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PREFACE 

Throughout their lives, Lars Sonck and his contemporaries, the "young" generation of 
Finnish architects of the turn of the century , feit that their professional activity signified 
an important break with their predecessors . Writing in 1943, Lars Sonck's friend and 
colleague Bertel Jung observed that "it remains for the future to place this period in 
broad historical perspective and to pronounce judgement on its leading figures and their 
works in stone and writing". lf this study has in any way fulfilled this prediction, at 
least some of its aims have then been achieved . 

Like most dissertations , the present study involved numerous stages , beginning with 
the author's earlier academic work and articles and finally resulting in this book. Profes­
sor Emeritus Lars Pettersson, who supervised my early studies , originally suggested 
Lars Sonck's Helsinki Stock Exchange building as the subject of a seminar paper. This 
ultimately led to my graduate thesis in art history on Sonck 's architecture of the period. 
In 1981 , I participated in a working group of the Museum of Finnish Architecture prepa­
ring an exhibition and publication on the works of Lars Sonck . In this connection, I had 
the opportunity to survey the whole of Sonck's architectural production as weil as his 
preserved drawings , sketches and plans. 

My licentiate thesis , upon which this dissertation is based, was completed in 1987 . 
Grants for this purpose were provided by the Finnish Cultural Foundation and the 
Emil Aaltonen Foundation, permitting me to devote myself full-time to collecting mate­
rial and writing for a few months . Work , study abroad relating to other themes and 
other studies made it possible to return to this subject only in the winter of 1990, when 
grants from the Senate of the University of Helsinki and the Finnish Cultural Founda­
tion permitted a period of writing in the early months of the year. 

Many individuals and institutions have kindly assisted me in collecting material. I 
especially wish to thank the staff of the Museum of Finnish Architecture for providing 
original material and photographs . Professor h.c. Paula Kivinen , who was originally res­
ponsible for making Sonck a subject of academic study, has assisted me especially with 
biographical details. After Professor Pettersson's retirement, my academic work has 
been supervised by Professor Henrik Lilius, whose criticism and encouragement provi­
ded further impetus for completing my dissertation. Docent Riitta Nikula helped me 
especially in the licentiate-thesis stage by pointing out the virtues of concise and condensed 
writing . The Department of Art History at the University of Helsinki , my community 
of study , work and research, has always been a stimulating environment , and many dis­
cussions with colleagues have found their way into this study. I have also received use­
ful comments from my friends Markus Hiekkanen , Michael J. Lewis , Peter Kohane and 
Claudia Sgarbi . This dissertation was translated into English by Mr Jüri Kokkonen, 
mag.phil. Apart from interpreting my often cryptic pronouncements , he has helped me 
in clarifying many points that may have been clear in the mind of the author, but not 
necessarily on the pages of the manuscript. 

I have tried to shield my family from the rigours of academic research. Despite my ef­
forts, it seems that I have often dwelt more in my reconstructed realm of turn-of-the­
century architecture than among those nearest to me . This book is dedicated to my 
wife , Eva, and my children , Venia and Lauri. 

Pekka Korvenmaa 
Helsinki 
All Saints' Day 1990 
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I. INTRODUCTION 
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T his study is o n the works and professio nal acti vity 
o f the Finnish a rchitect Lars Sonck ( 1870- 1956). To 
be reviewed in de tail will be ce rt ai n areas of the 
above and o ne longe r pe riod . The analysed works of 
architecture a re fro m the yea rs 1900 to 19 10 . The 
se lection of buildings and pro jects excludes a !a rge 
number o f o the r works of the period . such as town 
pl ans and Sonck's ex tensive and va ri ed architecture 
in wood . 

The works se lected from Sonck ·s career of almost 
sixty yea rs present a series o f examples fro m a stage 
rega rded as cent ra l to his lifework as an a rchitect. lt 
is thus assumed that the ir ana lysis will illustrate cen­
tral features of the a rchitect's whole productio n. and 
the se lected period will also shed light on the preced­
ing and followin g stages of So nck·s ca ree r . The ana­
lysed works a re rega rded as represe ntati ve of Fin­
nish a rchitectu re in ge nera l in the pe riod concerned . 

Sonck 's works as a whole and earlier studies con­
ce rning them suggest that the first yea rs of the 20th 
century marked a synthes is of approaches. In this 
study, the pe riodiza tio n of his architectu re is based 
o n the ir mergin g into a renewal of expression. The 
pe riod chose n , approx imate ly a clecade . appearecl 
initi all y to be a strong pe riod of innova tion , deve l­
oped at a rap id pace and ended in a situation in 
which ce rtain basic so lutions had become estab li shed 
fo r Sonck 's later expressio n . 

The fo llowing works were se lec ted fo r close r 
analysis: St. John 's Church (prese nt Cathed ral of 
Tampere). 1900- 1907; the pre mises o f the Helsinki 
Telephone Assoc iatio n , 190 1- 1905; a competition 
entry fo r an archaeo logical-e thnographic muse um , 
1902; the Privatbanke n ba nk (prese nt Jugend Hall 
o f the C ity of He lsinki ), 1903- 1904: the Eira hospi­
tal, 1904- 1905; the Kallio church , 1906-19 12: the 
premises of the Mo rtgage Association (prese nt Min­
istry of Communicati ons), 1907- 1909: a competition 
project fo r Parli ament House in Helsinki . 1907: the 
He lsinki Stock Exchange building. 19 10- 19 12. Ex­
cept fo r St. Jo hn 's Church all of the works werc in 
Helsinki , which was a lso the locatio n fo r the compe­
tition projects . Because the beginning of the period 
marked Sonck 's ri se as the architect of the major 
buildings of the centre of Helsinki . the above sc lec­
tio n a lso corresponds to Sonck·s professio nal li fe. 

O ne of the aims of this stucly has bee n to e lucidate 
Sonck's re latio nship with hi s clients. The works fa ll 
into the main groups of priva te commiss ions o f a 
public nature and la rge-scale public works. i.e. chur­
ches. 

The se lectio n of wo rks in this pe riod is de te rmined 
by crite ri a of express ion as we il as fun ction and 
techno logy. T he for me r re late to iconograph y. ma­
te ri als, na rrativeness, re latio n to history and town­
scape as weil as to formal factors such as composition . 
T he latt e r fea tures in vo lve structures. fun ction and 
the positi on of the wo rks in the overall histo ry of the 
types of a rchitecture conce rned . 

The main common de no minator of the wo rks is 
the ir designer , who is di scussed in terms of his ability 
to re -o ri entate himse lf in new ways in famili ar situ­
ati ons (i.e. church projects), the way in which he 
produced solutio ns fo r tasks th at we re new to him 
but a lready deve loped o n the ge neral leve l (banks, 
hospitals), and the crea tio n of means for activities 
that were new in a ll respects (te lepho ne exchanges) . 
A standard mo nograph approach in vestiga ting the 
course and models of actio n chose n by the indi vidual 
is combined with a mo re va ri cd analysis separating 
the works in questio n from the pe rsonality of the 
a rchitect. T hese approachcs are applied simul­
taneously in reviewin g for exa mple the numerous 
solut ions deve loped by Sonck fo r a standard task 
such as a church . 1 T he do uble scope o f re levance 
aimed at with the se lectio n of works would thus be 
the result of linking thc vc rti cal co urse of deve lop­
ment of the architect with the overa ll vari ables and 
fac tors of change in a ho ri zont all y defin ed pe riod . 

T he se lectio n of subjcct matte r prese nts a point of 
departure in which So nck a lready had seve ral yea rs 
o f profcssional cx pc ricnce behind him . T he preced­
ing stage of the 1890s. which would require a se­
parate study. is no t rega rdecl in any way as a pre lude 
of lesse r impo rt ance to the pe riod under review. In 
the present context . this is seen as references to 
thc past . di scussed in the chro nologica ll y structured 
narra ti ve o f th e tex t. T his study does not intend to 
represe nt thc who lc of the a rchitect' s productio n. 
because Sonck 's lifewo rk was so long and so va ried 
in te rms of both cont ent and quantit y. 

T he turn of the ce ntury . se lected as the sta rting 
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point of this study, is seen as a time when Sonck 's 
career and production were linked close ly to features 
that were characte ri stic of Finnish architecture in 
genera l. Sonck's clear "entrance'' 2 into the fi e ld and 
his ri se to become o ne of the leading architects of 
the period were connected to the expectations of 
form and content in the fi e ld for med by the recently 
organized architects and their cli ents. Uni for mity 
was also caused by a strong and continuous econ­
omic boom , which laid the basis for extensive build­
ing activity and fac ilit ated the rapid architectural re­
a li zatio n of new concepts. This ca n be see n as the 
background o f the increasing pace of innovation in 
Sonck's works and in Finland as a whole. In Sonck 's 
career , the pe riod in question was also one of gener­
ation change in Finnish architecturc . The architects 
who had entered the fi e ld in the 1890s dominated it 
until the early 1910s. 

The above considerations concerning the period and 
works chosen for review were based on defining the 
thcme of study and its related prob lems. Why should 
Lars Sonck 's career be expl ained and unde rstood? 
Al ready in his own day, he was regarded as one of 
Finland 's leading architects. This view has not 
changed in any essentia l way. as his merits have been 
repea tedly praised long afte r the testimony of his 
contemporaries. This led to focusing on the various 
periods of this already recognized and va lued archi­
tectu ral productio n , their individual works and the 
specific fea tures concerned. The works reviewed and 
analysed in this study provide a key to the pro­
duction of an individual artist. and the inte rest gen­
erated by them is based to a large degree on sub­
jective considerations. By opening perspectives on 
mo re general deve lopments , these works also raise 
wider issues than those concerning the designer 
a lo ne . 

