entries. 
The leading technical journa ls were also the organs of 
professional organizations, which kept the public expo

sure of arch itecture and its professional criticism with
in a relatively small circle. Fin land's oldest and most 

reputable technological journal , Tekniska föreningens i 
Finland förhandlingar, had been published by the En
gineering Society since its foundation. In 1903 the Ar
chitects' Club began to publish Arkitekten, mainly in
tended for architects. This journal specifically strove to 
guard the interests of the profess ion by refra ining from 
comments on confl icts, generation disputes, or the lan
guage issue among architects. 96 

The elite of the profession expressed the ir views in dif
ferent journals, and were active in various organizations, 
wh ich often included the same individual s. The activi
ti es of the elite generally fol lowed a strategy of exclu
sion aiming at estab li shing a professional monopoly. 
A lthough the overall raising of architec tural standards 
was welcomed, and many wished to extend di scuss ion 
among a broader publi c, the professional journals helped 
develop the underlying concepts and thus innuence the 
development of architecture in genera l. 97 Publicizing ar

ch itectural competitions and their winning entries was 
one of the most effective ways of creating a status for 
the winners. 

lt was still fe it that the architects of monumental state 
projects shou ld be selected by a democratic process , al
though it was also pointed out that competitions should 
be limited to those architects who understood the impor
tance of the task. In this sense, the profess ion depended 
on the co-operation of the state bureaucracy. On the other 
hand , the Board of Public Works and Buildings had to 
comply to the architects' demands in its competitions for 
nationally significant monuments. Even before the House 
of the Estates project, the Board had lost prestige in a 
number of s ituat ions, including the planning and design 
of the Bank of Fin land building .98 

Architects ga ined contro l over the competition system, 
but thi s monopol y was not ac hieved without conflicts.99 
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In public competitions, open to all Finni sh architects , 
entri es were submitted under pseudonyms. They com
peted on an equal basis, following the principle that o nl y 
quality and the best so luti on to the competition pro
gramme should win. The system, however, permitted 
non-architects to parti cipate, and even win competitions. 

lt soon led to heated debate among arc hitects concern
ing what should be designed and by whom. 
Around the turn of the century, master-builders had be
gun to benefit from their improved training and soon 
became prominent designers especially in !arge housing 
projects. They were ab le to design apartment buildings 
and take on the ir contracts at less cost than architects. 100 

The successes of mas ter-builde rs in archi tectural com
petitions raised discuss ion among the members of the Ar

chitects ' Club. 101 A genera l meeting of the club rul ed, 
after a vote, that only architects should be permitted to 
parti cipate in ' publi c' arch itectural competitions, i.e. 

those intended for architects. 102 Compet itions with in

vited e ntrants were, however, more libera l in this re
spect. 103 

The profess ion thus attempted to excl ude other groups 
and strove to demonstrate and emphasize its own com
petence, espec ially in the arti sti c aspects of building. 104 

The idea of a ' democrati c architecture' met with disap
proval ; there was no des ire to introduce universal suf

frage in arc hitecture. 105 lt was even suggested that ar
chitects should be protected under a spec ial licensing act, 
as in the United States . Such leg islation would guard the 
interests of architects , and maintain professional stand
ards.1 06 

Finnish architecture was an al most comp lete ly male do
main in the early yea rs of the 20th century. The few 
women architects of the period found employment in less 
indepe ndent s ituations. The only exception was Wivi 
Lönn, who is known to have turned down the security 
of a civil-service position , preferring to remain in pri
vate practice. 107 From its earl iest stages, Lönn' s career 
had been accelerated by her successes in competit ions . 
lt is difficult to estimate in retrospect how many com
petitions Lönn actually entered as there is little infor

mation on unplaced entries. 108 She won pri zes in s ix com
petitions, in addition to prize-winning entri es in collab
oration with Armas Lindgren. 109 

Interes tingly, Lönn herse lf found architectural compe
titions challenging and informati ve. Although they re
quired much work, she recalls havi ng drafted her entri es 
with littl e delay; she was more interested in the act ua l 
projects than in winning pri zes. 110 On the other hand , 
Lönn is not known to have entered any public architec
tural competitions, apart from her co llaboration with 
Lindgren. She participated independen tl y onl y in com
petitions with invited entrants, for which the Architects' 

Club had passed a separate ruling. The club did not pro
hibit its members from participating in these competi
tions , although they often included non-arc hitects . 111 

This shows that in restri cted competitions mas ter-build
ers could sti II compete with architects. 112 Lönn ' s profes-
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sional activities at this time indicate that, since she was 
not a member of the Architects ' Club, she did not wish 

to participate independentl y in competitions restricted to 
'Finnish architects' . This is partly due to the procedures 
for declaring competitions. As late as the l 920s, the of
ficial call for entries was often addressed to ' Messrs . ar
chitects ' . 11 3 This view of the profession effectively ex
c luded from competitions groups definable according to 

sex or training. 
Wivi Lönn' s career also reveals the attitudes of her col
leagues and clients regarding her pri ze-winning designs. 

In the restricted competition in 1903 for the Alexander 
Primary School in Tampere, Lönn 's entry was publicly 

142. Wivi Lönn 's prize-win
ning entry for the Tampere 
Voluntary Fire Brigade 
Building, 1908. SRM. 

rev iewed and criticized.114 August Krook and Lambert 
Pettersson, local architects who had also participated , 
officially complained to the Tampere C ity Council that 
the winning entry d id not follow the instructions and pro
gramme of the compet ition. They also expressed the ir 
concern that this might affect future competitions. Upon 
the initiative of Pettersson and the Architec ts ' Club, the 
architects Yalter Thome and Bertel Jung were asked to 
review the entries. Thome and Jung came to the conclu
sion that a lmost all of them differed from the in struc
tions. The onl y entry that fo llowed them was in all oth
er respects the least successful one. The question was 
whether entri es contrary to the programme should be re
munerated by the organi zers. Krook and Pettersson fi
nall y ad mitted that the winning entry might lead to good 

results, espec ially if its architect took into account the 
suggestions of the judges and the entri es of other com
petitors ! 115 

In thi s first major success of Lönn ' s career, her e lder col
leagues publicly questioned her professional competence. 
The result was , however, positive for Lönn , as the jury, 
including the architec t Birger Federley, supported her 
entry th ro ughout the appea l process. 116 Even in later 
years, Lönn 's prize-winning entries aro used debate. In 
1905 she won the competition for the Tampere fire sta
tion project. The entries were on di splay at a meeting 
of the Tarnpere Technologica l Society, where colleagues 

began to critic ize both the judges and the artistic meri ts 
of Lönn ' s works. 11 7 

These attitudes regarding Lönn ' s architecture culminat

ed in 1908 in a restricted competition fo r the building 
of the Tampere voluntary fire brigade. Lönn was aga in 
placed first, but the fire brigade could not finance the 
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project, and had to commission an altered version from 
her. Available documents do not te il why these new de
signs were not realized, or why the commi ss ion was fi
nall y g iven to the master-builder Heikki Tiitola in 
1910. 118 Lönn was obviously hard put to accept thi s de
cision, in which she had been outranked by a des igner 

from outside her profess ion , albeit an experienced one. 
Recalling these events in a later interview, Lönn sa id that 

she lost the commi ssion because of her sex, and regarded 
the dec ision as unfa ir. 119 

The reactions of contemporari es to Armas Lindgren's 
and Lönn 's jo int successes in competitions are discussed 
in Chapter 3.1. These works were almost so le ly attri
buted to Lindgren, and critici sm concerned only him . 
Contemporary rev iews and articles did not even raise the 
quest ion of Lönn ' s contribution as a possibility. 
Wivi Lönn left Tampere in the early 19 lOs. Her deci
sion to move was prompted by an increas ing load of ex
tra work , and the negative att itudes of her colleagues. 120 

With suffici ent work and commissions, she ceased to 

partici pate in competitions. None of the following gen
erat ion of wo men architects had the same success in the 
competitive market as Wivi Lönn. Also the politica l tur

moi I of the 19 1 Os led to conside rab le difficulties for the 
building industry. T he ri sing generation of yo ung, en
thusiast ic women who studied arch itecture in the late 
191 Os found new orientations in architecture and its so
cial field of action. 
The architecture of housing and dwellings, which had 
interested few around the turn of the century, now be
gan to have an increas ing appea l to the profess ion . There 
were fewer competi tions for the design of national mon

uments, while soc iall y oriented housing projects creat
ed opportunities for developing new town plans and 
types of houses. 121 Interes t in interi or decoration and de
sign was part of the rise of housing architecture, and in-
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c reas ing numbers of furniture-design competitions were 
arranged, often for small apartments and less-affluent 
homes. 122 lndustri al design , for wh ich the Ornamo as
soc iation had been fo unded in 19 11 , also interested ar
chitects. In 1922 Ornamo arranged a competiti on at a 
fair in Tampere for the furniture and textil es of a small
fa rmer' s home. 123 Many women architects who gradu
ated in the late 1910s and early '20s devoted much of 
their efforts to interior design. 12

-1 The spec ial problems 

of dwellings were more a private than public area of de
sign. Of thi s generat ion of wo men, onl y Aino M arsio
Aa lto designed interiors for public spaces and buildings, 
and even then in collaboration with her husband. 
A few young women were, however, successfu l in ar
chitectural competiti ons in the 1920s. In 1928 Eva Kuh
lefelt-Ekelund won a restricted competition for a private 
Swedish-language g irl s' school in Helsinki . In the same 
year, Elsi Borg became the first woman to win a church
design competition with her entry for the Lutheran 

church of the Rural Parish of Jyväskylä. 125 Competitions 
and commiss ions, however, did not allow any of these 
women to concentrate solely on private practice, and eco

nomic pressures forced them to take on different ki nds 
of work in government service. 126 

T he system of archi tectural competitions turned out to 
be on ly relatively democratic. When the system was first 
developed, it was generally accepted that nationally or 
otherwise signifi cant projects should not invol ve open 
or public competi ti ons. 127 This meant that the ' democrat
ic' process was already limited to a small and highl y se
lect gro up. The degree of professionalization was in turn 
reflected by earl y demands for exc luding master-build
ers and civ il engineers from arti stica ll y demanding 

projects . 
Collegial cri tic ism of the ' hero archi tects ' who had ris
en to fame in competitions aro und the turn of the cen-



tury never fo und its way in to the profess ion' s own j our

nals. Cri tica l comme nts we re almost a lways vo iced in 
general terms, without mentio ning names. 128 The profes

s iona l status of the leadin g fig ures of the new Finn ish 

arc hitecture was never th rea te ned by c ri tic ism; the ir 

wo rks we re already c lassed as inn ovat ive. S uccess in 

compet iti o ns re in fo rced a kind of py ramid structure, 

where o nl y a few at a time could reach the summit. The 

competiti o n system also created a compelling image of 

significant wo rks of arc hitecture, whic h were usua ll y 

monuments in ideo log ical terms or in sheer size and vol

ume. As la te as the 192Os, the des ign of housing and 

d wellings was still o ut ranked by the major works of ar

chitec ture, such as the Parli ament building in Helsinki , 

churches, and business edifi ces. 

Wivi Lönn 's exa mple shows that despite successes in 

competitio ns with her conte mporaries, a woman archi

tect fro m o utside the capital d id not merit the same at

tenti on as othe rs. The sil ence of conte mpora ry cri tics 

te il s as much of her ro le as any possibl e di scuss ion in 
the trade press . Successful ma le co ll eagues, such as Bir

ger Fede rl ey and Uno Ullbe rg who also worked o uts ide 

the He ls inki reg ion, never had to ex pe ri ence a s imil ar 
invis ibility . 

4 .3. Independence fo r Women -
the Architecta Association 

' The purpose of Tums1ocken is to lay a foundat ion stone for the 
Temple of Lady Architects. This stone does not have to be !arge 
or shiny, but it must be genuine , hones t, and good. - Our work 
requi res strength and courage, which ou r members should fin d in 
our common respect fo r each Lady . This sha ll also make each 
member a Human Being, able to both give and take criticism.' 
From the minutes of the 19 19 charter meeting of the Tumstocken 
c lub. 129 

W o me n students of architec ture at the Uni ve rsity of 

Techno logy began to be a numerica ll y pro mine nt gro up 

in the 19 1Os. There is not much in fo rmati on on the ir par

tic ipat ion in the normal ex tra-curricul ar ac ti vities of tech

no logy students, and onl y o ne wo man is known to have 

been acti ve in the uni vers ity 's students' uni o n.130 The 

uni on operated in a male spirit, and mos t women did not 

identi fy w ith it _l.l 1 Many of the students also e nro ll ed in 

the stude nt co rporat ions of the Uni versity of He lsin ki. 132 

Wo men architecture students , however, fe it a need to 

meet on a n info rma l bas is to support each other and to 

ex press thei r common bonds . These meetings began in 

late 19 19 in the form of a club ca ll ed Tumstocken.133 

M onthl y meetings we re planned, with spec ial presenta

tions, talks, debates, or informal competitions. The char

ter meeting was attended by a lmost all the women who 

had begun their studi es between 19 10 and 191 3. 134 T hi s 

group formed a c lose-kni t c irc le, often meeting outs ide 

the functi ons of the club. The first chairperson was Eva 

Kuhlefelt. T he c lub met until 1924, whe n it fin ally di s-
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144. An illustration to 1he minutes of the charter meeting of" 
the Tumstocken club, 19 / 9. 'The Temp le of Lady Archilects'. 
Archives of the A rchitec ta association, SRM. 

banded. By thi s time, many members had already moved 
away fro m He ls inki . 135 

Tumstocken did not ori g inall y foc us o n profess iona l 

issues a lo ne, and camaraderi e appears to have been its 

mos t ap pea ling Featu re. lt was, however, impo rtant in 

sofar as its c ircle was late r act ive in de ve lo ping activi 

ti es fo r wo me n architects on a muc h broader bas is. 

A bac kground facto r in fo undin g the wo me n stude nts' 

c lub was the ro le of the Architects' C lub as a body of 

profess io nal gentl e men, whose active me mbers control 

led and criti c ized the works of the who le profess ion 

th ro ugh its j o urna l and the competition sys te m. The Ar

chitects' C lub d id not include all archi tects in Finland,136 

and as late as the 19 1Os it apparentl y had no women 

m embers. Women members are firs t mentioned in 19 17, 

when Eva Kuhlefelt and Margareta Lindqvi st were ad
mi tted . u7 Even later, only a few wo men applied fo r 

membership in the F innish Assoc iation of Architects, 

established in 19 19 as the successor of the Architects ' 

C lub. Tt was not unt il the late 192Os that !arger numbers 

of wo men became members, and by 1930 twenty-o ne of 

the seventy-fi ve me mbers of the Assoc iati on were wom
en.138 Wo men represented almost 30% of the me mber

shi p, but even in thi s union they did not parti c ipate in 

dec is io n-makin g until much la ter. 

W ivi Lö nn 's 70th birthday was the occas ion fo r launch

ing a scheme fo r organi zing wo me n architec ts. In May 

1942 for ty-s ix wo men met at Els i Bo rg's and Anton 

L ind fo rs's studi o-apartme nt at the La llukka Arti sts ' 

Ho rn e in Hels inki to hono ur the 'Grand Old Lady of 

F inni sh Architecture ' .139 lnspired by the event, a number 

of the partic ipants began to plan an association for wom

en archi tects. S ix of these had already been ac ti ve in 

Tumstocken. 1~0 The firs t meeting of the new association , 

which still lacked a name, was held o n 3 November, 

1942 at the Seurahuone restaurant in Helsinki , with 41 

wo men architec ts part icipat ing. 

At a meeting held in 1943 it was unanimo usly decided 
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to narne the association Architecta. 141 The relationship 
of this new body to the Finni sh Assoc iation of Archi
tects, the national organization of the profession , re
rnained unclear. A rchitecta defined its tasks as assem
bling its mernbers , providing and developing professional 

support, guarding the interests of wornen architects, and 
arranging recreational activities. In April 1943 the draft 
rules of Architecta were sent for approval to the board 
of the Finni sh Association of Architects, together with 
an application for rnernbership . ' ... Since wornen archi

tects wish to operate in agreernent with the Association 
of Architects, we request the Association to grant rnern
bership to our club as a whole , and to rnake the neces
sary a lterations to its rules' .142 

T he wornen architects ' association was not unanirnous
ly accepted in the national organization. The rnain prob
lern was the status of rnernbers who did not belong to 
the Association of Architects, their proper union. These 
wornen were in turn an irnportant group in view of the 
principles of Architecta. By the early l940s, 102 Finn
ish wornen had graduated as architects, but on ly 57 of 
thern belonged to the national associat ion. Eighty-two 
belonged to Architecta, of whorn 32 were not rnernbers 
of the national organization. The rnernbership of Archi
tecta included over 80 % of all wornen graduates in ar
chitecture. 143 

Architecta took a principled position regarding rnernbers 
who were not in the national organization. The club of-
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fered these wornen profess ional and collegial contacts, 
a lthough they were not actively working at the time. Ar
chitecta did not wish to acquire a sirni lar legal position 
as, for example, the Urban Planning Club, which was a 
chapter of the Finnish Association of Architects. The 

clubs operating under the auspices of the Association 
were not allowed to own property, and for this reason 

Architecta preferred the status of a rnernber body with 
separate legal rights. 144 

Strivings for independence arnong wornen architects did 
not receive rnuch syrnpathy frorn the Finnish Associa
tion of Arch itects. lt was wi lling to grant Architecta the 
sarne status as other clubs under its control. These prob
lerns were, however, postponed, because the board of the 
Association was not willing to recognize the a ims of Ar
chitecta .145 Architecta finally chose to becorne a club 

under the authority of the Association, when it was faced 
with no a lternatives in the matter. 146 

The draft rules of Architecta did not, however, mention 
any special relationship with the national organization. 
Its position vis-a-vis the Association of Architects had 
to be endorsed with a verbal assurance that it would re
main loyal to the national organization under all condi
tions.1 47 There were no problems between Architecta and 

the Association of Architects under normal conditions, 
but these unrecorded responsibilities were called upon 
in the 1950s , when the whole profession found itself 
ernbroiled in a difficult dispute. 



/46. In May / 942 Archi tecta ce/ebrated Wivi Lönn 's 70th birrhday. Lönn is by the wall at the back, j lanked by her oldest col
leagues, Bertha Enwald and Signe Lagerborg-Sten ius. Archives of the Architecta association, SRM. 

As di scussed above in connection with Salme Setälä' s 

career (Chapter 4.1.) , the di spute concerned the boycott 

la id down in 1953 by the F innish Assoc iat ion of Archi

tects on positions at the at io na l Board of Construc
ti on.148 In addition to Setälä, An nikki Virtanen, also a 

me mber of A rchitecta , had appl ied fo r boycotted posi

tions , and both were ex pe ll ed from the Association.149 

Thi s led some of A rchitecta 's c harter membe rs to rai se 

the questi on of its re lat ionship wi ch the nat io nal organ

izati o n. At a general meeting of Architecta , Ai li Salli 

Ahde- Kj äldman described the fou nding of the club, and 

how the c harter membe rs had 'promi sed to support the 

Finn ish Assoc ia tion of Architects in a ll matters, respect

ing its autho rity, and rema ining loyal to it ' . She al so ex

pressed the wish that a re lations hip of trust could be 

ma inta ined with the Associat io n.150 The Assoc iation of 

Architects did not officiall y require Architecta to ex press 

so lidarity, but o n an unoffici a l leve l its cha irman , Al
var Aal to, may weil have influe nced hi s fa mil y friend 

Ahde- Kj äldman to ra ise the issue. 

Architecta observed that its rul es were unclear in thi s 

matter. Setä lä was quite aware of thi s, as she had par

ticipated in draft ing them .151 The boa rd of Architecta 
tri ed to initi ate a discussion with Setä lä and Virtane n, 

and induce the m to res ign vo luntaril y. Thi s duty was 

entrusted to a few rne mbers of the c lub , inc luding E lli 

Ruuth and Kers tin Ho lmbe rg- Palmq vist, who were 

Setä lä' s fr ie nds from her stude nt days. 152 Appa rentl y 

owing to these old ti es , ne ithe r wished to take on the 

task. lt was not poss ible to launch any di scussion , as 

Salme Setälä unequi voca ll y stated that she had not bro
ken a ny rul es. After thi s, the board of A rchitecta fe it 

compe ll ed to expel both Setälä and Virtane n for one 
yea r. '53 

The women architec ts' c lub thus proved its solidarity 

with the Assoc iation of Architects by expe lling a char

ter member before the necessary changes could be made 

to its rules. The board responsible for thi s action feit that 

it , too, should resign so that it would not impede the fu
ture work of the c lub .154 These deci s ions appeared tobe 

unanimo us, but they clearl y rai sed questi o ns among the 

members. ln 1958 Architecta aga in di scussed its re la

tionship with the Association of Architects, and a com

pletely indepe ndent assoc iat io n was now proposed. 155 

Establi shing Architecta in the 194Os and the background 

o f these events show that women arc hitec ts saw them

se lves as a separate group within their profession . The 

Finni sh Assoc ia tion of Architects had achieved a strong 

ro le as a co ll ecti ve- bargaining o rga ni zati on, fi e rcely 
guard ing its own interests. Th ro ughout the hi story of the 

Assoc iat ion, wornen had been a marg inal, and almost 

unseen, gro up . ' Women architects had becorne accus

torned to working on equa l terms with their male col

leagues, but when they jo ined the Association of Archi

tec ts they soon discovered that equa lity ex isted only in 

theory, and that the Assoc iat io n was a league of men.' 156 
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The arc hitec tura l profession has sometimes been de
scribed as almost as male as the Roman-Catholic cler
gy , 157 and this traditional image still persisted in Fin land 

in the 194Os, a lthough over a hundred Finnish women 
had graduated as architects by that time. 158 

The fo unding of Architecta, the first nationa l organiza
tion of women architects in the world , 159 expressed a 

strategy of guarding interests by which women architects 
could establish their own level of consc iousness. Rela
tions with the male-dominated Finnish Association of 
Architects revealed, however, that women architects 
mostly saw themselves as part of a male professional 
culture, which is understandab le in view of thei r oppor

tunities. The Association of Architects both demonstrated 
and wielded its institutional power v is-a-vis the women 
architects ' c lub. Although this c lub may have enhanced 

the Association's image, both among its members and 
in the eyes of the public, there was no desire to alter the 
rules fo r the benefit of on ly one ' inte rested circle' .160 

The core gro up of Architecta consisted of women of al
most the same age who had studied together and had 
partly similar ideas about arc hitec ture and women's op
portunities in the field. The emergence of Architecta sig
ni fied a separate 'women ' s space ' in the field, from 
where they - albeit gradua ll y - could seek other role al
ternatives. 161 

4.4. Design and the Woman's Place 

' But it 's no use now,' thought poor Alice, 'to pretend tobe two 
people 1 Why, there 's hardl y enough of me left to make one re
spectable person 1' 

Lewi s Carroll, A lice 's Ad ventures in Wonderland ( 1865) 162 

' I cannot be so many things. 1 cannot be something for everyone .. . 
Woman, beautiful , artist, wife, housekeeper, cook, sa leslady , all 
these thin gs . 1 cannot be rn yse lf or know what I am.' 
Frorn the diary of the artist Eva Hesse, 1964. '63 

The hi storian Joan W. Scott has suggested that the prob
lem of the woman's place should be approached with 
reference to the meaning of women 's work and activi
ties in concrete relations of soc ial interaction . Accord
ing to her, we must take into account both the individu
al subj ect and the surrounding social organization in or
der to understand the influence of gender in seeking these 
meanings. For Scott , gender is an analytica l category, 
in which ' man ' and ' woman ' are historically and cul
turally defined concepts, both complete ly void and over
flowing with meaning at the same time. 16~ 
In order to advance in their careers, women architects 
had to adopt the prevailing rules and norms and concen
trate on c reat ing an acceptable identity. In viewing the 
relationship of women with this world of architecture, 
we must keep in mind their identification w ith the pre
vailing professional role . This is based on the view that 
the 'sexed ' nature of art or works of art and the gender 
of artists affect the ways art is seen and d iscussed. 165 In 
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discussing the professional identification of women ar
ch itects , we must a lso address contemporary views of 
feminin ity, which may have led to conflicts for women 
who had entered a profess ion clearly defined as male. 
The role conflicts of women in technolog ical fields of
ten revolved around the tens ions between the expecta
ti ons of the outside world and their own consciousness 
and cho ices. 
Technical training institutes in Finland had not been pre
pared for the influx of women. 166 Like other more or less 
totalitarian institutions, these school s and institutes made 
their pupil s and stude nts conform to di sc ipline , hierar
chical control and supervi sion , thus ' normalizing' the 
pupils and making them resemble each other. There was 
no desire to reinforce the student's own identity ; on the 
contrary, he or she was shaped to resemble fellow-stu
dents in a ll ways. These practices created a strong bond 

among students and fee lings of so lidarity and loyalty, 
mainly ex pressed by exc luding of outsiders. 167 In the 
Finnish system of training architects, a main feat ure of 
soc ia li zation into the profess ion was a created image of 
professionaI ide ntity and its ethical foundatio ns. 

The identifi cation of women with the professional ro le 
of an architect involved a complex process , in which so

cialization was not a homogeneous chain of events . In 
dividua l differences were matched by chronoiogical dif
ferences. Women students in these institutes had to adopt 
the role model created by the majority. The results of 
the identification process were not identica l for men and 
women. Studies of identity development among modern 
students have shown that the nature of studies is one of 
the main reasons for the negative development of women 
students' identities . 168 

Confli cts and contrad ictions have existed, and still re
main, between the image of women students and the ap
proved professional identity of architects. Equality was 
not the only issue; women students did not necessaril y 
experience di sc rimination in their studies, nor did all 
wornen feel that they had special problems. Howeve r, 
each indi vidua l and the institution itse lf regarded men 

and women in a special way:' Young lad ies, l rnust say 
you're such upstanding men' .169 At issue here was a defi

nite historical and c ultu ral definition of femininity and 
masculinity. 