The avai lab le source material varies widely in re­
gard to the chosen works. and the se lec tio n is not 
guided by any uniformity of sources. As the materia l 
is not se lected according to archi va l entities, the 
analysis entails empirica l data of a problematic 
nature. The point of departure is in most cases the 
object itse lf. lt must be po inted out that one of the 
underl ying sta rting points of this study is an explici t 
emphasis o n the works of the architect. i.e. as broad 
and extensive a review as possible of the buildings 
and projects to provide a bas is fo r analysis and to 
demonstrate possible common fac tors. This problem 
applies more ex tensive ly to the use of physica lly re­
alized histo ry, i. e . mate ria l culture. as source mater­
ia l. A building as a work of art is an historica l event. 
The subject o f study and its so urce become inter­
mixed and the resulting interpretation must bear in 
mind their differences. ' Although the subj ect must 
be refe rred back to its documentary evidence where 
possible, the lack of the latter must no t prevent it 
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from being analysed in terms of explanatory models 
based o n other criteria. 4 

In add itio n to the works and their re lated docu­
mentary materi al, contemporary views and opinions 
a re also ava il able , requiring due source criti cism . 
There a re furthermo re a number of texts written by 
Sonck, but the fact that he a lmost completely ceased 
to write in the ea rl y 1900s limits the potenti al of this 
material. Correspondence and notes providing fur­
ther light on Sonck 's own principles or aims have not 
been fo und. T hus. the materia l involves several lev­
els with sources of different age: documentary ev i­
dence o n the background and inception of works and 
the works themselves; evaluatio ns and comments 
presented after rea li za tio n and the statements of 
scholars, and also the present situation which allows 
access to a ll of the above levels a long with the wo rks 
themselves. This fo rms a chronologically linear pro­
cess , anchored in the point in time when the works 
conce rned were reali zed . This study will adhere to 
this leve l and the later histo ry of the works will not 
be considcred. The tensio ns and spans created by 
the expressive whole o f the above levels a re based 
on the va rying degree to which the historical con­
texts were culturally defined o n these levels:' 

Academic research concerning Lars Sonck 's a rchi­
tecture was begun by Paula Ki vinen's thorough study 
of the T ampere Cathedral in 196 1. 6 In late r years, 
she has added to this monograph . most recently as 
an enl arged presentation in 1986. 7 Kivinen has dis­
cussed Sonck 's ea rl y works e lsewhere and has collec­
ted documentation on his background and studies. 8 

Kivinen's research sho uld be read a longside this 
work , as it was decided not to repeat their empirica l 
data here. A ge neral survey of Sonck's ca reer was 
published in 1981 by Paul a Kivinen, Pekk a 
Korvenmaa and Asko Saloko rpi .9 The incomplete 
li st of works in the above study gives an overa ll idea 
of the vo lume and specific areas of Sonck 's lifework . 
The study can be used as a fr amework of the career, 
of which a single stratum is now to be reviewed . The 
illustra tions of the above study are chronologically 
comprehensive . In foreign studies, Sonck was pre­
sented by Marc Treib in 1971 and later in England by 
Thomas Rory Spence. 10 

Sonck's a rchitecture has been discussed in va rious 
connections in specialist studies o n the late 19th and 
early 20th-century architecture of Finland. We may 
refer to the eva luatio ns of Sonck's wooden architec­
ture by Ritva Tuomi (Wäre) and Riitta Nikula 's 
analysis of his town plans. 11 Research on Sonck is 
part of an expanding field of study o n Finnish archi­
tecture in the late 19th century and the early years 
of the present century. The most useful results of 
this research from the perspective of the present 
study are Sixten Ringbom's work Stone, style and 
truth ( 1987) on the sto ne architecture of the turn of 



the century, and Ville Lukkarinen 's analysis of turn­
of-the-ce ntury histo ri cism fro m 1989 . 12 Scho larship 
co ncerning So nck o r a rchitectural histo ry in the 
period se lected fo r review has not. however , been a 
lo ng-te rm process, no r does it conta in co nflicting o r 
programmatic views th at wo uld require a separa te 
analysis of texts. 1.1 The present study is intended to 
form part of the above fi e ld of resea rch by opening 
perspectives o n a number of works fa lling into a defi­
nite period of o ne of its main a rchitects. 

Despite the narrow and fr agmentary sample of 
materia l, the present study is in monograph form . 
Although this approach permits a review of the de­
ve lopment of the arti st concerned. e.g. in connection 
with the creatio n and application of themes, it is of 
limited scope as an historical model of reconstruc­
tion . The apparent credibility of monographs is , 
however , increased by the common practice of struc­
turing reality through the activities of a single 
person . By linking the specific histo ry of the works 
to the general fac to rs of its time, we may neverthe­
less arrive at a situ atio n, where " ... history has to de­
scribe the inside and outside o f events simul­
taneously, to identify with the acto rs while maintain­
ing an objective stance", as pointed out by Willi am 
Curti s. 14 In the ideal case, the historical situation 
could be seen through the development and abilities 
of the individual, who in turn could be outlined in 
re lation to the conditions and prerequisites of his 
situation. 15 A monograph is no doubt a limited 
sample in attempting to " re-search " , " re-construct" 
and fin ally " re-present " a se ri es of events especia ll y 
in the history of architecture , where the individual 
was by necessity o nly one factor amo ng many. 16 On 
the othe r hand , the model is suitable for reviewing 
the architect's career and innovations , and it permits 
an analysis of why Sonck was able to remain in the 
role of a reformer of both his own architecture and 
of the overall traditio n. The perspective chosen in 
this study has two aims: to investigate and describe 
the crea tion of specific works and their art-historical 
character , and to analyse the inner changes of the 
architect and his reactions to va rious situations 
within a brief time span . 

The structure of this study proceeds in a stra ight­
forw ard manner , and the wo rk as a whole is divided 
into four sectio ns. In the first part , Lars Sonck's 
career is presented as a chronological narrative , 
where the main features of the va rious stages of his 
lifewo rk are outlined . The aim is to create a frame­
work for the following parts concentrating o n speci­
fic wo rks of architecture . Also attempted in the first 
part is an evaluation of Sonck 's architectural practice 
in relation to his own time and the tradition of Finn­
ish architecture . 

The next section discusses and analyses the central 
empirical materi al, i.e. the works listed at the begin-

ning of this int roductory chapte r. Historical method 
is applied to defin e the genesis of the wo rks. Also 
discussed are fac to rs related to activity, structures, 
mate ri a ls and expression . T his somewhat extensive 
narrative aims at a comprehensive ve rificatio n of the 
obj ects conce rned . T his " Befunds icherung" 17 is lim­
ited to the chrono logical level at which the work was 
as close as possible to the aims of those who had 
worked to achieve it. In this connectio n, closely 
defin ed '' producti ve" questio ns a re not posed . which 
would bring fo rth onl y cert ain fea tures of the wo rks 
co nce rned. 18 

In the third sectio n, the chronological review of 
works is split into diffe rent themes , and the material 
is approached from perspectives encompassing seve­
ral works at the same time. The aim is to define 
problems on a ge neral leve l and to discuss from a 
starting point , wider than Sonck's production as 
such, some of the fea tures ve rified in the preceding 
section. 

The concluding summary re turns to the approach­
es and pe rspectives discussed in general te rms in 
the int roductio n and the first section , but with refe r­
ence to the analyses of the works chose n for review. 

T he works of a rchitecture a re also approached as 
tex ts . T his requires the use of narrative e lements and 
the identificatio n of texts which were highly implicit 
even to Sonck 's contemporaries: in other words, the 
ve rbalization of the visual level o f narrative . 19 The 
va rying fa tes of the buildings conce rned have ob­
scured some of the narrative. which is revealed to us 
o nl y in fr agments. Despite the preservation of indi­
vidual parts, the plot o r ove rriding theme may also 
be obscured , which requires a reconstruction of the 
inception of the narrative implied by the wo rk . 20 lt 
was o n the basis of these facto rs that the a rchitect 
crea ted his express io n beyond the bounds of func­
tional requireme nts. By opening this perspective, an 
art-histo rical level is inco rpo rated . aiming to inter­
pret the intentions of the a rchitect to the present 
reade r. 

The above requires both intentionality and confi­
dence in the poss ibilities of inte rpreting the archi­
tect 's intentions. T he activities of Sonck and his 
cli ents we re most clea rl y inte ntional o n two leve ls . 
T hey had conscious a ims foc using o n both the con­
cre te aspects of construction and the expressive a ims 
of the designe r. With respect to the genesis of indi­
vidual buildings , the situatio n does no t enta il prob­
le ms. lt is mo re difficult, however, to defin e the 
a rchitect 's aims in expressio n and the creation of 
fo rm . The degree to which intentions were rea lized 
is impossible to ve ri fy complete ly, as the source ma­
te ri al does not reveal the architect' s aims o r goals in 
any detail. Principles of planning and design apply­
ing to several wo rks are combined through specific 
analyses . The conscious aims on the narrative and 

11 



symbolic leve l, as presented by the analysis o f intent­
ion , a re ultimate ly strongly bound to the inte rpre ter. 
Or , as po inted out by Bonta, " ... Inte rprete rs may 
be lieve that designe rs inte nded to communicate 
something, but this does not prove th at the designer 
intended to communica te it " . 2 1 

The de tailed analyses of specific works a re also 
intended to e nsure that the thematic e lements do not 
achieve the status of auto no mo us and separate frag-

12 

ments. The joint aim of the third and fo urth sections 
of this study is to approach " .. . the tensio ns between 
the idea l vision and the constraining rea lity"22 and to 
o utline in the case of Lars Sonck the " ideologica l 
gap", as de fined by Joan Ockm an, where the fac­
tors, mainl y of production and use , linked to the re­
ali zation of a rchitectural wo rks were mct by the es­
the tic-expressive means adopted and used by So nck 
in the situati ons co nce rned. 23 



II. LARS SONCK'S CAREER 
AND FIELD OF EXPERTISE 

II . l. Professional career 

Lars Sonck was born in 1870 into a Swedish-speak­
ing ru ra l fa mily of the educa ted middle classes. 1 His 
fat he r was a Lutheran cle rgyman , first at Kälviä in 
Ostrobothni a and later at Finström in the A land ls­
la nds . He was educated in Turku , the nearest major 
centre of learning , and he matriculated fro m the 
Swedish-l anguage Reallyceum of Turku in 1888. The 
same yea r he enro lled at the building department of 
the Turku trade or industri al school (ln dustriskolan 
i Abo ) to beco me a maste r-builde r . T his background 
must be kept in mind in connection with Sonck's 
professional skills and the rapid pace and success of 
his ea rl y career as an a rchitect. He comple ted his 
studies in Turku in the spring of 1890 and moved to 
H elsinki , where he enrolled in the autumn as a stu­
dent of a rchitecture at the Po lytechnical Institute of 
Finland .2 In the summer of 1894 Sonck was ab le to 
begin work as a newly-graduated architect. Nor­
mall y, this would have involved the launching of a 
professio nal career with all its inherent prob lems, 
pe rhaps an ass istant position with a known a rchitect 
and effo rts to become acquainted with leading fi g­
ures in the building industry . However , Sonck was 
able to bypass thi s stage because of the recently es­
tablished practi ce of architectu ra l competitions, 
which in late r yea rs became an integral fea tu re of 
Finnish a rchitecture. He had a lready embarked 
upon his career as a student , winning a majo r 
competition fo r a church pro ject and receiving pro­
fess ional recognition. The competition was for a 
large church in the city o f T urku , later known as St. 
Michae l's Church (1894- 1905) and entries we re due 
by the spring of 1894. (Figs . 37-43) This competi­
tion was the first to be he ld under the rules laid 
down in 1893 by the A rchitects' Club (A rkitektk lub­
ben ) of the Finnish Association fo r Technology 
(Te kniska Föreningen i Finland) . Sonck 's winning 
entry competed with twenty-two other submitted 
pro jects. The prob lems and tasks entailed by th is 
majo r project , e nsuing study trips abroad and the 
co mpletion of his architectu ra l studies all fo rmed an 
impressive sta rt to his career. lt will be seen in the 
fo llowing how Sonck's successes in significant church 

des ign compe t1t1 o ns se rved as milestones in his 
caree r and in the fo rms and appearance of his archi ­
tecture . 

In the yea rs immedi ate ly fo llowing the compe­
tition Sonck was invo lved in the design and planning 
of St. Michae l' s Church , but he a lso managed to de­
ve lop a successful professio nal practice, especia lly in 
the design of wooden villas and dwelling houses. ·' 
Already at this stage , vi llas and log a rchitecture in 
general became a pe rmanent and varied fea ture of 
Sonck's output. The proto type for Sonck 's villa 
architecture was developed in his design fo r his own 
summer villa , Lasses Villa (1895). The constructio n 
of this building, significant not o nly fo r Sonck but 

Fig. 1. La rs So nck in thc carly 1890s. (Photo estatc of Mrs Greta 
St cngtird) . 
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Fig . 2. The Lignell building. Hanko. Final approved design from 
August 1896. (Hanko City Archives , photo SRM) . 

also for Finnish wooden architecture of the late 
1890s in general , was made possible by the fee re­
ceived for the winning entry in the church compet­
ition , and Sonck was able to capitalize on the suc­
cessful start of his career. Within a few years, his 
commissions grew in scale and in 1896-97 a four­
storey building of apartments and business premises 
was built in the town of Hanko. The building, the 
Lignell House, was the largest private building in the 
town at the time. 

Fig. 3. Lasses Villa, Finström, Aland lslands (1895) soon after 
completion . Sonck on the balcony. (Photo SRM). 
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Fi g. 4. Desi gn for a church in Kylmäkoski. 1898. Alternative ver­
sion in wood. (Kylmäkoski Parish Archives , photo SRM) . 

In the early years of his career Sonck spent much 
of his time in Turku . As the architect of the planned 
new church he was in contact with city and church 
authorities and Turku was familiar to him from his 
schooldays and student years. On his own initiative , 
Sonck drew up plans for the site of a planned art 
museum , and through correspondence with the artist 
Victor Westerholm he studied the location of the 
planned city library. 4 Sonck took a strong stand on 
the restoration of the Cathedral of Turku , the main 
architectural monument of the city , and prepared an 
alternative to the official programme of restoration 
in 1897.5 Sonck was one of the participants in the 
architectural competition for the Turku Art Museum 
which was held in 1900 with invited entries (Fig. 
142). Sonck's old ties with Turku , his contacts with its 
leading figures in civic and cultural life and the prox­
imity of his summer villa and studio in the Aland Is­
lands did not , however , make him a resident of the 
city . In the overall context of Finnish architecture 
Turku was on the receiving end of new influences 
and impulses , while Helsinki , the capital of the 
Grand Duchy of Finland, was the centre from where 
new ideas emanated . 



Fig. 5. Design for a summcr spa 
hotel in Loviisa. 1897. Demo lis­
hed . (Ä M, pho to SRM ). 

After completing his studies, Sonck based himseif 
in Helsinki , where he was officiall y listed as an a rchi­
tect in records from 1898. 6 The capital provided the 
important opportunities to introduce this young 
architect to influenti al circles. lt a lso offered a com­
munity of colleagues providing a forum for official 
debate, and the no-less important unofficial ex­
change of ideas concerning topical issues in the fi eld . 
However , Sonck was not able to establish himself 
immediately in Helsinki. From 1898 to 1900 heran a 
joint architects' office with Birger Federley (1874-
1935) with a branch in the town of T ampere. Sonck 
& Federley designed a well-acclaimed building of 
apartments and business pre mises for the merchant 
Tirkkonen in the centre of Tampere. 7 At this stage 
Sonck worked e ithe r a lone or together with other 
architects , but he did not run his own office. He also 
collaborated with Onni Törnqvist (later Tarjanne, 
1864-1946) , his former teacher at the Polytcchnica l 
Institute. In the late 1890s two large apa rtment 
buildings commissioned by the Suomi insurance 
company were built in Helsi nki with facades 
designed by Sonck and floor plans by Törnqvist (U u­
denmaankatu 25-Fredrikinkatu 35 , 1898- 1900; 
R auhankatu 1-Po hj oisranta 10, 1899- 1900). 8 

By the year 1900, Sonck had created fo r himse lf 
an estab lished and recognized position as an archi­
tect. His commissions ensured a middle-class stan­
dard of living and the publicity and acclaim of his 
works led to expectations for a successful future. By 
this stage Sonck had a lready created a large number 
of architectura l works of varying function , including 
a large city church still unde r construction and signi­
fi cant multi-storey buildings in Hanko, Tampere and 
Helsinki . Sonck approached the Helsinki clientele 
through successful designs in o ther parts of the 
country. The project for the church in Turku was 
noted widely in the trade press, as also many othe r 

works of the late 1890s , such as a spa ho te l for Lo­
viisa (1897) and the Tirkkonen building in Tampere. 
Sonck had created a clearly individual form of ex­
pression , which was to be repeated in successive 
works. This applied to both multi-storey buildings in 
brick , which in additio n to the above a lso included a 
four-storey hote l in Hanko (Torikatu 2, 1898 -1899), 
(Fig. 149) and to his wooden and log architecture . 
This was of significance with respect to increased 
professional competition in the 1890s and the typi­
cally individualistic concept of the arti st in this 

Fig. 6. Tirkkoncn buikling. Kauppakatu 6 . Tampen:. 1898- 1900. 
Toget her wit h Birger Fcdcrlt:y. (Pho to SRM/Nils Wasastjerna). 
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period. Sonck had now estab li shed a permanent base 
for himself. From 1899 onwards he had his own 
architects' office and apa rtment in the Privatbanken 
building on the North Esplanade in Helsinki . In con­
nection with his designs for alterations to the bank 
between 1903 and 1904, Sonck had an office and an 
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Fig. 8. Sonck"s office. U ni onink at u 28 B. He lsinki. Facade altera­
tion and cxtc nsion drawings from 1909 . Thc st udiu was in the top 
storcy. (1-IKRVVA) . 
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Fig . 7. North Esp lanade 19 -
U nio ninkatu 28. He lsinki. T hc ar­
chcd c ntrancc to thc Privatbank en 
011 thc North Esplanade sidc. 
Sonck· s officc was 011 the Unioni n­
katu sidc . far to thc right in th c 
photogra ph. (Photo Helsinki C it y 
Muse um Picturc Archives/Erik 
Sundström). 

apartment built for himself in a new location in the 

same building at U nioninkatu 28 B. 9 The location 
was a very central one , in the heart of the business 
cent re of Helsinki . Sonck had his office there for the 
following 50 years. From the 1890s onwards he had 
his summer studio at Lasses Villa, which included a 
separate studio (ritsa len). In Finland Sonck mainly 
moved between Helsinki and the Ä land lslands with 
extended journeys to Stockholm , wherc he had close 
contacts with colleagues. From the very early years 
of his career he also travelled extensively on the 
Continent , in Germany , Austria and ltaly. 10 Thein­
fluences and impressions of these trips we re 
especially reflected in his town-planning work. 

Along with the design of houses and buildings , 
Sonck was active in a number of other fields of archi­
tecture in the 1890s. The problems of restoration 
were already mentioned above. Sonck ach ieved 
special fame in town planning , where he can be re­
garded as a significant reformer. In this field he par­
ticipated in both competitions and public debate in 
the press . Sonck's article from 1898 "Modärn van­
dalism" (Modern Vandalism), often referred to in 
architectural studies. outlined the architects' field of 
expertise with respect to civil engineering and strove 
to demonstrate that town planning belonged to the 
field of urban architecture as practised by archi­
tects. 11 The 1899 town-plan competition for the area 
of Töölö in Helsinki gave Sonck an opportunity to 
visua lize his aims for reform 12 (Fig. 55). Sonck's ex­
pressed desire to establish a difference with respect 
to civil engineering and to regard city planning and 
works of building as art was a feature common to the 
professional development of architects throughout 
late l9th-century Europe. Around this time, in the 
late 1890s , Sonck placed his architectural designs 
and plans on show in national art exhibitions. 13 



Fig. 9. The Helsinki Telephone Association building. Korkeavuo­
renkatu 35. Helsinki. 1903-05 . (Photo SRM/Nils Wasastjerna). 

Thus, Sonck's professional image involved the 
extremes of practical building as part of his training 
as a master-builder and his role as the proponent of 
international influences am! reforms in the field. His 
professional activity merged with other areas of the 
arts and his designs were appreciated as works of art 
in their own right . 

Fig . 10. The Mortgage Association of Finland building. South Es­
planade 16, Helsinki , 1907-09. (Photo Helsinki City Museum Pic­
ture Archives/Roos). 

2 - K ort·t' ri nwo 

Fig. 11. The Helsinki Stock Exchange building . Fabianinkatu 14 . 
Helsinki. 1910-12. (Photo SRM/Nils Wasastjerna). 