Stereotypes of femininity were common among students 
of technology, both male and ferna le, but me n and wom
en saw them from different perspectives.170 Women in 
technical fields have often fo und it difficult to relate to 
their femin inity: ' You can ' t be soft, you have tobe force
ful ' .171 The definitions of femininity must be seen in his
torical perspective, i.e. as the actual ideas and views of 
peopie on thi s subj ect. Outside expectations influenced 
women's decisions and their definitions of themse lves. 
Earlier women students of technoiogy often had to face 
a considerable degree of increduli ty concerning their 

studies among friends and relatives. 172 

There is no easy way out of the social and symbolic or
der, or any area outside it, in the development of the sub-



ject in relation to gender. Being a man or woman is the 
ontological prerequisite for developing into a subject. 173 

In turn-of-the-century Finland, femininity was defined 
by the l 9th-century family ideal, which came to stress 
the woman's role as a mother and in raising her chil
dren , but did not exclude the tasks of a spouse and house
wife. Here , the main issues were 'real family life ' and 
being a 'real woman'. According to the prevailing view, 
stepping into public life would primarily endanger wom
en themselves , and the worst effects would be feit by 
their children. 174 

lt is important to note that the women 's movement at 
that time consisted of organizations in diverse fields (e.g. 
the temperance movement , the Martta Association of 
housewives , the YWCA , and other women 's organiza
tions). Their identity for women focused on an active 
and socially oriented brand of motherhood. lt made them, 
in essence, the opposites of men, and these 'real wom
en' were bound to a restricted, private sphere oflife. This 
emancipated private area was not limited to the home; 
the feminine sphere was seen as extending into all areas 
of society, albeit with a clear respect for the hierarchies 
of dass. The new ideology of motherhood and the home 
gradually disrupted the community of men's and wom
en' s worlds that had existed in traditional agrarian so
ciety. The civic ideals of bourgeois democracy were 
dichotomized with respect to gender, the legitimization 
of public and private spheres of life, and the respective 
essences of the masculine and the feminine. 175 

Women studying architecture were both within and out
side the culture of technological training , as non-males 
in a male-defined community. But they also differed 
from the general concept of femininity, i.e. from other 
women who did not enter professions or occupations re
garded as typically male . They acquired formal profes
sional competence and identified themselves with the 
professional role provided by their training, but were not 
necessarily representatives of any 'soft' values in the 
'hard' world of technology. However, they had to choose 
between being recognized either as women or as experts 
in their chosen field . Even those who took on a double 
role had to give more weight to either one of these al
ternatives , to the inevitable exclusion of the other. 176 

The following section discusses the ways women archi
tects were able to 'speak' (create or design) in a culture 
relegating them to the private and feminine sphere. Ref
erence is made to points raised by the American art-his
torian Gwendolyn Wright concerning alternative accept
able roles by which women could follow their profes
sions. These considerations are followed in an analysis 
of the means of professional survival adopted by wom
en architects in Finland. 177 

Wright defines four ways for women to survive in work
ing life , i.e. four acceptable variations of their roles 
which they used in solving the conflicts generated by 
professional identity. These are the roles of the excep
tional woman , the anonymous designer, the adjunct or 
assistant, and the outside reformer. 
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147. Architecture students in 1915. From the left: Elsi Borg, 
Sylvi Nyyssönen (later Erikson), Thure Erikson, Eisa Arokal
lio, Kerstin Holmberg (later Holmberg-Palmqvist) , Kosti Palm
qvist, and Niilo Niemi. Photograph by Salme Setälä, SRM. 

Exceptional women strove to succeed in the same way 
as men, or even surpass them. They were totally devot
ed to their work, and were at all times more decisive and 
more productive than others, sacrificing everything eise 
for their professional role. The role of an anonymous 
designer was , however, a more common choice. To ac
quire and keep their work, these women accepted the 
discrimination and patroni zing attitudes of officials and 
firms . The role of an adjunct could imply working in the 
margins of the profession, or alternatively as a source 
of support to one's spouse. Reformers operating outside 
the profession devoted their efforts to legal or social re
form, but in the early stages of the profession this alter
native was not chosen by women architects in Finland. 178 

Of the early women architects, only Wivi Lönn fits the 
role of the exceptional woman. Her life and career re
veal the image of an individual totally devoted to her 
work. Lönn's output was considerable by any standards, 
and her professional commitment was clearly related to 
the fact that she feit she had no time for anything eise. 
Had she founded a family, the conditions of the time 
would have made private life and its expectations over
shadow her career. 
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Of importance here is the profess ional responsibility im
plied by Lönn 's commi ss ions, school projects, and de
signs fo r insti tutions. The !arger the project, the more 
compl ex was the role of the architect responsible for it. 
Even amidst the speci ali zed requirements of building 
projects , the architect was solely responsible for the over
a ll pl anning and des ign, both legall y and in re lation to 

hi s or her c li ents. Thi s point is re levant in the case of 
Wivi Lönn , since at the time onl y men and unmarri ed 
wo men could meet the above lega l requirements of re
sponsibility. 

Although Finni sh women had been e lected to Parli ament 
and parti c ipated in pass ing legislati on in the earl y 1900s, 
they still lacked full equality unde r the law. The restri c
ti ons on the ri ghts of marri ed wo men were not repealed 
un til 1929, and women's e ligibility fo r c ivil -service po
sitions was not expanded until 1926. 179 Wi vi Lönn 's 
cho ice to remain unmarri ed was obviously not based on 
pragmati c reasons alone, but ex isting legislation never
the less had a strong influence on the architectura l pro
fess ion. Only a man or an unmarri ed woman could be 
full y responsible for hi s or her own property, cash, o r 
debts. 
Charlotte Pe rkins Gilman's novel What Diantha Die/ 
( 1909- 19 10), translated in to many languages , presents 
an interesting picture of a woman entrepreneur in earl y 
20th-century Ameri ca: 180 

'A lthough she dea lt with the pub li c, she lost no soc ia l respecta
bility, fo r he r mothe r was her c haperone. ' 

Respec tability was important to G ilman's hero ine. One 
can detect a simil ar caution in Wi vi Lönn 's dealings, fo r 

example, with her male subordinates on buildi ng sites. 
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148. Wi vi Lönn with her 
.family in the early 1900s. 
On the le.ft is her brother 
Wilh elm next to Mrs Mai
hi/da Lönn, the ir mother. 
Nat ional Board o.f Antiqui-
1ies, Pictorial Archives. 

Lönn was very shy as a yo ung wo man. On building sites 
she was expected to participate in functions such as roof
wetting parties , where the architec t usua ll y gave a 
speech. In her first years in the profess ion, Lönn asked 
her mother to de li ver the roof-wetting speech. 18 1 Moth
er and daughte r we re in many res pec ts cl ose, and fo r 
mos t of her active working li fe Lönn lived with he r 
mother - 'My mothe r is my guardian angel. ' 182 These as
pects of Lönn ' s behav iour refl ect the cultural ro le o f 
Finni sh women of the peri od. In the 19th century, virtue 
and respectability were important and pos itive values, 
and the fa mil y was regarded as synony mous with these 
ideals. 183 Even the ' new image' of wo men maintained 
that they were bas ically pure and virtuous. Thi s image 
carri ed such weight that the whole justificat ion of wom
en ' s ex istence and the ir ass umed ab ilities as c iti zens 
were based on it. 184 Despite havi ng achieved some de

gree of independence, Wivi Lönn still belonged to this 
private sphere defi ned fo r wo men, where her relati ons 
with the outside world were soc ia ll y sanctioned by her 

widowed mothe r. Despi te her tasks and res ponsibili ties, 
Lönn was not professio nally assoc iated with the state or 
munic ipa l authorities. 185 

From its early stages, Wivi Lönn 's wo rk as a pri vate ly 
practi sing architect was characteri zed by her rationa l at
titude to floor plans. Her school des igns were at the time 
something completely new in Fi nl and, where the Engli sh 
hall system had not yet been used. By Finnish standards, 
Lönn 's school projects were innovati ve, with well-lit 
ha ll s, c loakrooms prov iding clean air and orderliness, 
and the general lac k of narrow corri dors. She was also 
abl e to design other publi c spaces to obtain max imum 
benefit, e.g. in the Estoni a theatre in Tallinn. This as-



149. Staff of the town-plan
ning department of the Na
tional Board of Construc
tion in the /940s. From the 
left: draughtswoman Helvi 
Salla and the archilects 
Jnga Söderlund and Salme 
Setälä. SRM. 

pect of Lönn 's architecture clearly reflects an ideal pro
claimed by Gustaf Nyströrn : 'An architect is above all 
a composer of plans ' . 186 

Lönn developed floor-plan design into an innovative 
practice. Establishment architecture usually accorded its 
(male) authors a place in history . The profession upheld 
stereotypes of profess ionals and the ways of evaluating 
their success, and Lönn' s gender may have been one rea
son why the field rernained silent even about her suc
cesses in competitions.187 

' Ignoring ' Lönn's achievements may also have been due 
to the strong ernphasis on style in the architectural di s
course of the turn of the century. Even in the history of 
architecture, originality and creativity were not only de
scriptive terms, but also had overtones of evaluation. 188 

Although technological development in Finnish archi
tecture has been discussed as a series of innovations, it 
is equally true that artistic evaluations alrnost always re
volved aro und innovation s of style. 189 

Anonyrnity was the rnost common course for Finland's 
early warnen architects. Regardless of their possibly ac
tive roles , e.g. in gove rnment service, warnen architects 
are not widely known. The role of a civil-service archi
tect became comrnon for women at an early stage, and 
remained important over the years despite other alter
natives . Salme Setälä' s career in official building adrnin
istration had rnany features typical of wornen's oppor
tunities. 
Civil-service architects did not have a high status in Fin
land, and employees in building administration received 
a considerably lower rate of pay than in other govern
ment departrnents. Furthermore, the Board of Public 
Works and Buildings and its successor kept part of its 

positions on a supernumerary basis, which meant weaker 
job-security for many of its workers. 19° For most of her 
career, Setälä worked in supernumerary positions , first 
as a draughtswoman and later as an architect. She ac
quired her own official architect' s position for only her 
last seven years at the Board, and even then after con
siderable difficulties. 
My review of Salme Setälä's career was facilitated by 
her literary works, in which she describes many of her 
own experiences and her views on her work. Her mem
oirs Epäasiallinen kronikka viiden pääjohtajan ajalta 
( 1973) prominently mention experiences of discrimina
tion in applying for positions. She was outranked more 
than once by junior male architects, who were often 
classed ahead of many other female applicants. By spe
cializing in urban and regional planning under Otto-1. 
Meurrnan, Setälä achieved a specialist competence rare 
among architects at the time. 191 She was not rewarded 
for this, either by being appointed to new positions or 
in other ways. On the contrary, her colleagues wondered 
why she bothered to apply, since she was never appoint
ed anyway .192 

This attitude reflects a conflict of rotes, brought on by 
the expectations of outsiders, and the incompatibility of 
professional life with fernininity. 193 Salme Setälä had 
faith in meritocracy, and the ultimate reward for work 
weil done. When, despite serious efforts, her career did 
not seem to lead anywhere, she could easily begin to 
blame herself. Faith in meritocracy implied that if one 
did not succeed, one was simply not good or dedicated 
enough. 194 

Salme Setälä made a major contribution to rural com
munity planning in Finland. She worked in an area which 
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had in teres ted few archi tects and was not even taught. 
Pl anning became Setälä's area of spec ia li st competence, 
where she could re ly on her own cultural background 
and concepts in creating the often subtl e and de li cate 
pl anning soluti ons required by o ld ru ra l communities. 
These sk ill s and her profess ional competence in gener
al were fi nall y chall enged and denied when she appli ed 
for a pos ition fo r which she could not be considered un
der any c irc umstances. 
In the 1950s women were abl e to work as temporary or 
acting province architects, but men were still preferred 
fo r the permanent posts. These were among the lead ing 
pos itions of government building administration and car
ried considerable politica l we ight. Prov ince architec ts 
were responsible for !arge sums o f public funds, and their 
manage rial skill s were a subjec t of special concern . 
' ... Di sc ipline and order [must] be maintained in the 
building bureaus of the prov inces ... In thi s respect, 
Setälä's record as an acting prov ince archi tect leaves 
much to be desired, and it has been seen that she is not 
suffi c ientl y suited to the manageri al tasks of thi s of
fice.' 195 Although the process of nomination invo lved 
both pos iti ve and negati ve rev iews of all applicants, the 
above Statement al so refl ects a stereotype view of women 
as unable to lead subordinates, especiall y men. 196 

Salme Setäl ä's childhood gave her a so lid , bourgeoi s 
outl ook on li fe . Her mother, who devoted herself to the 
home and her famil y fo r many years alongs ide her own 
literary ac ti vities, had a stro ng influence on Salme 
Setä lä's Future dec isions. 197 Thi s can be seen in Setälä's 
lite rary work , her interes t in home in teriors, and in the 
ways in which she combined these areas. Work, how
ever, became her main concern . Although she remained 
at home with her children during her marri age, she still 
maintained contacts with profess ional life, albeit with its 
margina l area of inte ri or decoration. Her relationship 
with writing, though, appears to have been espec iall y 
importa nt throughout her li fe. 
Setälä ' s character prevented her fro m comply ing to the 
preva ili ng ideals of fe minine softness and res ilience. 198 

She was a determined, strong-willed, and energetic wom
an. Her dec isions may not always have been in the best 
in terests of her famil y, but he r ex peri ences were some
what more severe than those of other mothers. Her sec
ond child was born mentall y di sabled, and caring fo r him 
Ied to a radica l change in her li fe. 199 As I have not ana
lysed Setä lä's Ii terary works as such, it is diffic ult to re
Iate their content to her other acti vities. I have, however, 
surveyed her autobi ographica l works with reference to 
the tensions and confli cts refl ected in them. 
Writing c learly emerges as the main fac tor infl uencing 
Salme Setälä's lifework and her art ist ic ' name'. Liter
ary interests, including translation wo rk, were part of the 
legacy of her childhood. Writing pl ayed a spec ial role 
in the everyday li fe of thi s profess ionally acti ve archi
tect, and she took leaves of absence fro m time to time 
to concentra te on her Iiterary wo rks. The importance of 
these achievements to herself is shown by the fac t that 
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she mentioned her 1937 novel prize (see Ch. 4. 1. ) as her 
main ac hievement in an a lbum do nated by women ar
chi tec ts to W ivi Lönn in I 942. 200 

W ri ting also offered Setä lä an escape from the fie ld of 
archi tecture, where her sk ill s were not apprec iated and 
her prog ress in her career was impeded in many ways. 
l t has been suggested that writing can mean the crea
tion of a second identi ty fo r oneself. 20 1 At least for Salme 
Setä lä, it became a way of emerging as an arti st. She 
was a recognized Finnish author of books for youth, and 
a lso her autobiographical works have received acclaim.202 

Of these works, especia ll y Kirjoitan pojalleni (Writing 
to My Son, 197 1) conta in s a strong element of personal 
drama, as the author reca ll s her fee lings towards her son 
who died in childhood many decades earli er. She was 
77 when the book was publi shed . 
There are parallels between Salme Setälä 's literary and 
archi tectural interes ts. In ne ither fi e ld were her works 
classed as 'great art '. Most of her books were fo r chil 
dren or the young, and her architectura l work was in the 
marginal areas of rura l planning and the priva te world 
of in teri or decoration. 

After reti rement, Setälä commented on her relati onship 
with her profess ion by pointing out that she no longer 
wished to strugg le for work and commi ss ions in ' thi s 
men' s world ' . On the other hand, she admitted that she 
had always dreamed of a career as a writer, and that she 
had chosen otherwi se against her will. 203 Thi s was the 
vo ice of an embitte red woman, who in her youth had 
defied her fa ther and her re lat ives by enthusiasti call y 
appl ying to study at the Uni versity of Technology . 
'When I fi nall y told my fa ther that I had graduated, he 
did not congratulate me. All he sa id was: "Was it diffi
cul t fo r yo u?" - I suppose I was quite happy to answer 
that of our group of twenty-five the first two had now 
graduated, and I was one of them. I wo nder if I had yet 
begun to ponder the fac t that there will always be diffi
culti es in one's career, in one form or another - but most
Iy after one ' s student days ... ' 204 

Sa lme Setälä's conflicts between her profess ional ro le 
and fe mininity may have been sharpened by fa lling out 
with the Tumstocken group of fe llow women students. 
Tumstocken , which had fo rmed in the 19 1 Os and partly 
re-emerged as Architecta in the I 940s, apparentl y played 
a major role in the consc iousness of its members. 
Through Architecta, women archi tects had fin all y estab
li shed a group where gender was openl y recognized as 
a di viding fac tor. Architecta 's unity was di srupted in the 
I 950s, when the Finni sh Associati on of Architects came 
in to conflict with the National Board of Construction. 
This Situation revealed that not a ll women archi tects 
were prepared to defend or support each other against 
the profess ional control of the male- run national organ
ization. 

The ro le of an adjunct, either in the margins or as an 
ass istant to one' s spouse, was a typical choice for women 
archi tects in Finland. Architects often married each other, 
and many women were at leas t partly draw n to interi or 



150. Alvar Aalto and Aino 
Ma rsio-A alto during the 
Second World War. Nation
al Board of Antiquities, Pic
torial Archives. 

des ign, which was regarded as suited to their efforts . The 
dichotomy of public and private, with the latter des ig
nated to women , lent support to the idea that especially 
the interior decoration of homes, and certain areas of in
dustri al art, should be regarded as feminine areas. Aino 
Marsio-Aalto fitted thi s role in a number of ways. 
Aino Marsio-Aalto has been described in several con
nections, and especially in her obituary, as ' trul y femi
nine' , ' matriarchal', and even as a Schutzmantelmadon
na. 205 These descriptions were partly based on her per
sonality , but also on the fact that she mainly worked in 
interior des ign, an area classed as feminine. This clas
sification also finds support in accounts where she was 
readily seen as Alvar Aalto's muse, the si lent partner in 
hi s work. 
The status of Aino Marsio-Aalto 's works is one of the 
best indications of how her gender was read into her out
put. On the other hand, they have continuall y been com
pared with Alvar Aalto 's creations. This situation finds 
para llels on the international level. The joint works of 
Robert Venturi and hi s wife, Denise Scott Brown, have 
been stereotyp ica ll y evaluated in a very simil ar way: ' I 
watched as he was manufac tured into an architectural 
guru before my eyes and, to some extent, on the bas is 
of our joint work and the work of our firm ' .206 The study 
of art has constructed and mai ntained stereotype roles 
of thi s kind in its recurring processes of asserting the 
origi nality and uni versality of (men's) art. 207 

Modern architectural aesthetics adopted an entrenched 
ideal of a uni versa l ' pure' architecture , unrestri cted by 
time or place. In the theories of 20th-century architec
ture, Modernism became almost synonymous with an en
lightened Positivism. Demetri Porphyrios has pointed out 

that a main point in reviewing and surveying modern ar
chitecture is that ' it should be fully rea li zed that both 
positivism and Lebensphilosophie run parallel to each 
other, and the First was consciously chosen as the privi
leged cult of representing reality, while the second , rei
fied and set in abstract opposition to rea lity, was to be 
tolerated only as the rare mark of indi viduality and ge
nius.' 208 Accord ing to Porphyrios, Alvar Aalto can be 
placed in the context of thi s individuali st ic myth with 
its leading themes of individual 'free will ' and 'g ifted 
geniu s' , and a conception of the hero-architect as an ex
pression of heroic masculinity.209 

As a professionally trained architect and des igner, Aino 
Marsio-Aalto found her adjunct's role on two levels. lt 

is extremely difficult to analyse her contribution to what 
has come tobe called Aalto architecture. She was, how
ever, accorded a place in hi story as Alvar Aalto's most 
reliable and closest supporter.210 Her achievements in 
industrial art have not been denied, but they have never 
been given the same importance as architecture. Mar
sio-Aalto's competence as a designer at Artek is weil 
known, but even thi s recognition has been eroded by 
analyses of her works as partly the app lications and var
iations of Alvar Aalto 's ideas.211 These evaluations are 
specifically supported by the practice of viewing art ob
jects so lely as results , the projections of their authors' 
express ion . Porphyrios has criti cized approaches where 
a search fo r the initiall y assumed semantic values of art 
objects and works of architecture stresses their homo
geneity while neglecting their ex isting inner contradic
tions.212 

Aino Marsio-Aalto's works and designs for Artek be
tween 1935 and 1948 reveal a different aspec t, based on 
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the actual process of design and the ideas and concepts 
behind it. The ideology of Artek was only partly inspired 
by Functionalism. In the background were a number of 
other considerations: the Aaltos' interest in human di
mensions in des ign which dated back to the 1920s; a 
commitment to the aesthetics of everyday objects; and 
boldness in combining diverse elements. 213 

This background is important, since Artek has remained 
an isolated phenomenon in Finnish interior design , al
though it was preceded and paralleled by similar firm s, 
and Finni sh design as a whole was influenced by many 
sources .214 Aalto furniture owes much of its 'radical' na
ture to Alvar Aalto's almost engineering spirit of experi
mental play with constructions. On the other hand , Aino 
Marsio-Aalto's contribution may weil have been , more 
than is readily acknowledged, a concern that the func
tion of furniture, as its essential use, is thought out and 
improved throughout the design process .215 

Artek's early models of the 1930s and '40s reflect Aino 
Marsio-Aalto' s untiring efforts to create a total range of 
everyday objects for the home. These were not individ
ual or radical products as such, but a stream of differ
ent and continua ll y improved sets of furniture , whose 
design and development required so lid expertise and 
clear overall concepts. Thi s was Aino Marsio-Aalto's 
Special area of competence, which had interested her 
from the beginning of her career. Her emphasis on in
dustrial art also implies a search for an area specifical
ly her own, where her work could be attributed to her. 

The artworld has often been divided into central areas 
and margins.216 The place of women in architecture, how
ever, does not have such clear boundaries. Through their 
training and professional experience, women were legit
imate professionals of the central area , but they did not 
dominate. Belonging to the profession through organi
zations was at first rare among women, and in this sense 
they were also in the margins. Furthermore, they could 
remain in thi s marginal state for years, even throughout 
their careers. 
The imbalance between the expectations raised by the 
training system and actual opportunities meant more dis
appointments than rewards for most women. The collec
tive solidarity usually achieved by profess ional groups 
through organization did not extend to minorities. The 
experiences of women in the architectural profession 
were marked by their small numbers. The threat of a 
feminization of the field and its results would have led 
to a ' devalorization of social standards' .217 Working in 
hierarchically lower and less-valued areas of design 
meant lower pay and fewer advancements for women. 
At a later stage, opportunities opened only where the 
position and status of women did not change. 
Early professional women usually found that their suc
cess did not ensure an easier path for the following gen
eration of women.218 Wivi Lönn is a case in point. Al-
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though the younger generation of women saw her as a 
model , with whom one ' s own achievements were often 
compared, she was not a leading figure in architecture. 
She had no influence on the main areas of decision-mak
ing, and outside her own office she had no say in how 
other women advanced in their careers. 
Average talent and normal competence were not enough 
in women's careers. To succeed, a woman had to prove 
herself perfect on the scale of prevai ling (men's) va l
ues . Modemist art hi sto ry and criticism insist on the au
tonom y of art and on the formal ist procedures of the 
critical text. Objects are removed from the conflict of 
history , from their spec ific conditions of ex istence in 
social re lations and in stitutions, and inserted into a nar
rative of sty li stic innovation premised on the authority 
of individual artists.219 In hi s critiques of architectura l 
history in Finland, Henrik Lilius has a lso pointed to the 
autonomy given to form, which di ssoc iates its hi story 
from the interaction of architecture and soc iety .22° Fem
inist art hi story has stressed that the category of art is 
not given, but produced. In a search for the hi story of 
women's creative production it is crucial to examine the 
effect of a whole hi story of divi sions that had marked 
off the aesthetic field and guarded its boundaries. When 
art history can identify the particular hi story of artistic 
practice in the west as one specially privileged instance 
of cultural activity, we have a chance of examining the 
particular affordances fo r women in different and hier
archically ordered forms of cultural production. If we 
only produce more names of women art ists and flirt with 
the poss ibility of a 'feminine' input into existing cate
gories of genre and style, women will remain in the mar
gins. 22 1 Since the study of art also uses gender as a the
oretical category and analytical tool, the division of so
cial experience along gender issues tends to give men 
and women different conceptions of themselves.222 

The criteria of artistic competence and the significance 
of art objects centre on the concepts of novelty and orig
inality. As descriptive terms, they are never completely 
absent or fully present in any work, but always mixed 
with a varying degree of unoriginality and imitation .223 

These concepts and the metaphors of the language of art 
hi storians echo the di chotomies of Western philosophy, 
where the logic of binary oppositions plays on the sub
ordination of terms with their opposites. 224 In art, we find 
the subordination of tradition by the avant-garde; of the 
everyday by innovatio n; and of copies by originality. 
There is also the opposition of public and private. The 
work of women as architects and designers has been 
placed on an axis defined in terms such as tradition , 
everyday , copy, and private. Art history has traditional
ly given weight to originality , innovation and the avant
garde, despite the fact that originality is no guarantee 
of excellence, and no art can be created without a prior 
tradition . 
The hi storical and cultural categories of culture and na
ture, masculine and feminine, and public and private are 
never clearly defined but always a function of existing 
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knowledge, thinking, and spec ific interests.225 In explor
ing the relationships of women, femininity and gender 
with cultural actions and the state of ex isting in a cul
ture, art hi story should take into account Michel 
Foucault's definitions of truth : "There is (in our soc ie
ty) a battle 'fo r truth ', o r at least 'around truth ' - it be
ing understood once aga in that by truth I do not mean 

'the ensemble of truths which are to be discovered and 
accepted ' , but rather ' the ensembl e of rules according 
to which the true and the false are separated and specif
ic effects of power attached to the true ... ' 226 Thi s pro
cess enta il s a desire to reject a be lief in a unifi ed theo
ry and the practice of speaking for others and defining 
them. 

119 



5. NOTES 

1. INTRODUCTION 

1. Hannula 1930, p. 124. 
2. Ka le nteri Suomen nai sten työstä 1894, p. 229. 
3. Four of this group of five warnen who studied at the 

Po lytechnic In stitute be tween 1879 and 1882 were later 
acti ve as arti sts : !da Me il er, He lene Schjerfbeck, Elin 
Danielson, and He lmi Sjöstrand. 

4. Matrikkel i 1899; see Viljo 1984, pp. 79-8 1. 
5. Suominen-Kok ko nen 1989, pass im ; see Hautal a-Kajos 

1986. 
6. From the e nd of the l 880s wome n began to train as mas ter

builders . Onl y few of them graduated , and the ir career 
opportunities cannot be directl y compared with those of 
warnen architec ts, see Suominen-Kokkonen 1987. 