While developing his successful private practice 
Sonck - in his writings and designs - took upon 
himself the role of a reformer and a representative 
of the younger generation of architects. This did not 
imply age alone , but also the ideology of planning 
and design. Many contemporary accounts of Finnish 
architecture of the turn of the century mention 

Fig. 12. Kallil> church , Helsinki. 190fi - 12 (Photo Helsinki City 
Museum Picturc Archives ) 
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Fig. 13. Villa Sonck . Kulosaari villa community (today part of 
Helsinki), 1908-09. Demolished. Brändö Villasrad , p. 14. 

Sonck as the central figure of the 1890s in channel­
ling new concepts of architecture. 14 Sonck's activities 
up to around 1900 can be seen as a typical example 
of a "young architect" or "promising talent " . lt in­
volved a fast rise to success with public acclaim , ac­
tivity and commissions in the main towns and cities 
of Finland (with the exception of Yiipuri) . Also in­
volved were breakthrough attempts and finally ma­
jor commissions in the capital. The situation also 
called for personal initiative for acquiring work, ad­
vertising in newspapers, active debate and polemic 
in both the trade press and elsewhere, conscious op­
position to older architects and the creation of a per­
sonal form of expression within an extensive archi­
tectural production both regionally and with respect 
to the nature of commissions. Sonck 's professional 
success and his striving for architectural reform were 
combined in 1900 when he won the competition for 
a !arge church to be built in Tampere . The project 
known as St. John 's Church (present-day Cathedral 
of Tampere) signified Sonck 's final breakthrough 
and made him one of the foremost architects of Fin­
land (Figs. 44- 54). This occurred at the age of thirty 
after some five years of continuously increasing and 
expanding professional activity . 

The turn of the century marked a new stage in 
Lars Sonck 's career. The years from 1888 to 1894 

Fig. 14 . Vill a Brakeudd/Sonck. Hirsala. Porkkala pcninsula. Kirk­
ko nummi . 19 13-25. Demo lished. Arkitekten 1945. p . 85 . 
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had been taken up by study, while the final years of 
the 19th ce ntury had seen him setting up a base and 
establishing a practice and also finding a place in the 
competitive field and among the various factions of 
the architectural profession. Sonck's work as an 
architect was launched at a stage when the previous 
ma jor period of construction and building activity 
based on an economic boom had ended in a world­
wide economic depression. 15 When building activity 
picked up towards the end of the 1890s, Sonck was 
able to link his career to a new upswing of the econ­
omy continuing until the outbreak of the First World 
War. His first prize in the competition for the church 
in Tampere and the publicity of the project kept 
Sonck in the public eye . Of equal importance was 
the fact that from the first years of the 1900s Sonck 
was given significant commissions in the centre of 
Helsinki. lt was through these projects and his 
church designs that Sonck achieved a reputation ex­
tending beyond the borders of Finland. Although 
the forms and appearance of his architecture 
changed in the period from 1900 to 1910, this vari­
ation did not coincide with any changes on the pro­
fessional level. The period up to the outbreak of 
World War I can be described as uniform, leading to 
new achievements and increased success . This period 
saw a succession of commissions of significant cost 
and of importance for the townscape of Helsinki. 
Sonck 's considerable fees permitted him to develop 
his personal lifestyle . Between 1908 and 1909 he 
built for himself a residence in the villa community 
of Kulosaari near Helsinki and in 1913 he began 
work on a large villa complex at Brakeudd in 
Porkkala on the coast of the Gulf of Finland west of 
Helsinki. The number and extent of Sonck's com­
missions increased the capacity of his office, where 
he was assisted by a number of architects , many of 
whom were to achieve fame in later years , e .g. Ber­
tel and Yalter Jung , Oskar Bomansson, Karl 
Lindahl, Gustaf Strengell and Yalter Thome . 16 

Fig. 15. Vill a Ekblom. Liepaja (Lihau) . Latvia. USSR. 1913. 
(Post-card photo SRM). 



Fig. 16. Harbour warehouse: Katajanokka. Helsinki. 1911- 13. second building stage and completion 1928. (Photo SRM/ Kari Hakli). 

Sonck's career reached its apex in the early 1910s . 
This applies to the extent of his production as weil 
as to his status and role in the stylistic development 
of architecture. At this time , Sonck's professional 
activity was at its widest scope. The series of public 
edifices of the past years had been continued in 1912 
with the completion of the Kallio church and the 
Stock Exchange building in Helsinki .17 Sonck was 
still regarded as a leading figure of Finnish architec­
ture and as a modernist. By the outbreak of the First 
World War Sonck had extended his town-planning 
work to suburbs and especially to so-called garden 
cities. A new area of professional activity was the 
foundation of the garden city or villa community of 
Kulosaari near Helsinki and its plan from 1907 . 18 A 
sea-shore hotel for Kulosaari , built in 1917, marked 
the end of a period which had begun at the turn of 
the century and contained works important for 
Sonck's whole career. 

The First World War, Finnish independence in 
1917 and the ensuing complex political and economic 
reforms led to major changes in the financial struc­
tures upon which most of Sonck's commissions had 
depended . The relative importance of the Swedish­
speaking upper dass diminished, the economy was 
beset by depression and many of the plans and sche­
mes drawn up in the war years could not be ac­
complished. By the 1920s Sonck had clearly become 
an architect of the middle generation. New trends 

with their stress on markedly classicizing features 
clearly differed from pre-war concepts of design. 
Sonck had now arrived at a situation to which Eliel 
Saarinen, the best-known architect of his generation, 
had reacted by moving to the United States . In the 
early 1920s Sonck concentrated mainly on large vil­
las. Soon the number of commissions and their scale 
grew again, and Sonck's new professional boom 
Jasted until the beginning of the 1930s . 19 Although 

Fig. 17 . Plan for the Kulosaa ri vi ll a communit y. first version. 
1907. (Original and photo SRM) 

19 



Sonck was no longer a central figure of new style in 
architecture , he still received major commissions . 
The number of these works was related to the revival 
of the economy and the building industry which in­
creased towards the end of the decade. In this situa­
tion multi-storey apartment buildings formed a spe­
cific group, and Sonck was involved with a number 
of these also as an investor. His earlier contacts with 
the Helsinki Telephone Association continued to 
bring him commissions . At the end of the decade 
Sonck was again producing architectural works on a 
!arge scale and with some degree of financial suc­
cess , approaching the standards of the pre-war 
period. The turn of the decade led to an economic 

Fi g. 19. Des ign fo r a hot t: l. Kulosaari villa communit y. 1916-17 . 
Drawing by G östa Kul vik . (Original and photo SRM). 
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Fig. 18. Firc Station and telephone 
exchange of the Kulosaari villa 
community. Kulosaarentie 44. 
1914-15. The tower has been de­
molished. (Photo National Board 
of Antiquities. Pictorial Archives 
of the Section for History) . 

depression with financial problems in both the pri­
vate and public sectors of the economy. These , in 
turn , were l111ked to Jistinct styhstic changes in F111-
nish architecture . 

Together with Matti Fine!!, Sonck designed a large 

Fig. 20 . La rs Sonck in thc early !910s. (Photo SRM). 



Fig. 2 1 Vill a Ho rnho rg. Lypcrtö. Kustavi archipeiago . 1922. 
(Photo SRM/Thomas Rory Spc ncc) . 

apartment building at Tehtaankatu 11 - 13 in 

Helsinki which was completed in 1929. He had a lso 
invested his own funds in the project. The bui lding 
was completed in the middle of the depression and 
the venture was unsuccessful. 20 Sonck lost his con­
siderable personal means and was forced to se il his 
villa at Brakeudd , among othe r property. With the 
decreased pace and volume of building, conditions 
were not amenable to successful architectural work. 

In the 1920s Sonck succeeded in adapt ing his 
forms of expression to prevale nt trends, incorporat­
ing at the same time the e lements of his individual 
sty le that had emerged in the 1910s. He still enjoyed 
a reputation as a prominent architect, especially 
among his own generat ion . The marked introduction 
of the modernist or function alist concept of architec­
ture in the period from the late 1920s onwards finally 
re moved Sonck from his leading role. In some of his 
works he managed to app ly some of the principles 

Fig. 22. The Arena bui lding. H!i meentie 2. Helsinki. 1922-23. 
(Photo SRM/Fred Runeberg). 

Fig. 23. Tehtaankatu 11 -13. He lsin ki. 1928-29. Together with 
Matti Finell. (Photo SRM/Simo Ri sta) . 

of the new intern ational modernism , such as strip 
windows and open corners2 1 (Fig. 24). His synthesis 
of old and new e lements was not , however , as suc­
cessful as those presented by his contemporaries 
Sigurd Frosterus and the brothers Bertel and Yalte r 
Jung, a ll of who m received sign ificant commissions 
from the business community in the 1930s. Paradoxi­

ca ll y enough , functi ona lism gave Sonck his last signi­
ficant public work of architecture in Helsinki . The 
proj ect was for a church in Tehtaanpuisto park, the 
competition for which was he ld between 1930 and 
1932. The competition was in many respects a bor­
derline of architectural concepts and principles in 
Finland. 22 In the continued second stage of the com­
petition the proponents of new ideas were rejected 
and Sonck's proj ect with its traditional features 
pleasing to the jury was se lected . Son(:k had been 
especially invited to participate. In his design for this 
church (the present-day Mikael Agricola church) , 
completed in 1935. Sonck simplified his array of 
forms developed in the late l 920s. The grouping of 
volume was based on the design for the Kallio 
church some thirty yea rs previously. The sharp criti­
cism voiced by the younger generation in this con­
nection reiterated the conflicts Sonck had known 
back in the 1890s. Now , it was his turn tobe old and 
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Fig. 24. Compe tition e ntry for the headquarters of the Nordic 
U nio n Bank . He lsinki . 1929 . (SRM. photo Pe kka Korvenmaa). 

on the way out. The church was Sonck's last project 
of national acclaim, and its completion marked the 
end of a professional period that had begun forty 
years previously with his success in the competition 
for St. Michael's Church in Turku . 

Sonck had an active office practice throughout the 
1930s, but the number of commissions and their sig­
nificance no longer corresponded to the success of 
his earlier years. He participated in a number of 
competitions, especially for church projects , but 

Fig. 25. Mikac l A gricola C hurch . Helsinki . 1932-35. (Photo Hel­
sinki Cit y Museum Picture Archives/Pie tine n) . 