7. See Rothschild 1983; S1<1rensen & Be rg 1987, pp. 151-171 ; 
Lagerspetz 1990. 

8. Scott 1989, pp. 93-118. 
9. Bourdi eu 1985, pp. 13 1- 132. 

10. Hermere n 1986, pp. 142- 162; see Säätelä 1988. 
1 1. Lagerspetz 1990, pp. 1 14- 119; Häggman 1991 , pp. 145-

150; Martin 1986, pp . 2- 19. 
12. Scott 1987, pp. 1053- 1075; Scott 1989, pp. 93- 11 8; 

Braidotti 1989, pp. 89- 105. 
13. Feminist theory critical of the ' French ' intepretations of 

Freudian psychoanalysis proposed by Jacques Lacan has 
recently bee n di scussed in Fin land, see Saarikangas 1990; 
Saarikangas 1989; Ahokas 1988. 

14. This dichotomy has been c riticized in recent years. In the 
Finnish context , Saarikangas 1989 and other authors have 
pointed to the linguistic proble ms of thi s di vision. 

15. Scott 1987 . 
16. Rosa ldo & La mphere 1974, pp. 3-39. 
17. lbid. , pp. 28-29. 
18 . Ardener 1975; See Nenola 1986. 
19. Lundequist 1984, pp. 77-78 ; Cf. Saint 1983, pp. 5-6. 
20. Trachtenberg 1988, pp. 208-209. 
21. lbid. , pp. 21 1-2 14. 
22 . Porphyrios 198 1, pp . 98-99. 
23. Kos tof 1977 , p. vi i. 
24. Porphyri os 198 1, pp. 98 . 
25 . Foucau lt 1984b, p. 106. 
26. lbid ., p. 106. 
27. See Wol ff 198 1, pp. 121- 123. 
28. Foucault 1984b, pp. 11 8- 119. 
29. E.g. Drex le r 1977; Kostof 1977; Saint 1983b; In Fin land, 

Henrik Lilius has focu sed on these problems in hi s critiques 
of traditio na l, 'aesthet ic-c haracteri zing' hi stories of sty le 
and their di ssoc iation from social issues, Lilius 1980. 

30. Wolff 198 1, pp. 4 1-43, 11 8- 119. 
3 1. Bo urdieu 1985 , pp. 105-107, 170-17 1; See Lepi stö 199 1, 

pp. 23-28 . 
32. For Bourdie u, ' crea ti ve work ' is activ ity through which the 

artist brings about a work and , fo llow ing the requireme nts 
of the field , produces him self as a unique art ist, Bourdieu 
1985 , pp. 178- 180 . 

33. See Witz 1992. 
34. Ko nttinen 199 1, pp. 12-15. 
35. lbid. ; See Burrage & Torstendah l 199 1. 
36. Viljo 1985 ; Korvenmaa 199 1. 
37. Lukkarinen 1989. 
38. Wäre 1991. 
39. Niku la 1988b, p. 92. 
40. Pierre Macherey quoted in Wolff 198 1, pp. 65-66. 
4 1. Wolff 198 1, p. 124. 
42. Setälä 1988, pp. 139- 140, 143 . 
43. Alpers 1977 , pp. 1- 13. 

120 

44. Alpe rs 1987, p. 161. 
45. Carrier 1989, pp . 337-338. 
46. Baldwin & Harri son & Ramsden 198 1, pp. 434-435. 
4 7. lbid. , pp. 451-452. 
48. Carrier 1988, p. 193. 
49. Carrier 1989, p. 337. 
50. Harding 1986, pp. 27-29; Harding 1987a, pp . 10- 14. 
5 1. Tickner 1988, p. 93. 
52 . Pollack 1988 , p. 22. 
53 . Nochlin 197 1, pp. 22-39. 
54. Gouma-Pete rson & Mathews 1987 present an overvi ew and 

general assessment of fem ini st critiques of art hi story. 
55. Parker & Po ll ack 198 1. 
56. Niku la 1988b. 
57. Po llack 1988; Ti ckner 1988. 
58. Pollack 1988, p. 56. 
59 . lbi d. , p. 27. 
60. Tickner 1988, pp . 1 12- 1 13. 
61. Pollack 1988, p. 55 . 
62. Po llack di sc usses in broade r perspec tive the in suffici e nt 

conceptua li zation of gende r, wishing to link pejorati ve 
views of warne n as arti sts with fac tors such as their place in 
working life and its gende r-based di visions . Po llack 1988, 
p. 21 ; See Hardi ng 1986, pp. 52-55. 

63. The ethi cs of rad ica l fe mini sm a re di scu ssed in Braidotti 
l 989, pp. 89-104; Braidotti 199 1. 

64. On the e pi stemological interests of hermeneuti cs and the 
relationships of theory and empirical fact in the di sc ipline 
of hi story , see e. g . He le nius 1990. 

65. On the ro le of metaphor in sc ientific explanation, see 
Harding 1986, pp. 11 2- 135; Roszika Parker and Gri se lda 
Pollack have analysed ste reotypes of feminin ity in art a nd 
art hi story , Parker & Po ll ack l 98 1. 

66 . Molande r 1990 , pp . 7-22. 
67. Term from Jameson 1985 . 
68. Braidott i 1989, pp. 89- 104. 
69. This disc uss ion fo llows a femini st reading of Lacani an 

psychoana lytica l theory, further linked wi ch Luce Tri garay's 
definiti ons of the ethi cs of sex ua l differe nce, see Brennan 
1989. 

70. lri garay ' s writings on sex ua l difference are ana lysed e .g. in 
Braidotti 199 1, pp. 248-263 . 

7 1. On this concept of ' multiple identificati ons' , a lready 
di scussed by Freud, see e .g. Bre nn an 1989 , pp. 9-11. 

72. Konttinen 199 1, pp. 26, 50-5 1, 69, 121-122; Lagerspetz 
1990; Larson 1983, pp. 59-62. 

2. ARCHITECTS IN FINLAND 

1. See Siegri st 1990, pp. 178-179 . 
2. Burrage & Jarausch & Siegrist 1990, pp. 204, 223. 
3. Konttine n 199 1, pp. 15-17, 102-104. 
4. On relati o ns betwee n soc ial strata and c lasses in Finland, 

see Alapu ro 1985 , pp. 36-40. 
5. Konttine n 1991 , pp. 105- 106, 122. 
6. The Technica l In stitute was founded in 1828 and the school 

of the same name in 1832. See Wuolle 1949, p. 7. 
7. Myllyntaus 1980, pp. 357-358. 
8. The di ve rse effec ts of legislat ion 0 11 Finni sh towns and 

their architecture has been studi ed by He nrik Li liu s. See 
Liliu s 1989 , pp. 13-26. 

9. On the early formation processes of technica l teaching , see 
Wuolle 1949. 

10. Särkikoski 1987, p . 85; Konttinen 199 1, pp. 248-250. 
I 1. Lahti 1970, p. 41. 
12. Alapuro 1985, p. 60. 
13. Restri cti ons on the ri ghts of unma rried warne n under c ivi l 

law were repea led in 1864, and fu ll ri ghts were accorded to 
married warnen in 1929. See Huhtane n 1983 , p. 98. 



14. Konttinen 1991 , p. 17 1. 
15. Sini sa lo 1988 , p. 20 
16. On the efforts of the building admini stra tion to develop its 

own corps o f offi c ials , see Sini sa lo 1988 . 
17. Sini sa lo 1988, pp. 84-87. 
18. Liliu s 1989, pp . 22-27. 
19. He ikkinen & Hoffman 1982, pp . 52-82 ; Alapuro 1985 , pp. 

43, 60. 
20. Status profess ion s based the ir pri vileges on the role of a 

lead ing c lass , whil e occupational profess ions aimed at 
creating spec ia li st se rvices that co uld be marketed effec
ti ve ly. See Konttinen 1991, pp . 16, 23. 

2 1. Alapuro&Stenius 1987 , pp.1 4- 17, 34; see Klinge 1977. 
22. Alapuro & Stenius 1987 , pp. 34-35; Konttinen 1991 , pp . 

186- 188, 207-208; Wilkama 1938, pp. 63-67 . 
23. Alapuro & Stenius 1987 , pp. 34-35; Konttinen 186- 188. 
24. Maunula 1989, pp. 184-1 86 . 
25. On the founding and construction of the Ateneum in 

He lsinki, see Yiljo 1984b; Yiljo 1985; Yiljo 1989; Maunula 
1989; On Estlande r' s ro le in developing lower-leve l 
tec hni cal ed ucation in Finl and, see Suominen-Kokkonen 
1989. 

26 . Quoted in Runeby 1976, p. 233; see Klinge 1977 , pp. 149-
154. 

27. The case of the arti st He lena Westermarck was perhaps the 
most important instance of Estl ander's influence on 
indi vidual arti sts. See Konttinen, R. 1991. 

28. Autho r' s italics . Letter from C.G . Es tlander to Professor 
Fred rik Wilhe lm Scholander, 20. 12. 1878. KB , 1 p.11 :4:58. 

29. Nyström ' s lec tures: Före läs ningar i arkitek tur, Folder IX, 
' Öfverbli ck af de stilperioder, som föregä nya tidens konst ' 
(' Rev iew of Periods of Sty le Preced ing the Art of Modern 
Times') , SRM. 

30. Östnäs 1984, p. 97; Jade lius 1982, pp . 222-233. 
3 1. Wuoll e 1949, pp. 32-40. 
32 . Burrage & Jarausch & Si egri st 1990, pp . 204-206. 
33. lbid ., pp. 205-207. 
34 . Konttinen 199 1, p. 29. 
35. Sociologists have viewed the situati on in Finland from the 

perspecti ve of Weber ' s ideal types of bureaucratic control. 
See Konttinen 199 1, pp. 7 1,2 17. 

36 . Lundequi st 1984, pp. 10- 1 1; 24-25 , 42-43. 
37. Kon ttinen 199 1, pp. 25-28; Sa lokanne l 1990, pp. 7, 14; 

Larson 1983, pp. 60-6 1. 
38 . Berner 198 1, p. 205. 
39. Torstendahl I 975. 
40. Siegri st 1990, pp. 186, 196- 197; Konttinen 199 1, p. 250. 
41. Be rner 1982, p. 26; Sundin 198 1, pp. 6 1, 83-84; Konttinen 

199 1, p. 252 . 
42. Salokanne l 1990, p. 84; see Yilj o 1986, pp. 89-95. 
43. Sa lokanne l 1990, pp. 64,70. 
44. Östnäs 1984, p. 103 . 
45. Kuoppamäki-Kalkkinen 1984, pp. 139-140, 205; Juntto 

1990, pp. 38-39. 
46. Alapuro & Sten ius 1987, pp. 18- 19. 
47. Konttinen 199 1, p. 219. 
48 . Al apuro & Stenius 1987, pp. 30 , 35 . 
49. Even a few years before 1880 architec ts had discu ssed 

foundin g an assoc iation whi ch would a lso have inc luded 
civ il engineers. Thi s was one of the reasons for the general 
term ' Technolog ical Soci ety ' (Sw. Tekniskförening). See 
lette r from Frans A. Sjöström to Gustaf Nyström, 
18. 12.1878 , Gustaf ys tröm Co llec ti on, S RM ; Tallqvi st 
1930, pp. 8-9. 

50. The ro lls of the Eng ineering Soc iety fo r 1889 and 1893. 
New members required the support of two- thirds of the 
vote at a mee ting of the soc iety. See Ta llq vist 1930, p. 23. 

5 1. Kocka 1990, p. 69. 
52. Witz 1992 , pp. 47, 60-61. 
53. Huhtanen 1983. 
54. Konttinen 1991 , pp. 257 -258. 
55. A few years before the fou nding of the profess ional c lubs 

architects had formed the ir own ' Free Society of Archi-

tects , which was organ ized under the ausp ices of the 
Engineering Society. Tallqvi st 1930, pp. 55 , 58; af Schulten 
1963 , p. 1; Fackklubbens fö r arkitektur möte 22 .10. 1892 . 
Tekn iska före ningen 2-3/1892, pp. 109- 11 2; Öfvers ikt af 
Tekni ska föreni ngens ve rksa mhet 1895. Tekni ska förenin 
gen 4/1895, p. 196. On the organi zati on of a rchitec ts, see 
Yilj o 1985, p. 12. 

56. Teknikern 48/1892, p. 260 . 
57. The competition regul at ions were not immed iate ly adopted , 

andin indi vidual cases architec ts could participate in 
competitions contrary to the rules , e .g. fo r the Kare lian 
Students' Corporat ion buildin g in Helsinki , see Suominen
Kokkonen 1989, pp. 165- 166. 

58. Wäre 1989, p. 11 6 . 
59. Suominen- Kokkonen 1989, pp. 164- 167 . 
60. Östnäs 1984, pp. 105- 106. 
6 1. Suominen-Kokkonen 1989, p. 167. 
62. Arkitektklubbens sammanträde 28.9. 1907. Arkitekten 7/ 

1907, pp . 11 5- 11 6 . 
63. Konttinen 199 1, p. 21 2. 
64 . Liliu s 1980, p. 45. 
65. Gustaf Nys tröm 's lec tures: FIA , Folde r I; ' Om 

arkitekturundervi sningen' (' On the Teaching of Architec
ture ' ), 191 2, rewritten in 19 16. lrra lli sia mui stiinpanojaja 
käsiki,joitus (Notesand manuscript) , p. 20 , SRM. 