22 

Fi g. 26. Maarianha mina Town Hall . 1938-39. (Photo SRM/Pekka 
Korvenmaa). 

without success. The major commissions of Sonck 's 
later years were in the Aland lslands , where he 
designed a large city hall (partly completed), a sea­
faring institute and a burial chapel in the late 1930s. 
Sonck continued his work after the Second World 
War mainly in the design of villas and his last studies 
and designs are from the early 1950s. His pro­
fessional career lasted sixty years. The first com­
pleted design , alterations for a wooden building in 
Maarianhamina, was from 1893. Partial paralysis in 
1953 marked the final end to Sonck 's architectural 
career and he died three years later . 

11.2. Features of Sonck 's works and 
professional activity 

Lars Sonck 's extensive architectural production com­
prises some 150 buildings as weil as numerous alter­
ations , town plans and inte rior designs . To these 
works must be added many unrealized plans and 
designs , many of which were competition entries and 
proposals. 23 Sonck's buildings entail a few distinct 
and long-lived lines of approach , related partly to 
function and partly to composition. Forming a se­
parate group are wooden villas , almost all of which 
were of exposed logs . This series of works began 
with Lasses Villa in 1895 and the hipped-roofed 
square-plan type was still present in Villa Klami 
from 1945 . In the 1910s a different type appeared , 
of angular design and comprising several parts en­
closing a yard . In his designs for villas Sonck created 
vanat1ons of mostly round-log corner-Jotmng 
technique within a single functional entity. In many 
cases solutions from his own villas were used. 

Sonck's church designs over the decades involved 
variations of three basic solutions which he had de-



Fig. 27. "Sketch for a Chapel" (Eskiss till en kapellkyrka) . Stu­
dent project , 1894 . (He lsinki University of Technology, Institu­
tion of Architectural History . photo Yille Lukkarinen). 

veloped in the 1890s. These were: a simple towerless 
volume with a hipped roof laid on a rectangular 
plan ; a )arger and also hipped-roofed vo lume with an 
axial tower at one end; and a type where a dispersed 
volume under several roof parts was linked asym­
metrically to one or several towers . The first-men­
tioned plan appeared in a study from Sonck's stu­
dent days ,24 and was used in his 1912 project for the 
chapel of St. James in Paimio. lt was carried out in 
a town church in Maarianhamina in 1928 and was 
also presented in Sonck's competit ion entry for the 
church of Nuijamaa in 1943 . The second type was 
present as an alternative in the competition for the 
church in Turku in 1894,25 again in connection with 
the same church in 1897 and in the winning entry for 
the Kallio church in 1906. This compositional prin­
ciple was to domin ate Sonck 's !arger church 
projects, such as the unrealized designs for the Finn­
ish church of Porvoo from 1914 and the church of 
Mikael Agricola in Helsinki (1932-35). The third 

J 
Fig . 28. Design for a small church in Paimio. The 1914 vcrsion in 
timber. o thcrwise closel y rcsembling thc 1912 version. (SRM. 
photo Pekka Korvenmaa). 

Fig. 29 . Maari anhamin a C hurch. 1927-28 . (Photo SRMfThomas 
Rory Spe ncc ). 

alternative can be found in a trammg study for a 
manor church 26 (Fig. 36), a study for a rural church 
from 1897 (Fig . 60), a project for a wooden church 
at Kylmäkoski in 1898 (Fig . 4) , a project for the 
church of Nilsiä from 1900 (Fig. 62) and finally in the 
winning entry for the church of Tampere a lso from 
1900 (Fig. 44) . The division of volume was devel­
oped later by Sonck into a version where the tower 
was placed as a separate campanile, as in Sonck's 
entry for the Finnish church of Porvoo in 1937. 

The basic solutions repeated in Sonck 's designs of 
villas and churches throughout his career were 
linked to a non-changing function al type. Sonck also 
had his specific selection of volume groupings, fa­
cade compositions and details which was repeated in 
his works. The symmetric facade type which he had 
designed in the ea rl y 1910s , freely following the 

Fi g. 30 . Design for Nuijamaa Church . 194.1. Drawing by Marius 
af Schulte n . (Original aml photo SRM) . 
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Fig. 31. Competition e ntry for a funcral chapc l in Turku. 1939 . 
(SRM. photo Pc kka Korve nm aa) _ 

heritage of classicism (e .g. as applied in the Helsinki 
Stock Exchange building), remained in use for deca­
des. A long-lived variation of the design was a rec­
tangle with a tower-like projection on the central 
axis. This design feature became common after the 
competition for the premises of the Suomi insurance 
company in 1909 and reappeared in the design of the 
Maarianhamina seafaring institute some thirty years 
later. Alongside his major themes a number of 
minor ones were also repeated, e.g . the round win­
dow. which was applied in the Lignell building in 
Hanko in 1896 and remained in use for over four 
decades. 

The long-term use and application of a repertoire 
developed in the early stages of an architect's career 
is not in itself exceptional. In Finnish architecture 
Alvar Aalto (1898-1976) presents a clear example 
of a similar method. Also Eliel Saarinen made wide 
use of repeated themes. Over the years his tower 
themes evolved from the turret to the clock-tower of 
the Helsinki Railway Station and to the design of 
skyscrapers. Saarinen, however, avoided the fate of 
Sonck in the early 1930s, as he was then in the Uni­
ted States and operating in a completely different 
stylistic frame of reference . In America Saarinen 's 
concepts of architecture achieved wide acclaim and 
acceptance through the use of means which would 
probably have been criticized in Finland . 

As a whole. Sonck 's architectural works display a 
clearly innovative course of development up to the 
early years of the 1910s. This was followed by a long 
period extending to the late 1920s when he was still 
productive and created variations of the themes of 
his earlier period. On a smaller scale this process 
continued to the very end of his career. Although 
Sonck's architecture over the years displays an in­
creasing degree of repetition , his lack of success in 
competitions can be seen as having been linked to a 
change in the overall concept of architecture. For 
example. his 1939 entry in the competition for a 
burial chapel in Turku shows a distinct renewal of 
the dominant conventions of his architecture (Fig. 
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31). Accordingly, his later years should be not seen 
solely as a repetition of his standard range of compo­
sitions and themes. 

Churches were a building type present throughout 
Sonck 's career and the subject of special attention . 
Apart from the fact that he began his professional 
career with the design of a significant church , he also 
concentrated on the design and restoration of chur­
ches in the late 1890s to such a degree that he pub­
licl y stated that churches were his special field. 27 The 
large town churches in Tampere and Helsinki are 
still his best-known works . Along with these he pre­
pared both realized and uncompleted designs for 
churches in smaller towns .28 In addition, there were 
numerous competition entries and proposals . Even 
without any attempts at deterministic explanation , 
we should take into account the fact that for the son 
of a rural clergyman churches were the first and al­
most the only public buildings which he knew as a 
child. 

Sonck was a private architect in the true sense of 
the term . He did not hold public office. nor did he 
teach or take upon himself positions of trust except 
in the Architects ' Club. The majority of his com­
missions were from the private sector, the only ex­
ception being churches. Sonck set upon his career in 
a situation where architectural training and pro­
fessional practice had achieved established forms in 
Finland. Professional organization continued around 
the turn of the century when a distinct and collegially 
binding set of norms was laid down for the architec­
tural profession in Finland . 29 The journal Arkitekten 
(The Architect), first issued by the Architects ' Club 
in 1903 , became the forum of the rapidly growing 
profession. The developme nt of printing made it 
possible to present new buildings with photographs, 
and the first numbers of the journal devoted a great 
deal of space to Sonck's works. 

In the early stages of his career Sonck was very 
active in the inner circles of his profession . He parti­
cipated in the meetings of the Architects ' Club and 
especially in the late 1890s he presented polemic 
views on restoration and town-planning issues . He 
was aided in preparing his statements by his friend , 
the journalist and researcher Gustaf Mattsson . 30 

Sonck was among the writers of the pamphlet Vart 
Museum (Our Museum) drawn up in 1900 and ex­
pressing views on the debate concerning the 
National Museum of Finland. 31 Over the following 
years he wrote about the planning of small towns in 
Finland and on building practices in the rural 
areas. 32 When !arger commissions from the early 
1900s onwards began to take up more and more of 
his time, Sonck gradually gave up writing . His pro­
fessional concepts are expressed in his 1909 article 
" Huru det bygges i Helsingfors" (How Helsinki is 
being built) , which criticizes the designs of master-



builders .33 Especiall y in the earl y yea rs of the 1900s 
emphasis was laid on the architects ' view - dating 
back to the end of the preceding century - that their 
profession entailed experti se in the total artistic 
design and planning of physical reality . This applied 
at the time also to Sonck, who presented his furni­
ture designs in the trade press. although normally he 
did not concentrate on interior design. 34 

lt was at this time that master-builders achieved 
increased professional status, not only in carrying 
out the designs of architects , but also as designers in 
their own right. -' 5 Architects reacted strongly to 
these developments and many articles expressed 
sharp criticism of the work of master-builders, 
especially on esthetic grounds . In his above-men­
tioned article Sonck discussed floor-plans by master­
builders and attempted to limit even this area of 
design to the capabilities of architects . This was to 
be the last article in which Sonck addressed general 
problems of architecture. His writings on this subject 
spanned a period of some ten years. Although he 
was apparently motivated by a genuine interest in 
architecture. his ea rl y writings also served as a 
means of marketing and publicity. Sonck also pub­
lished his articles in general cultural journals such as 
Finsk Tidskrift and Argus. 