66. Viljo 1985, pp. 194- 195. 
67. Korvenmaa 199 1, pp. 25-26. 
68 . The Architects ' Club di d not keep a re li able roll of 

members, but , for example , a publi shed !i st of members 
from 1914 did not include any warnen. Arkitekten 1/1 9 14, 
pp. 11 - 12. 

69. Suominen-Kokkonen 1989, pp . 169- 176. 
70. Östnäs & Svensson 1986, p. 13. 
7 1. Konttinen 1991 , p. 27 . 
72. Berne r 198 1, pp . 207-208. 
73. See Juntto 1990, pp . 24-25, 132, 174- 175. 
74 . Egbert 1980 is one of the best avai lab le descriptions of the 

Beaux-A rts trad ition and its deve lopment. 
75 . On the general hi story of polytechni c education , see Artz 

1966, and Egbert 1980 on the teaching of industrial and 
app li ed art . 

76. ' ... that the three principal components of that whole theory 
(o f beauty) inlo whi ch we inquire are number (numerus), 
what we might call outline (finito), and position (colloca
tio)', Alberti 1988 , pp. 303, 422 ; on the principles of the 
c lass ical theory, see Wittkower 1974. 

77. Egbert 1980, p. 13. 
78. Cret 1941, p. 11. 
79. Chafee 1977 , pp. 89-95. 
80. Cret 194 1, p. 12. 
8 1. Artz 1966, pp. 153-160; Chafee 1977 , pp . 72-73 . 
82. Chafee 1977, pp. 72-73. 
83. Artz 1966, pp. 231-240. 
84. Schnabe l 1925 , pp.17- 19. 
85. Konttinen 1991 , pp. 6 1-63. 
86 . Schnabe l 1925 , pp. 17- 19; see a lso Zucker 1942, pp. 7-9. 
87. Lexis 1904, p. 30. 
88. Konttinen 1991 , pp. 66-67. 
89. To rstendahl 1975, p. 26 ; Anderbe rg 192 1, pp. 52-57 . 
90. Both Nys tröm and Schol ander had studi ed at the ate lier of 

Hippo lyte le Bas, a facu lty member at the Ecole des Beau x
Arts. See Lindahl 1986, pp . 220-226; Grandien 1979, pp. 
25-30. 

9 1. Lindahl 1986, pp. 227-228, 253. 
92. Ibid ., pp. 25 3-257; Runeby 1976, pp . 209, 216-218 . 
93. Konttinen 199 1, pp. 25 1-253. 
94. Wuolle 1949, pp. 80-84, 95-98 ; Nyst röm 1899a, pp. 96-97. 
95. Nyström 1899b, pp. 163- 175. 
96. As a foreign er, Sjöström was not e li g ible for the Swedish 

government 's trave l grant for a stay in Rome, and Scholan 
der in structed him to appl y to the Academy of Arts in St. 
Petersburg ; Nyström 1899b, pp. 164- 165 ; lette r from F.W. 
Scho lander to P.A. Säve, 1.5.1876. KB , 1 p. 1 1 :2:30. 

121 



97 . Nys trö 111 1899a, pp. 100- 101 . 
98. Lower- leve l technical tra ining was reorgani zed in 1878, see 

Anderbe rg 192 1, pp . 69- 70 . 
99 . Letter fro 111 C. G . Estl ande r to Fr.W. Scholande r, 1.4.1 876. 

KB , 1 p. 11 :5 :58 . 
100. lbid. 
101. See Hje l111111 a n 1905, pp. 3-7. 
102. Q vist 1899, pp . 30-31 , 44-46; Wuol le 1949, pp . 124- 126 . 
103 . Le tte r fro m F. A. Sjöströ111 to C. G. Nys trö m, 18. 12. 1878. 

SRM . 
104 . ys trö111 1899a , pp. 101 - 102 ; Polytekni ska institute ts i 

Finl and katal og hös tte rmine n 1879, p. 8. 
105. Lette r fro m C.G. Nys trö 111 to 0. Törnq vist, 15 .2. 188 7. 

SRM. 
106. Qvi st 1889, pp . 61-63; Wuo ll e 1949, pp . 146- 147. 
107. Nys tröm 's lectures : FIA, Fo lder I: ' Om arkite ktur 

undervisningen' (' On the Teaching of Arc hitec ture') , 191 2, 
rewritte n 19 16 . SRM . 

108 . Letter from Fr. W. Scholander to P.A. Säve, 1.5 . 1876. KB , 
1 p 11 :2 :30. 

109 . Lukkarinen 1989. 
11 0. Nyström 's lec tures: FIA, Folder I, ' Jerne ts inflytande pä 

byggnadskonste n' (' The Influence o f lro n o n Architec ture') 
from 19 12/ 19 16. SRM; Luk karine n 1989, p. 35 . 

111. Nyström 's lec tures : FIA , Folder 1, ' Byggnadsko nste ns 
grundprinc iper ', (' Basic Princip les of Arc hitecture'), 
numbered page 23, 1912/191 6 . SRM. 

11 2. Nys trö 111 's lec tures : FIA , Fo lder IX, ' De n moderna 
arkitekturen och dess nu varande stä llning' (' Mode rn 
Architecture and its Present Situati on') , SRM. 

113. See Egbe rt 1980, p . 37; Lev ine 1982, p. 121. 
114. Grund strö m' s lectures : Före läsningar i arkite ktur, Folder II , 

' Om proportioner i arkitekturve rk' (' On Proportio n in 
Work s o f Architecture'), he ld in 1911 and 19 12, and ' Om 
proport ionerna i antike ns arkite kturverk ' (' On Proporti on in 
the Archi tec ture of An tiquity ' ), he ld in 1902, 1906 and 
1909 . KA ; Kungliga akade 111ie n für de fri a konste rna 
kata log 1899-1914. KA ; see Lindahl 1982, pp . 6- 1 1. 

1 15. Po lytekni ska institute ts ärsberättelser 1900- 1907 . 
11 6 . Suo 111 e n te kni lli sen korkeakoulun vuos ikerto111ukset 1908-

1920 ; Wuo lle 1949, pp. 243-250, 3 17-3 18. 
11 7. Quoted in Grossman & Re itzes 1989, p. 30 . 
11 8. Konttine n 199 1, pp. 67-69 . 
11 9 . Wri ght 1980 , pp. 172, 200-201 , 205 ; See La rson 1983, pp. 

66-70. 
120. On the deve lopment o f architecture in the United States, 

see Banni ste r 1954 a nd Boy le 1977. 
12 1. Paine 1977, pp. 55-59, 7 1; Wright 1977 , pp. 290-29 1. 
122. See Co le 1973, p. 75; Barbasch 1989, pp. 15-25; Harris 

1978, pp . 98- 101. 
123. Pri vate schools of architec ture ope nly re fu sed to admit 

wome n students . Paine 1977, pp. 55-59, 69-7 1; Wright 
1977 , pp. 290-29 1. 

124. Be thune 189 1, pp . 20-21 . The 111 a te ri a l on wome n architec ts 
in Ame rica is from the Archi ve of Wo 111 e n in Arc hitec ture 
be longing to the Archi ves o f the A merican Institute of 
A rchitec ture. 

125 . Stati sti cs o n Women Me mbers, Archi ve of Wo111 en in 
A rchitec ture, AIA. 

126. Glaze r & S later 1987, p. 239. 
127 . Se ip 1985, pp. 307-309 . 
128. lnge lman 1982, pp. 29-35; see Grandien 1979, pp . 11 3- 116. 
129 . Wollin 195 1, pp. 68-70. 
130. lbid. p. 362. 
13 1. Tekni ska skola ns fö r kvinnliga lärjungar betyg 1879-191 3, 

B5A. KFA . 
132. See S uomine n-Kokko ne n 1987 , p . 84. 
133. Byggnadsyrkess ko lans anmälningsböc ker 1879- 1911 , DID. 

KFA . 
134 . Henriques 1927, pp . 267-268. 
135. lbid .; see Seip 1985 , pp. 3 10-3 11. 
136. Kung liga te kni ska högsko lans ka ta log 19 15- 1924. KTH. 
137. Berne r 1982 , pp . 27-28, 30-3 1. 

122 

138. On the ideo logy o f the fa mil y and its Finni sh ve rsions, see 
Hägg man 199 1; Ja llinoj a 1982, p. 7; Konttinen 199 1, pp. 
207-2 11 . 

139. Ja llinoj a 1983 , pp. 223-226. 
140 . Kontt ine n 199 1, p. 122; on the 111 idd le c lass (Bürgertum) 

and ed ucati on in genera l, see Kocka 1990, pp. 64-65. 
14 1. Johansson 1987, pp. 5, 19-20, 5 1-67. 
142 . Jall inoj a 1983, p. 226. 
143. Ko nttine n 1991 , pp. 208-209. 
144. The statu tes of the institute (6 .1.1 879), Po lyte kni ska 

institute ts progra m 1882- 1883. 
145. Wuo ll e 1949 , pp . 128 , 14 1. 
146. O f these fi ve wome n who studied at the ins titute between 

1879- 1882 four were la te r ac ti ve as arti sts: lda Me il e r, 
He le ne Schje rfbec k, Eli n Da nielson, ancl He l111 i Sj östra ncl . 
Matrike l 1899, pp. 409-4 11. 

14 7. Polytekni ska institute ts kata loger 1879- 1908; Matrike l 
1899; He ini ö 19 17. 

148 . Suomine n- Kokkone n 1987. 
149. Interview with Wi vi Lönn , Ky llikki Ha l111 e 23 .10.195 8. 

SRM . 
150. Polyte kni ska in stitu te ts ärs berättelse 1902- 1903, p. 16. 
151. Po lyte kni ska institute ts ärsberätte lse 1900-1920. 
152 . Wuo ll e 1949, pp . 15 1- 169. 
153. Matrike l 1899, pp. 428,43 1; He ini ö 19 17, pp. 104, 2 13, 

236 . 
154. Suome n teknilli sen korkea ko ulun luette lo t 1908- 19 18. 
155. Degree require ments of the Uni ve rsity o f Techno logy, 

25.2 .1 909, S uo men tek nilli sen ko rkea koulun vuosike r
to mu s 1908- 1909 . 

156. Suome n te kni lli sen korkeako ulun vuos ikerto mu s 19 10-
19 1 I . 

157. Po lytekni ska institute ts kata loger 1879- 1908; Matrike l 
1899; He iniö 191 7; Suomen te knilli sen ko rkeakoulun 
luette lo t 1908-191 8; S uome n teknilli sen korkeakoulun 
vuosike rtomukset 1908- 1920 ; o n male students, see 
Mäkine n 1985 . 

158. Suomen te kni lli sen korkeakoulun vuos ike rto mukset 19 15-
16. 

159 . Suomen teknilli se n ko rkeakoulun vuos ikertomu kset 1905-
1906, 19 17- 191 8; see Setä lä 1970 . 

160. Po lyte kniska institute ts kataloger 1879- 1908; Matr ikel 
1899; He iniö 19 17; Suomen teknilli sen korkeakoulun 
luette lo t 1908- 192 1; Suome n teknilli sen korkeakoulun 
vuosikertomukset 1908- 1923; see Mäkinen 1985. 

16 1. In add itio n to Oli via (Wi vi) Lönn ancl A lbertina Östman, 
Sigrid Eklund, Anna Sti gze lius and Juli a Enroos also 
studied at the inclustri a l schoo l, see Suo111i nen-Kokko nen 
1987. 

162. Suomen teknilli sen korkeakoulun vuosike rto111ukse t 19 13-
19 14, 19 16- 19 17. 

163 . lbid. ; S uo 111e n teknilli sen ko rkeako ulun luettelo t 1908-
192 1. 

164. Larson 1983, pp. 75-76. 
165. Facto rs influe nc ing c hange in profess io ns have been 

an alysecl in Burrage & Torste nclahl 1990, pp . 207-2 17. 
166. lbicl. , pp . 209, 215. 
167. Ko nttine n 1991. p. 2 17 . 
168. Be rne r 1982, p. 27. 
169. Sä rkikosk i 1987 , pp. 92-94. 
170 . Foucault 1989, pp. 344-387; Foucault 1984a, pp . 7 1-74; 

Meaclows 1983 , pp . 28-3 1. 
171. See Saint 1983, p .58; Be rner 198 1, p. 206-207. 
172. Nyström 's lec tures, FIA , Folder l ,' Byggnaclskonste ns 

grundprincipe r' (' Bas ic Principles of Arc hitec ture ' ) . SRM . 
173 . Nyström 's lec tures , FIA, Folder IX , ' Den moderna 

arkite kturen och dess nu varande ställning ' (' Modem 
Architec ture and its Present Situati on'). SRM . 

174. Östnäs 1984, p . 107; Fack-klubbe n för arkite ktur möte 1.2. 
1896, Te kni ska Före ningen 1-2/1 896, pp. 75-78 . 

175. Burrage & Torstenclahl 1990, pp . 208-209, 2 15. 
176. Egbert 1980 , pp. 59-6 1. 
177 . Amo ng the s tude nts were Gunnar Asp lund and Melchior 



Wern s1ed. Teachers included lva r Tengbom and Ragnar 
Östbe rg, see Linn 1990, p. 69. 

178. See Lukkarinen 1989, pp. 73-75; Wäre 199 1, pp. 182- 183, 
186- 187. 

179. Lukkar inen 1989, pp. 43-44; Nysl röm's lectures FIA , 
Folder 1, miscellaneous notes fo r lectures , SRM. 

180. Nyslröm 's lec lures, FIA, Folder IX, notes in connec ti on 
with the lecture ' Den moderna arkitekture n och dess 
nu varande stä llning', SRM ; see Lukkarinen 1989, p. 77. 

18 1. Collins 1990, pp. 37-38. 
182. Interv iew wi th Wivi Lönn , Ky llikki Halme 12. 1 1. 1958. 

SRM. 
183. Salme Se täl ä's student proj ects l 9 12- l9 l 6, diploma proj ec l 

1917, Sa lme Setälä Coll ecti on. SRM. 
184. Nyström 's lec tures, F IA , Folders 1-X l. SRM ; Sa lme 

Setälä ' s lec ture notes 19 14-1 9 16. SRM. 
185. Professor G us1af Nyström's Collec lion: signed test the mes 

and question s, au1umn term 19 17, see Program fü r 
d ipl omarbelen i a rkite klur (Programme for Diploma 
Projec1s in Archi1ec1ure). SRM. 

186. Nys tröm 19 17, pp . 56-57. 
187. Professor C laes Grundström ' s Collec1ion, Folder I: 

Program fö r läflingar i ark i1ektur vid Akademien (Pro
gramme fo r A rc hitec tu ra l Competilions a t 1he Academy), 
KA. 

188. Professor Gustaf Nyström 's Collection : Progra m för 
dipl omarbe1en i arkitektur. SRM . 

189. Suomen tek nilli sen korkeakoulun vuosikerlomus 1909-
1910, p. 60. 

190. Polytekni ska instilute ts ärsberätte lse 1903- 1904, pp. 7-8; 
Nyströmin lec lures: FIA , Folder vrn, 'Nägra frams1äende 
personligheter i den nyas te 1idens arki1ek1urhi s1ori en' 
('Lead ing Figures in Recent Architectura l History') . SRM. 

191 . Suome n teknillisen korkeakoulun vuosikertomus 1919-
1920 , pp . 3 1-37. 

192. ' Arki1ekturunderv isningens omorgani sa1 ion' , A rki1ekten 8/ 
1926 , pp. 143- 15 1; A rkite k1e n 4/1927 , pp. 45-48; ' Di skus
sion om arkite klutbildningen', Arkilekten 4/1929, p. 58-61. 

193 . See Konltinen 199 1, pp. 207-211. 
194. Huh1anen 1983 , pp. 94-95. 
195. Thi s is based 0 11 information from Wivi Lönn and Salme 

Setälä concerning their studi es, see Kyllikki Halme' s 
inlerviews with Wivi Lönn , I 958; Setälä I 970. Studies in 
olher countries have a lso suppo rted 1hese conc lusio ns; see 
Martin 1986 a nd Greed 199 1. 

196 . See Lagerspetz 1990, pp. 16- 18, 82-9 1. 
197. Interview wi 1h Wivi Lönn , Kyllikki Hal me 12. 11.1 958 . 

SRM . 
198. Setäl ä I 970, p. 38. 
199. Minules o f the Tumstocken c lub 1919-1924, Archives of 

the A rchitecta association. SRM; see Se1älä 1970, pp. 11 8-
11 9. 

200. Setälä 1970, pp. 161 , 184-209; The 'comrades in arms ' 
included the women students Elsi Borg, Yerna Mari a 
Eriksson , Sy lvi Nyyssöne n, Toini Ojala, Annikki Paas iki vi, 
Liisa Paloheimo and Salme Setälä, see Salme Setälä 
Collection , photographs of the C ivil War of 19 18. SRM. 

20 1. Burrage & Torstendah l 1990, p. 223 . 
202. Interview with Wivi Lönn , Kyllikki Halme 23.10. 1958. 

SRM. 
203. lbid. 

3. WOMEN IN PLANNING AND DESIGN 

1. Bourdieu 1985 , pp. 178- 18 1. 
2. Parke r & Pollock 1981 , pp. 44-45; Porphyrios 198 1, pp . 98-

99. 
3. Parker & Pollock 198 1, p. 45. 
4. Bourdieu 1985, p. 203. 

5. Porphyrious 198 1, p. 99. 
6. Tickner 1988, pp. 96-97. 
7. For biographi cal detai ls, see Kivinen 1982, pp. 33-8 1; 

O livia Lönn began to ca ll herself Wi vi as a schoo lgirl. T he 
firs t mention of thi s name is from 1882 ; see W ivi Lönn 
Collec1ion , Oulu Un ive rsity Library ; on the trainin g of 
Finnish women as mas1er-builders, see S uominen-Kokko
nen 1987, pp . 70-82 . 

8. Hilj a Gestrin (nee Ka inul aine n) was one of Lönn 's long
le rm ass istanls. Stin a Östma n worked för Lönn fo r some 
time, and the office also e mployed a mas1er-builder for 
construclions. Inte rview with Wi vi Lönn , Ky llikki Halme 
12. 11 . 1958. SRM . 

9. Ibid. 
10. On lhe genera l fealu res of Armas Lindgren ' s architec ture, 

see Nikula 1988a; o n 1he work of 1he office of Gesel liu s -
Lindgren - Saarine n, see Hausen & Mikkol a & Amberg & 

Yal10 1990. 
11. Nikula 1988a, p. 3 1. 
12. Interv iew wi1h Wi vi Lönn , Ky llikki Halme 12. 11 .1958. 

SRM. 
13 . Nikula 1988a, p. 33 . 
14. Interv iew wi th Wivi Lönn , Kyllikki Ha lme 12 .1 1. 1958. 

SRM; ' Opus Wivi Lö1111' , Archi ves of 1he Architecta 
associa ti on, SRM ; see a lso Nikula 1988a and Künnapu 
199 1, pp . 25 -26. The Sakala building is a problema1ic 
example of Lö nn 's and Lindg ren 's coll abora1i o n. Before 
giv ing up lhe work, Lönn had only draf1ed the fa~ades and 
the fl oor pl ans. lt appea rs thal Lindgren fo ll owed Lönn 's 
des ign to such a degree that he wished 10 attribule the 
project 10 both himse lf a nd Lönn. 

15. Klinge 1990, pp. 70- 102, 15 1-154, 200. Maui Klinge's 
s tudies on the He lsinki Uni ve rsily Students ' Union di sc uss 
its bui lding projects and 1he ir background in considerable 
detai l. 

16. Klinge I 990, pp. 200-202; Kosk imies 1910, pp. 26-32. 
17. Koskimies 19 10, pp. 30-32. 
18. Ibid .; Studenthustävlingen , Arkilekten 5/1908 , pp. 57-6 1. 
19 . Koskimies 19 10, pp. 34-38; Klinge 1990, pp . 203 -207. 
20. Ibid. 
21. Studenthus1äv lingen, Arki1ekten 5/ 1980, pp . 58-6 1. 

Buildin g plan s, folder K 12B, Archives of the He lsi nki 
Un ivers i1y Students' Uni on. 

22. Building plans, folde r K 1, Archi ves of lhe He lsinki 
Uni ve rsily Studenls ' Uni o n. Some of lhe o rig ina l drawings 
were not filed. One of 1he fl oor plan s was dated December 
1908. The e levations and all o ther drawings appea r 10 have 
been completed in ea rl y 1909 w he n lhey were publi shed, 
see Ri111inga rna lill del nya S1uden1hu se1, Arkitekten 2/ 
1909, pp. 67-7 1. 

23 . Nikula 1988a, pp. 68-7 1. 
24. Bui lding plans, fo lder K 12B, Archi ves of the He lsinki 

Uni versity Students' Uni on ; the compel ition entry for the 
Pi elinen bu ilding is publi shed in Nikula 1988a, p. 64. 

25. Ibid , p. 67. 
26. Koski mies 1910, pp. 42-44; Klinge 1990, pp . 206-209. 
27 . Building plans, fo lder K 1; working plans, fo lder KIB , 

A rchives of the He lsinki Univers ity S1uden1s' Union. 
28. Interv iew with Wi vi Lö1111 , Ky lli kki Halme 23 .10. 1958 . 

SRM; Koskimies 1910, pp. 36,42. 
29. Ori ginal s of building plans, Arch ives A and B, SRM. 
30. Wivi Lön n's travel report , 10.3. 1899. Studi eberätte lser 

I 896- 19 14. Archi ves of lhe Konkordiajdrbundet assoc ia
tion , VA . 

31. See Ki vine n 1982, pp. 47-50. 
32. Täflan om brandstationen . Tammerfors nyheter 9.2. 1906. 
33. Gens 1974, pp. 5-6 ; Raun 1989, p. 12 1; Nikul a 1988a, p. 

74. 
34. Peets 1938 , p. 41; Gens 1974, pp . 6- 14; Yeljeskansan luona 

juhlimassa, Uusi S uo metar 9.9. 19 13. 
35. Gens 1974, p. 14. 
36. Peets 1938 , pp . 46-47; Gens 1974, p. 14. 
37. Gens 1974, p. 17. 

123 



38. Tallinna Eesti teatri " Estonia" ehituse j a ülespidamise 
osaüh itu se liikmete nimekiri. Tallinn 1909. ETM ; 
Yeljeskansan luona juhlimassa , Uus i Suometar 9.9.1913. 

39. Gens 1974, p. 18; Peets 1938, p. 90; Ta llinna Eest i teatri 
" Estonia" ehituse ... 1915, pp. 25 , 35; Yeljeskansan luona 
juhlimassa, Uusi Suometar 9 .9.19 13. 

40. Ori ginal s of bui lding plans , Archive A, SRM . 
41. On the princ iples of theatre des ign, see Koho 1991. 
42. Teate r och konserthus tävlingen i Re val, Arkitek1en 8/1908, 

pp.109 , 114- 117. 
43. Orig inal s of building plans, Archi ve A, SRM. 
44. Gens 1974, pp. 17- 18. 
45. Ori g inals of building pl ans , Archi ve A, SRM ; Letter from 

Fr. Akel to Armas Lindgren 9/22.3.1910. SRM. 
46. Peets 1938, p. 93 ; Folder ' Es tonia hoone enne 191 3 a.' 

(The Estonia building be fore 19 13).ETM. 
47. Preserved correspondence includes te legrams, in which 

Lönn explains 10 the Estonia company why the drawings 
and plan s have not been delivered. Folder: 'Tea1rimaja 
e hitu saegne ki1jevahetus 1910-191 3' . ETM; These 
problems are also mentioned in publi shed sources, see 
Peets 1938, p. 84; Ta llinna Eesti teatri " Estonia" ehituse ja 
ülespidamise osaühi se majaehitam ise aruanne 1909-1914, 
1915, p. 36; Letters from K. Mau ritz to Annas Lindgren, 
23.5.1910, 2/15.6. 1910, 26.2. 1911 . SRM . 

48 . Gens 1974, p. 18 ; Peets 1938 , p. 90 ; Tallinna Eesti teatri 
" Estonia" ehituse ... 1915 , pp. 25 , 35; Yeljeskansan luona 
juhlimassa, Uusi Suometar, 9 .9.1 9 13; te legram from Armas 
Lindgren to K. Mauritz, 10.9.1910. ETM; The committee in 
charge of the building project wi shed to have the plans and 
draw ings ready by August 1910, lette r from K. Mauritz to 
Armas Lindgren , 23.5.1910. SRM. 

49 . Uncata logued building plans , Arch ive B, SRM . 
50. Lette r from K. Mauritz to Armas Lindgren, 13. 12.1910. 

SRM . 
5 1. Gens 1974, pp. 18-20; Tallinna Eesti tea1ri " Estonia" 

ehitu se ... 1915 , p. 19. 
52. Peets 1938 , p. 93 ; Gens 1974, pp. 18- 19 ; Tallinna Ees ti 

teatri "Estonia" ehituse .. . 1915, pp. 25-26; The original 
contract with Kreuger & Toll was signed on the 14th of 
October, 1911. ETM. 

53 . Uncata logued building plans, Archive B, SRM. 
54. Letter from Armas Lindgren to K. Maurilz, 12.9.1 9 11. 

ETM. 
55. See Künnapu 1988 , pp. 3 1-34; Künnapu 1991 , pp. 26-30. 
56. Peets 1938, pp. 101 - 105 ; Tallinna Eesti teatri "Estonia" 

e hituse ... 1915 , pp. 20, 22 , 28-29, 35-36; Ye ljeskansan 
luona juhlimassa, Uusi Suometar 9 .9. 1913; Notiser, 
Arkite kten 5/1914, pp. 69-70 ; The 1heatre was 10 have been 
inaug urated in August , but de lays in building work 
appare ntly led to the ir being postponed until September. 