As a private architect Sonck was an entrepreneur 
working in a market defined in terms of economic 
liberalism. Thus , his professional activity was guided 
and dictated by domestic capital as weil as factors 
influencing the international economy. The main 
stage of Sonck's career coincided with a long econ­
omic boom , and he was able to develop his pro­
fessional practice without any major interruptions by 
outside factors . In the early stages of the late 1890s 
he acquired commissions by advertising in the trade 
press , along with other means, e .g. "L. EI. Sonck. 
Architect , Helsinki . Specializing in churches . "36 

Architectural competitions were an especially im­
portant channel in this respect , and the early yea rs 
of the 1900s saw numerous competitions in the field . 
With the exception of his church projects, Sonck , 
however. did not receive any major commissions 
through competitions . He was awarded fifth place in 
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the 1902 competition for the National Museum. He 
decl ined to compete in 1904 for the Helsinki Railway 
Station project , and his entry in the 1907 compet­
ition for Parliament House was awarded fourth 
place . 37 The majority of Sonck's commissions came 
directly from the private sector, mostly representing 
the Swedish-speaking capital-owners of Helsinki . 
Once in contact with these circles , the small group 
of influential decision-makers continued to provide 
him with several lucrative commissions. 38 Sonck did 
not , however, en joy the patronage of any individual. 
His professional success raised him to a social level 
closer to that of his clients . His income increased 
considerably in the early 1910s, corresponding to 
that of the upper sections of the bourgeoisie. 39 At 
this time Sonck 's financial, social and cultural stock 
of capital was at its highest . His social capital was 
based on his professional status and the network of 
contacts with commissioners forming the most influ­
ential unofficial sector of Finnish society. In cultural 
terms he was a member of the generation of the 
1890s which had achieved a leading role in many sec­
tors of culture. However , Sonck should not be seen 
as a typical representative of the Swedish-speaking 
upper bourgeoisie .40 In his private life, Sonck took 
deliberate distance from the values and norms of this 
class. 41 

- Presented in the following are a few exam­
ples illustrating Sonck 's status in the early 1910s. 

In 1904 Sonck designed the renovation of the so­
called Kiseleff building facing Unioninkatu and 
owned by the Stockmann trading house. The build­
ing is located in the business centre of Helsinki in a 
block surrounded by Sofiankatu , Aleksanterinkatu , 
Unioninkatu and the North Esplanade streets. 42 Fol­
lowing this project Karl Stockmann, head of the 
trading house , commissioned from Sonck a log villa . 
The building, known as Villa Soldis, was built in 
1907 at Ramsinniemi, Kallvik in Vuosaari to the east 
of Helsinki .43 The favourable state of the economy 
increased the wealth of the Stockmann trading house 
and in 1911-13 a private house was built for Karl 
Stockmann at Kaivopuisto in one of the most valued 
areas of Helsinki. The building was originally known 
as Villa Stockmann (later Villa Baumgartner , demol­
ished) . In the same period (1912 - 13), Stockmann 
commissioned the building of a new department 
sto re at Sofiankatu 4 according to designs by Sonck. 
The department store was linked to the Kiseleff 
building on Unioninkatu which had once more been 
altered by Sonck. 44 Within the space of only a few 
years one of the most prominent businessmen in 
Helsinki commissioned from Sonck premises in the 
centre of Helsinki , his own city home and his sum­
mer house. This , however , did not imply patronage, 
as Stockmann's commissions were for works which 
were to be built immediately for definite needs. 

In 1910 an association known as the Stock Ex-
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change Club (Sw. Börsklubben) was founded in 
Helsinki to arrange premises for a stock exchange. 45 

Along with prominent figures of the business com­
munity , the !ist of charter members includes the 
architects Sonck, Bertel Jung, Eliel Saarinen and 
Sigurd Frosterus . The leading architects of the 
period were orientated towards the business com­
munity not only in the hope of future commissions 
but also on the social level. This was possible in 
terms of income because of low income tax. For 
example , a few yea rs earlier Sonck had been paid 
considerable fees for the design of the Kallio church 
and the Mortgage Association building (Fi. Hypo­
teekkiyhdistys). 46 While regarding themselves to a 
great degree as artists and cultural figures , architects 
consciously merged with the sector of society from 
which they received their major commissions. lt ap­
pears that clients and architects found some degree 
of mutual interest in the spirit of bourgeois liberal­
ism fanned by the economic boom . Leading 
businessmen and the architects who carried out their 
wishes saw themselves as an enlightened avant­
garde , discerning the essential course of develop­
ment of the built environment for which they could 
ensure both the economic framework as weil as the 
desired physical appearance. Perhaps the most 
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Fig. 33 . Sonck , third from the 
right, with Scandinavian colleagu­
es. From a n excu rsion during the 
Scandinavian meeting of architects 
in Norway , 1912. (Photo SRM). 

graphic example of such a relationship is the co­
operation between J ulius Tallberg, a leading 
businessman , and the architect Eliel Saarinen in con­
nection with the Munkkiniemi-Haaga town plan .47 

The situation sketched out above changed soon 
after the First World War and Finnish independence 
in 1917, but only partly. With his extensive architec­
tural production of the 1920s, Sonck was able to re­
store his financial standing. On the other hand, he no 
langer had control over the field of professional ex­
pertise and mainly found himself on its margins. 
Related to this situation were changes in the nature 
of commissions and their location. Having been be­
fore the war one of the architects with the largest 
number of projects in the centre of the capital, 
Sonck's major works of the 1920s were concentrated 
on residential architecture, i.e . multi-storey apart­
ment buildings , many of which were in the northern , 
working-class sections of Helsinki (Fig. 34). These 
changes are partly due to the development of the 
Finnish economy . The leading figures who had pro­
vided Sonck with work in the early years of the cen­
tury were now on their way out. Among other fac­
tors , the Privatbanken bank , the management of 
which had aided Sonck's career , ceased operations . 
At the same time as Sonck's commissions in Helsinki 



now moved further and further away from the city 
centre, he began - as in his early years - to design 
numerous projects for small towns. With respect to 
the centre of Helsinki , the crux of Finnish economy 
and architecture , Sonck's career can be seen as a 
spiral , first bringing him from the provinces to the 
centre of events and later leading him to a situation 
resembling the conditions of his ea rl y years. 

Contemporary assessments, albeit limited in 
scope , of Sonck's architectural abilities are provided 
by comments in the press by Finnish and foreign col­
leagues . From the very beginning and especially 
from the turn of the century onwards Sonck's 
projects received a great deal of publicity and almost 
all of Sonck's main works were presented in the 
journal Arkitekten , often in series of illustrations on 
several pages. The editor of the journal, Sigurd 
Frosterus , wrote positive articles on St. John 's 
Church, the Kallio church , the Mortgage Associ­
ation building and the Stock Exchange building, 
among other works by Sonck . He was by no means 
an artist misunderstood by contemporary critics, nor 
do his own polemic writings display any degree of 
professional alienation , underestimation of his works 
or distance from the structures of power . 

Sigurd Frosterus describes Sonck in the following 
terms: "a genuine architect"; "as an architect in the 
true sense of the term , there is hardly anyone in Fin­
land who stands on his own ground in the same way 
as Sonck"; " the singular works of art given us by 
Sonck. " (" ... den värkliga arkitekten ... ",48

; " ... säsom 
arkitekt i ordets egentliga betydelse , stär väl ingen i 
värt land sä helt pä egen grund som Sonck"49 

;" ... de 
egendomliga konstverk Sonck skänkt oss". 50

) In his 
1905 review of the architecture of the preceding 
twenty-five years Waldemar Wilenius clearly states 
his view of Sonck as a reformer of church and secu­
lar architecture and town planning . Wilenius uses 
terms such as " trail-blazing" (banbrytande), "bearing 
an individual stamp" (tryckt sin individuella präge!) 
and "Sonck's artistic inclination is of the pictu­
resque" (Soncks konstriktning är det pittoreska). 5 1 

Nordic assessments of Sonck's works were voiced in 
more general terms. August Brunius of Stockholm 
wrote of Sonck in 1912 as "the man with the heavy 
and steady hand, no artist of details nor an inte rior 
designer of any major importance , but imbued with 
an elementary strength superior to all others in the 
Nordic countries" (" ... mannen med den tunga , fasta 
handen , ingen detaljkonstnär ock icke nägon in­
teriörformare av större betydelse , men besittande en 
elementär kraft , varmed ingen i Norden kan mäta 
sig") . 52 In a lang article on Finnish architecture 
Francis Beckett of Denmark wrote of Sonck as a sig­
nificant artist - "one can recognize the lion 's grip in 
all that he builds" (man kender overalt L0vekloen i 
hvad han bygger) . He also presents the Mortgage 

Fig. 34. Block o f Oa ts in thc working-class district of Vallil a. Stu­
re nkatu-Ka ngasa lank atu-Eurantie. He lsinki. 1928. Toge the r with 
Matti Fin e ll . (Pho to SRM) . 

Association building and the Kallio church as '' the 
two best modern monumental buildings" ( ... de to 
bedste moderne monumentalbyggninger" ). 53 In 1908 
the French critic Etienne Avenard published a re­
view of early 2Oth-century Finnish architecture in the 
journal Art et Decoration with Sonck e nj oying a 
prominent place and described as " un architecte 
aussi original et actif. .. ". 54 The brief assessments and 
evaluations present a generalization of Sonck as an 
artist-architect of individual expression and the 
ability to concentrate especially on single buildings 
and the artistic design of their facades. lt must be 
pointed out , however , that positive evaluations of 
Sonck were mainly presented by members of his own 
generation. Despite certain diffe rences of opinion , 
both critic and subj ect (i .e. Frosterus and Sonck) 
saw themselves as participants in the process of 
architectural renewal. From completely different 
starting points writers such as Jac. Ahrenberg and 
Waldemar Wilenius arrived at analyses which were 
much less complimentary . 55 

Fig. 35. From thc studio cot tagc . ritsalen. next to Lasses Villa in 
thc 1930's . (Photo SRM) . 
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In order to describe in more detail Sonck's specific 
nature as an architect the fo llowing section will pres­
ent a comparison with two other leading Fi nni sh 
architects. First to be discussed is Elie l Saa rinen, a 
membe r of Sonck's own ge neration. T he second fig­
ure is Theodor Höije r , a leading architect of the late 
19th century and a predecessor to Sonck. 

E lie l Saarine n (1873 -1950) firs t worked with the 
offi ce of Gesellius, Lindgren Saarinen and fro m J 907 
alone as the undisputed leading fi gure of the Finni sh 
a rchitectural p rofessio n as we il its best-known rep­
resentative abroad . 56 Saarinen began his career in 
the late 1890s, a few years after Sonck . His socia l 
and cultu ra l background was a lmost identical to that 
of Sonck. Saa rinen was the son of a clergyman fro m 
near St . Pe te rsburg, the easte rn ex tremity of the 
sphere of Finnish culture. While Sonck studied to be 
a builder and tra ined as a brickl aye r , Saarinen con­
sidered embarking upo n an artist' s career. Saarinen 
received his major commissio ns through compe­
titions, the most noted one being the Helsinki Rail­
way Station . Around the yea r 19 10 , when both 
architects were at the apex o f their careers thus fa r , 
their p rofess io nal lives took o n clearl y diffe rent 
courses. Sonck 's town-pl anning work first concen­
tra ted on areas outside the centre of Helsinki which 
were in the process of becoming urbanized . such as 
Töölö and the cape of Helsinki (later known as 
Eira ) . Soon aft e r this stage he began to work on 
small projects separa te from the city, such as the 
villa communities o r ga rden cities of Kulosaari , Al­
berga and Kauni ainen . as we il as operating in small 
towns . Sonck sought out situations where he did not 
have to take into account the growth and expansio n 
of urban techno logy with its increased traffi c no r the 
req ui re ments of comm ercia l centres. He avo ided the 
architectu ra l and technical problems of Helsinki , 
then in the process of rap id growth , at he very 
stage when Saari nen specifica ll y concent rated o n the 
ce ntre of the capita l, its t raffic and its architectural 
and fun ctio nal organiza tion . Saa rinen's work outside 
the city a rea led to the ex tensive Munkkiniemi­
Haaga pl an for a new twin city wi th routes rese rved 
fo r vehicular traffi c. Saarinen fi nally extended his 
town-planning work abroad and designed individual 
buildings in Estonia, Latvia and Germany. A log 
vi ll a was built in the a rchipelago outside of 
Stockho lm according to Sonck 's designs, and la rge 
priva te ha use in Latvia. 57 Sonck did not. how­
ever , harbour any pan- Euro pean aims of expanding 
his work in the same way as Saarinen . On the level 
of their private mili eus the diffe rences of these con­
temporaneous leading architects can be seen in 
Finströ m and Hvitträsk . Sonck's villa and summer 
office at Finström was on a small scale and one of 
the main meeting places of Sca ndinavian culture at 
the turn of the ce ntury. lt was also part of Sonck's 
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fir m ties with Sweden ."8 Saarinen's Hvitträsk was a 
large complex wi th te nnis courts and other haute­
bourgeois fea tures fo rming the se tting fo r Saarinen's 
work and his contacts with the cultu ra l e lite of the 
Continent. 59 Saarine n 's cultural capita l exceeded the 
bounds of his own professio n and he was one of the 
leading fi gures of Finnish culture of the ea rl y 20th 
century in much the same way as the painter A kse li 
Gallen-Kallela. Sonck's rote, on the other hand , was 
based on the results of his work as an architect. A f­
ter the First World War Sonck withdrew to an in­
creasing degree from public life , while Saarinen left 
Finl and and took on works of a larger scale in the 
United States. This fo rmed the basis of a successful 
professional practice continuing up to the end of the 
1930s, while Sonck had to face the di fficulties de­
scribed above. 

An ear lie r analogy fo r Sonck's career and the con­
ditio ns under which he opera ted is provided by the 
case of T heodor Höijer ( 1843 - 19 10) .60 Höij er , who 
mainly designed projects in Helsinki , had been a 
leading fi gure of the profess io n since the late 1870s 
and especia ll y in the 1880s. As pointed o ut by Vilj o , 
Höij er - like Sonck - was primarily a priva te a rchi­
tect , in fact the first in Finl and to receive his income 
sole ly from private practice. T his could be seen as a 
dependency on the fluctu ations of the econo my. 
Höij er's commissions were mainly from the lead ing 
sectors of the business community in Helsinki , and 
he suffered fin ancially from the depression of the 
1890s, losing his personal property. With the onse t 
of bette r times he was faced by the stylistic changes 
of Finnish architecture, one of the protagonists of 
which was Sonck. Höij e r , however, was younger 
than Sonck was in the 1930s , when the latte r had to 
contend with the combined problems of reduced in­
come and di ffi culties in architectu ra l expression . 

During Höi jer 's main profess io nal period archi­
tects had not ye t become organized o r specia li zed 
into professionals limi ted to certain tasks in the same 
way as in the early yea rs of the 20th century.6 1 T heir 
profess ional activity often contained entrepreneuria l 
fea tures and they oft en supervised the actu al build­
ing of their projects. Sonck, o n the other hand , re­
ce ived his income sole ly from design and planning. 
Although his training would have pe rmitted him to 
supervise building sites, he did not do so and em­
ployed master-builders for the task. Compared with 
Hö ije r's period , early 20th-century construction was 
mo re stri ctl y divided among the various trades and 
professional groups. For example the Mortgage As­
sociation building (1907-09) was designed by Sonck , 
his assistant drew up the fin al plans , the site was su­
pervised by a builder , and an outside expert was 
called in to design the reinfo rced-concrete body of 
the building. Sonck was the personification of the 
artist-architect , specifica lly responsible fo r the ap-



pearance of the building and the composition of its 
rooms and space . This was made possible by the 
clearly increased volume of construction and build­
ing in Helsinki in comparison with earlier years, the 
corresponding number of commissions and the gene­
rous income provided by the situation. Sonck was 
able to delegate various tasks to his subordinates, 
whose share of the work he clearly underlined .6 2 In 
the early years of the 20th century Sonck operated in 
a situation where the architectural profession had a 
clear image of its rote and an emerging professional 
identity with respect to civil engineers, master-buil­
ders and contractors . Sonck had been personally in­
volved in furthering such a course of development in 
the Architects ' Club. In this respect Finland had now 
come to the same situation as England and Sweden 
at more or less the same time. 63 The hierarchy of the 
architectural profession was outlined in numerous 
competitions over both public and private projects . 
The architects , the entrepreneurs of the expanding 
market of architecture, could thus present their 
views concerning the same task within the guidelines 
of a clear set of rules . The numerous competitions , 
widely discussed in the press, undoubtedly taxed the 
time and labour of architects, but they also gave 
younger and less-known architects an opportunity to 

come to the fore . Sonck's career had been launched 
through just such a competition . On the other hand, 
architects already established and acclaimed in their 
own right had to display their skills in relation to 
their own generation and the younger members of 
the profession. Although Sonck was successful in the 
1911 competition for a !arge harbour warehouse in 
Helsinki, the result led to criticism from the younger 
generation. 64 The practice of architectural compe­
titions also led to a situation where the same architect 
would not be commissioned even for two consecu­
tive projects of a similar nature , and a suitable archi­
tect was sought through competition each time for 
the building concerned . Although Sonck had 
designed new premises for the Stockmann trading 
house in Helsinki in 1912 , the firm decided to move 
their operations four years later to the new business 
centre closer to the railway station, and a compe­
tition was held for the new department store .65 The 
new project involved requirements of a Continental 
standard for the organizing of sales and the move­
ment of crowds in relation to the nearby streets 
which differed from Sonck's typical starting points , 
and he apparently did not even participate in the 
competition. 66 
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III. WORKS AND PROJECTS 
FROM 1900 TO 1910 

III.1. St. John 's Church 

l/1.1.1 . Points of departure and the result 

St. John 's C hurch in Tam pere, the present-day 
Cathedra l of Tampere, 1 it s stages of construction, 
acquisition of materials and artistic decoration have 
been thoroughly discussed by Paula Kivinen in a 
numbe r of studies. 2 The following discussion will 
concentrate on the principles of design and the form 
of express ion involved . Presented as a background 
factor is Sonck's first church project , St. Michael's 
Church in Turku from 1894-1905. ' Also involved 
are some unrealized church projects. St. John's 
Church was a key project in which Sonck combined 
a number of his own features of development from 
the late 1890s as weil as more common themes. This 
led to a series of works in rapid succession, in which 
Sonck applied the ideas he had developed in the 
church project. 

Fig . 36. Design for the church of a !arge r manor ("Eskiss till en 
kyrka for en större herresä te··i . Student project. early 1890s. 
(ÄM , photo SRM). 
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The competition for the church in Tampere was 
opened in November 1899 and it closed October 
1900. Twenty-three entries were submitted, of which 
Lars Sonck 's "Aeternitas" was the winner (Fig . 44). 
The main designs were finished in 1901 and they 
were approved in June 1902 (Figs. 45-47). Con­
struction began the same year; roofing was com­
pleted in 1904 when work was also begun on the 
vaults. The church was inaugurated in 1907. In the 
decoration work Sonck was assisted by the architect 
Yalter Jung. The works of art of the interior are by 
Hugo Simberg and Magnus Enckell. The construc­
tion work was supervised by Birger Federley, 
Sonck's former associate. The supervising builder 
was Heikki Kaartinen. The building has a brick-laid 
bearing structure faced with grey and partly red gran-
i te. The vaults are of brick. Within the upper part 
of the main tower is a supporting structure of iron. 
The roofs are laid with brick tiles. The present ap­
pearance of the church corresponds to its original 
state. 

The programme of design for the new church 
resembled the problems faced by Sonck a few years 
previously in Turku. A new and relatively !arge 
church was needed by a rapidly growing working­
class district of the town. Although the competition 
for St. Michael' s Church was held in 1894 , brick­
laying was begun only as late as 1902. In Tampere 
the corresponding stage of work began in 1903. The 
two churches were under construction simul­
taneously and the church in Turku was inaugurated 
only two years before St. John 's Church . The finish­
ing details of St. Michael's Church reflected the fea­
tures of the designing stage of the Tampere project. 
A similar overlapping of work occurred also with St. 
John 's and the church of Kallio in Helsinki 
(1906-12). St. John's Church was in the middle of a 
series in which projects of a single function were 
under preparation from the early 1890s to the 19 lOs . 

The main drawings for St. Michael 's Church from 
1895 continued a tradition of Neo-Gothic long chur­
ches in unplastered brick which Carl Gustaf Th. 
Chiewitz4 had introduced into Finland in the 1850 
(Figs. 37-38). Around the end of the 19th century 
this convention was applied by Theodor Decker and 



Fig. 37. St. Michae l's Church . 
Turku. 1894-1 905. North e lev­
a tion. main drawings from 1895. 
(Archives of the Evangelical-Lut­
heran Congrega tions. Turku . pho­
to SRM) . 