57. Interview with Wi vi Lönn , Kyllikki Halme 12.11.1958. 
SRM. 

58. E.g . Suomen ensimmäinen naisa rkki1ehti tehnyt työ1ään 
60 vuotta. Ko1iliesi 10/ 1952 , pp. 356-357. 

59. Interview with Wivi Lönn , Kyllikki Ha lme 23.10.1958, 
SRM ; Koho 1988, p. 156. 

60. Interview with Wivi Lönn , Ky lli kki Ha lme 12.11 1958, 
SRM. 

61. Vanemuine 1925, pp. 55-56, 74 , 145 , 153. 
62 . Koho 1988, passim. 
63 . Interview with the architect Ai ni Sarsa, Riitta Nikula 

11.11.1987. In Nikula 's possess ion; see Nikul a 1988a, p . 
76. 

64. Su lkunen 1987 , pp. 157- 172. 
65. Thi s att itude is not rare even today, e .g . Hausen, Mikkola, 

Amber & Yalto 1990, p. 5 l. 
66. Studenthustäv lingen, Arkitekten 5/1908, pp.57-61. 
67. Ritningarna till det nya Studenthuset, Arkitekten 2/1909, 

pp. 14-19. 
68 . Frosterus 1910, pp. 12 1- 124. 
69. Teater och konserthu s tävlingen i Reva l, Arkitekten 8/ l 908, 

pp. 109- 11 7. 

124 

70. Tallinnan Es toni a- teatteri , Uus i Suo metar 7.9. 191 3 ; 
Ye lj es kansan luona juhlimassa , Uusi Suometar 9 .-
10.9 .1 91 3; See a lso Den nya teatern i Reval, Hufvudstads
bladet 7 .9.1913 and Es toni a-teatterin wihki äisistä , He l
singin Sanomat 9.9 .1 9 13. 

71. Öhquist 1912, pp. 578, 595; The New Student Hou se was 
later mentioned in man y genera l works on Finnish architec
ture , a lways as Armas Lindgren 's des ign. There were no 
references at a ll to the Estoni a theatre. See e .g. Lindberg 
1927, p. 244 ; Okkonen 1955, pp. 638-639. 

72. Strenge ll 1903, p . 96; Öhqui st 19 12, pp. 602-603; Lindbe rg 
1927, pp. 240-241 ; a f Schulten 1947 , p. 279; Wickberg 
1959, pp. 82-86 ; Hel ande r & Ri sta 1987 , pp. 17- 18. 

73. Heinonen 1986, pp. 4 -24; Porphyrios 1982, pp. 1 10-1 13. 
74 . Nikul a 1988a, pp. 5, 142. 
75. Wäre 1991 , passim. 
76. Arkitektklubbens sammanträden 4 .9 . & 28.9. 1907 . 

Arkitekten 7 /1907 , pp. 1 15- 1 16. 
77. Of Salme Setälä's autobiographical works and memoirs, 

the most important ones for thi s study are Polusteekin 
koulussa ( 1970), Ki, joilan pojalleni ( 197 1 ), and Epäasial
linen kronikka viiden pääjohtajan ajal1a ( 1973) . Her book 
Levoton veri ( 1966) contains passages on her youth. Sangen 
tava l/isia virkanaisia ( 193 7) is a nove l containi ng interest
ing analogies with Setälä 's own li fe and career, but as a 
work of fiction it was not used as a source in thi s study. 

78. The fourth to begin studyi ng architecture was Ole Gripen-
berg, Setälä 1970, p . 72. 

79. Setälä 1957, pp. 620-621 ; Setälä 1970, p. 23. 
80. Setälä 1957, pp. 606-607 ; Setälä 1970, p. 74. 
8 1. In 1919 Setälä married the jo urna li st Frithiof Corner, Setä lä 

1970, pp. 140, 157- 161 , 191. 
82. Salme Setälä 's second child was born menta lly retarded , 

which made it necessary for her to re main at home for a 
longer than normal period. During her years at home Setälä 
translated , among other works, Strengell 's books Staden 
s0111 ko11s1 verk (The City as a Work of Art) , Hemmet som 
konstverk (The Home as a Work of Art), and Byggnaden 
som kon s/verk (Buildings as Works of Art). She also wrote 
arti c les on archi tecture and interior decoration usually 
under the pseudonym 'Pri ska ' for several newspapers and 
periodical s, including Yhte ishy vä, llta lehti and Uusi 
Suomi. Her marriage with Frithiof Corner ended in di vorce 
in 1930. Salme Setä lä's curriculum vitae 1951. SRM; 
Setä lä 1971 , pp. 41 , 76, 11 2; Setälä 1973 , p. 31. 

83. Setä lä 1973, p. 185. 
84 . Salme Setälä ' s curriculum vi tae 195 1. SRM ; Setälä 1971, 

pp. 1 12-11 3; Setälä, p. 6 1; Se parate news paper clipping, 
dated 3.8. 1929, on the bui ldi ng of the teachers' training 
institute in Kajaani , Setälä's co ll ec tion of newspaper 
c lippings. SRM. 

85 . Salme Setälä ' s curriculum vi tae 1951. SRM ; Setälä 1973, 
pp . 65, 7 1-73; Ha lil a 1967, pp. 11 6- 11 8. 

86. Sa lme Setälä 's curricu lum vitae 1951 . SRM ; Setälä 1973, 
pp . 73, 85-89; Wuolle 1949, p . 597. 

87. Pe ltonen 1982, pp. 98-99 ; Peräl ä 1984, pp. 48-50, 66-67 ; 
Sa lokorpi 1984, pp. 294-295. 

88. Perälä 1984, pp. 64-66 ; Saarikangas 1990, pp . 74-77 . 
89 . Perälä 1984, p. 66; Halil a 1967, p. 124. 
90. Ha lila 1967, pass im. 
9 1. Meurman 1947, passim. 
92. lbid ., pp. 412-417 , 422-423. 
93. Raymond Unwin ' s reference, dated 13.8 .1914. SRM; Setälä 

1970, pp . 95-98. 
94. Strenge II 1923b, p. 1 10; see Niku la 1990, pp. 100-101. 
95. Setälä 1973, pp. 103, 106, 1 10, 1 13, 120; Agreement 

between the Mikkeli province authorities and Salme Setälä 
concerning a local building plan fo r the village of Liika la , 
dated 22.12.1938. SRM. 

96 . Salme Setälä's curriculum vitae 1951; Se tälä 1973, pp. 126, 
154-1 55. 

97. Nikula 198 1, pp. 101-105 , 127- 129; Nikula 1990, pp. 103-
104. 



98. Me urman 1947, p. 17. 
99. Local building plan fo r the Pello area in Tunola, written 

description dated 17.5. 1945. SRM. 
I 00. Writte n description of roads and streets in the local 

building plan for Keuruu , dated 5.4. 1951. SRM 
101 . Setälä 1973, p. 144. 
102. Nikul a 198 1, p. 140; Lette r from Sa lme Setälä to the arti st 

Martta Aarnikotka, 24.9 . 1956. SRM. 
103. Nikul a 1981 , pp. 127- 129, 161-162 ; Niku la 1990, p. 103; 

Lindberg 1923 , pp. 14- 15. 
104. Copy of the pl an for Juppa la in Riihimäki 28 .2 .1 946, and 

its writte n desc ripti on 11 .3 .1 946. SRM. 
105 . Salme Setä lä's c urriculum vitae 195 1; li sts of local 

building pl ans drawn up by the National Board of Con
struction from the late 1940s to 1955. SRM ; Setälä 1973, 
passim. Listed here are a ll planning projects by Setälä that 
are known to the author; uncertain cases have been omitted. 

106. Paul sson 19 19; Rudberg 198 1, pp. 30-35. 
107. Su lkunen 1989, p. 82. 
108. Saarikangas 1990, pp 23 1-232; Olli la 1989, pass im .; see 

O llila 1991 , pp . 127- 137. 
109. Sulkunen 1989, pp. 93-94. 
110. At the furniture-desig n competiti ons arranged by the 

Möbelcentra l firm ma in pri zes went to Eisa Aroka lli o 
( 1927) and Elsi Borg ( 1930); Ark ite kten 2/1928, 7 /1930. 

I 11 . Pau lsson 1919; Paul sson 1916, pp. 140-159; see Ande rsscin 
1982, p. 22; Keinänen 1980b; Maunul a 1990, pp . 159- 162. 

11 2. Brunius 19 17, pass im . 
11 3. Part of Salme Setälä's library was dona ted to the Museum 

of Finni sh Arc hitec ture. 
11 4. Malmsten 's book first appeared in 1924 and was trans lated 

into Finni sh as Kaunis koti (The Home Beautifu l) by Es ter i 
Paalanen , Malmsten 1926. 

11 5. Salme Setä lä 's c urri cu lum vitae 1951. SRM ; Setä lä 1970, 
pp. 126- 127. 

11 6 . Salme Setälä 's c urri culum vitae 195 1; Setälä' s a lbum of 
photographs. SRM; Setälä 1973, pp. 13- 14. 

1 17. Setälä 1970 , p. 178 . 
11 8. The name of the firm was taken from the surnames Ahde 

and Corner; Sa lme Setälä' s curric ulum vitae 195 1. SRM. 
11 9. Many women architec ts se t up com mercia l and consulting 

ventures in inte rior design: in 1929 Ke rstin Holmberg
Palmqvist opened a permanent exhibit ion of inte ri o r 
decoration in He lsinki , and in the 1930s Artek was rivalled 
by Eln a Kiljander's and Maria Strenge ll 's Kori -Hemme/ 
interior decorati on office. Hem inredningsutställning, 
Arkitekte n 5/1929, p. 80 ; Yepsä lä inen 1982, p. 142. 

120. Taidelasista, Uusi Suomi 27.9. 1925, E. R.; Naiste n Ääni 8/ 
1925. 

121. Sa lme Setälä ' s curric ulum vitae 1951. SRM. 
122. Setälä 1929; Origina l materi al for her books in the 

co llec tions of the Museum of Finni sh Architecture. 
123. See Su lkunen 1989, pp. 80-82. 
124 . In the late 1920s Setälä wrote articles on dwe ll ings for 

several newspapers and periodicals , e.g. 'Eeva ja Erkki 
menevät naimisii n. Miten he idän o li si järjestettävä 
asu nto nsa?', Uusi Suomi 25 .3. 1928 ; 'Kahden huonee n koti. 
Nuori pari perustaa koti a.', Kotili esi 1/1930. 

125. Lagerborg-Stenius 1925; Standertskjöld 199 1. 
126. Rudberg 198 1, pp. 49-51 ; Hurton 1990; Kramer 1989, pp. 

160- 173. 
127. Standertskjöld 1991. 
128. Heinone n 1986, pp. 74-76. 
129 . lbid. , pp. 89-92, Schildt 1985, pp. 68-70. 
130. E.g. ' lhannekotej a. Tukholman Bygge och Bo -näy ttelys

sä' , Aitta Jul y/1927; 'Asuntopakinaa Tukholmasta ' , 
Kotilies i; 1.9. 1930; Salme Setälä's curri c ulum vitae 195 1, 
S RM. 

13 1. Sulkune n 1989, pp. 93 -94. 
132. Setälä 1931, pp. 9-1 0, 13. 
133. Setä lä 1929, p. 126 . 
134. Setälä' s manuscript material for the interior-deco ration 

courses. SRM. 

135. lbid. 
136. Saarikangas 1990, passim. 
137. Malmsten 1926, pp . 16, 30. 
138. Setä lä's archive mater ia l for the interior-decoration 

courses. SRM . 
139. lbid. 
140. See Hemi nredningsutsä llning, Arkitekten 5/1929. 
14 1. Kyllikki Ha lme had begun he r studies in 1928 , and Si rk ka 

Tarumaa (fo rmerl y Tuhku nen) in 1934. 
142. Setälä ' s arc hive materia l fo r the interior-decoration 

courses. SRM. 
143. Setä lä 1973, pp. 2 18-2 19. 
144. Setälä ' s manu sc ript material for the interi or-decoration 

courses. SRM. 
145. Aino Aalto in me mo ri am , Arkitekten 1-2/ 1949. 
146. Aino Aa lto studi ed at the Uni vers ity of Technology fro m 

1913 to 1920. In formation o n he r decision to marry A lvar 
Aalto was supplied to me by their daughte r, Johanna 
Alanen (30.9. 199 1); cf. Sch ildt 1982, pp . 13 1- 134; similar 
attributi ons of j o int works by architec t couples are know n 
from other countries,e.g . Denise Scott Brown and Robert 
Yenturi , Brown 1989, pp. 237-246. 

147. Jaffe 1980, pp. 579-599. 
148. Kri ste ll er 1983, pp. 105-11 3. 
149. lbid .; see Mikko la 1985, pp. 45-49, 54; Frampton 1982, p. 

173, Figs. 527,528. 
150. Suhonen 1985. 
15 1. lbid. , pp. 5-6 . 
152. Schi ldt 1984, p. 80. 
153. See Suhonen 1985 , passim; Schi ldt 1984, pp. 62-89; Schild t 

1985, pp. 78-84. 
154. Archi ves of Artek 's drawing office, folders of drawings . 
155. Aino Marsio-Aalto's des igns of the 1920s are presented in 

He rler 1984. She is a lso known to have designed nursery 
fu rni ture in 1927 for the Aaltos ' ho me in Turku and a 
rad ical kitche n scheme for an ex hibiti on on the rational 
design of small apartments. 

156. Drawings stamped: 'A rkkit. A lva r Aalto, sommitte lu A. 
Marsio-Aalto 19. 10.1 932, piirtänyt AM-A'. (A rchitect 
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