Theodor Höijer, among others. 5 Josef Ste nbäck 
worked in this manner up to the end of the 1890s . 
St. John's Church in Helsinki (1886-1891), designed 
by the Swedish architect A. E. Melander , was com­
pleted a few years before the Turku co mpetition . 
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Fig. 38. St . Michae l' s Church . Floor plan . main drawings from 
1895. (Origina l and pho to as Fig. 37) . 

This grand example of rohbau Neo-Gothic a rchitec­
ture with its twin towers and full-basilica division of 
space was part of the cathedral tradition . St. Mich­
ael 's Church was designed as a long church without 
a clerestory , but its starting points were mostly 
linked to new German architecture , mainly the 
works of Johannes Otzen .6 

During the long stage of design and construction 
the church project acquired features that departed 
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Fig. 39 . So nck's p ro posa l from 1897 fo r changing the des ign of 
St .Michac l's Church. T he towc r would have stood above the 
chancel. (Ä M. pho to SRM/Paul a Ki vinen). 
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Fig. 40. St. Michael's Church. Wes t facade with main entrance, 
(Photo SRM/Asko Salokorpi) . 

from the conventions of brick Neo-Gothic, Gallery 
columns of stone were included from the very begin­
ning of the project7, but in the final stage stone was 
also used in the altar and the pulpit as weil as in the 
facades , The decoration , chiseled in stone and 

Fig. 41. St. Michacl's Church. Northeast vicw . Rakentaja I 1905. 
plate appendix 1. 
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Fig. 42 . St. Michae l's Church . Thc chancel in its o ri gina l statc . 
(Photo SRM/.lohannes Schalin) . 

painted on pl aster, was finally based on international 
art-nouveau and themes from nature . 

Despite the novelties incorporated in the spatial 
solutions and the finishing details of St. Michaers 
Church, it was neverth eless a compromise , for Sonck 
was permitted to execute changes only on the level 
of details . 8 The church contains ideas of different 
age and of varying origins, involving starting points 
adopted over the course of several years. During the 
project Sonck developed from a successful a rchitec-

Fig. 43 . St. Michael's Church . Yiew towards the west. (Photo 
SRM/Johannes Schalin) . 



Fig. 44 . Sonck's winning entry un­
de r the pseudonym "Aetern itas" 
from 1900 for the competi tion for 
a new eva nge lical church in Tam­
pere (S t. John 's Church , prese nt­
day Ta mpere Cathedral), 1900-
07. Rakentaja I 190 1, appendix of 
plates . 

Fig. 45. St. John 's Church. West 
elevation, main drawings from 
1901. (Archives of the Evange lical­
Lutheran Congregat ions, Tampe­
re , photo SRM). 
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tu ra l student to an experie nced professional. A l­
though in later yea rs he moved away from the so­
lutions of fo rm used in the project , the problems he 
encountered fo r the first time in this connection , 
such as his relationship with histo ry and especia lly 
the Middle Ages as weil as the ro le of the building 
in the townscape and the use of natu ral stone, re­
mained cent ra l to him fo r many yea rs. For example, 
Sonck 's a lterat ion pro posal fo r the Turku project 
was based on a !arge tower to be placed at the chan­
cel end of the building. T his was presented in the 
alternative of the compet ition e ntry of 1894 and 
again in 1897, but was re jected (Fig. 39) . The idea 
came to completion in the Kallio church in 
H elsinki .9 Sonck 's later success in the design of chur­
ches was based to a great degree on the problems 
posed by this project , which marked the beginning 
of his career. 

Many of the fea tures of St. Michae l's we re trans­
fe rred and applied to the new church . The main po r­
tal, the hall and secondary po rtals we re linked in a 
similar manne r and repea ted in the interio r we re the 
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Fig. 46. St. John 's Church . Sect ion towa rds thc east. main draw­
ings from 190 1. (O rigin al and photo as in Fig. 45) . 

gently curving vaults and the stone columns support­
ing the ga lle ries. The design of the main facade in­
volved two towers , symmetrical in relation to the 
lengthwise axis , but asymmetrical in form, and was 
based on the Turku design . The same also applies to 
the way in which the overall volume was limited by 
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Fig. 47. St. John 's Church. Floor plan. main drawings from 1901. 
(Origina l and photo as in Fig . 45) . 
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the corner towers. The large round window of the 
gable , which in the competition entry was still a rose 
window , a lso goes back to St. Michae l' s Church, via 
it to inte rn atio nal Neo-Gothic style and ultimatel y to 
Gothic a rchitecture per se. St. John 's Church was 
thus connected to the process of design and ex­
ecution of the preceding church proj ect. However , it 
did not o nly vary the themes of the latte r , but com­
bined them in a renewed way of applying the themes 
of Neo-Gothic and Gothic architecture. 

The plan of the church , cruciform with extremely 
short side-arms , was based in contour and through 
its large central vault on a square form. The plans 
of the areas ad joining the central part and the vault 
heights of the galleries diffe r from each other, which 
stresses the asymmetry of the sides of the main 
space. This attempt at variation is also served by the 
lighting of the church . Highly different window 
forms and sizes, toge ther with the varied vaults, 
isolated the individual a reas and spaces in the whole . 
The leading theme of the interior is thus an extensive 
whole comprehended as uniform with growing indi­
vidualization towards the sides . The technically de­
manding vaults of exceptionally gentle curves, made 
of light brick, present a continuation of Neo-Gothic 
architecture, however without any definite historical 
prototypes . 111 The variation of the ex terior appear­
ance, based on the plan , is added to by variation in 
level in the various parts of the volume. The towers, 
as weil as the other parts , outside the main roofed 
area, are of different height. This feature reflects 
partly, but not consistently, the interior division of 
space and its variations of height. The exterior 
alludes to types of interior space without correspon­
dence and the volume achieves individual features 
especially through the use of various roof forms. The 
sacristy with its adjoining stairwell is integrated into 
the plan , but on the exterior it takes the form of a 
pyramid-roofed tower. The west wall of this part 
contains seve ral forms and sizes of windows. The 
themes of the exterior are thus in correspondence 
with the inte rior . The whole was first particularized 
and the isolated parts were varied with the use of 
minor themes . 

The multidimensional and sculptural form of the 
church is bound by its uniform , but again varying, 
stone surface. The stone material is linked to both 
structures and architectural expression. Used in the 
building of the church was grey Uusikaupunki 
granite combined with reddish pieces creating a 
slightly polychrome result. 11 The variation of the 
freely interpreted squared-rubble walls is based on 
four factors: size of stones , differences in grade , 
varied relief and variations of grey hues with red ac­
cents . With the exception of the stone foundation , 
this materia l is not a structural feature, but a cover­
ing . t 2 The aim , however , was to create the im-



Fig. 48 . St. John 's C hurch. North­
west view. (Photo SRM/E .M 
Staf). 

pression of solid stone architecture , viz. a massive 
stone wall bearing the weight of the building . Stone 
is a factor dictating not only the appearance of the 
building but also its immediate surroundings . In ap­
proaching the church the laid stones of the walk rise 
into a wall, continuing through the stone portal into 
the courtyard and via the outside walls to the struc­
tures of the hall - further on into the upright sup­
ports of the interior and culminating in the pulpit 
and altar. The only polished granite surfaces of the 
building are in the altar and its railing . Thus, the 
ways in which the granite was dressed create a vari­
ation of texture and a hierarchical division of the 
whole. 

Granite links the exterior and interior range of 
colours , and the main hue of the plastered interior 
surfaces is also grey. Con trasts are provided by t he 
frescoes and the stained-glass windows . Correspond­
ing to the uniform stone surface of the exterior is the 
plaster of the interior. The rough surface of the plas-

Fig. 49. St. Jo hn 's C hurch . Vicw from the east. (Photo SRM/ 
Paula Kivine n) . 
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ter, its subdued colours and rounded forms break 
the light from the windows gradually and without 
clear borders . Reflecting surfaces are consistently 
avoided . 

Both outside and inside , a uniform mass of wall 
provides the starting point with its principle of a con­
tiguous surface following from plastic moulding. 
The joints of planes and surfaces are rounded both 
horizontally and vertically and in both inside and 
outside corners. This feature emphasizes the mass of 
wall and via it a certain atectonic quality. If the ex­
terior stonework of the church were characterized by 
ashlar the technique of rounding would have been 
contrnry to the principle of evenly divided blocks. 
Curved joints , on the other hand, are not in conflict 
with the idea of a fine-grained , "random" and ir­
regularly laid stone wall. i:i In the !arger surfaces the 
unbroken and fluid stone work covering the varying 
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Fig. 50. St. John's Church. En­
trance to the sacristy in the south­
west corner of the church. (Photo 
SRM/E.M. Staf). 

volume of the church with its different accents disin­
tegrates into fine-grained relief characterized by 
light. The shadows of individual volumes and projec­
tions, such as the buttresses, create !arger themes on 
the surface. The continuous variation of this is 
linked to the direction and nature of the light. One 
of the main themes of the church, the continued 
variation of !arger units down to the micro level is 
also accomplished in this connection. 

Variation and asymmetry are also taken into ac­
count in the site location of the church, where bal­
ance is not based on frontal but diagonal views. This 
idea was already present in the town-planning pro­
posal for the surroundings of the church from 
1902-05, which specifically avoided symmetrical 
and axial views. 14 The thematic series achieved by 
the gradation of volume can be seen in the side view 
(Fig. 48). In the main facade the portico of the fence 



Fig. 51. St. John 's Church. The 
nave towards the east. (Photo 
SRM/E.M. Staf). 

or wall with its pyramid roof, the gable of the main 
portal, the triangle behind it intersecting the round 
window and finally the triangle delimiting the whole 
of the gable, form an expanding triangular theme ris­
ing in stages and linking the axis of the church to its 
surroundings. 

Mentioned above were the atectonic character of 
the exterior and the stone material forming the wall 
in which even the framing of the openings alludes to 
vaults built completely of stone. This, as weil as the 
anti-classical design, suits the applied starting points 
of medieval forms and ideas. 15 Despite this , the 
building contains in places tectonic and in fact sup­
porting structures of stone. 

In the outer walls the stone wall combines sup­
porting structures of stone, partly based on columns 
and lintels such as the stone colonnettes dividing 
the row of windows on the south face and the pillars 
and blocks in the side-openings of the large arched 
windows on the north side. On the exterior the hea­
viest column-and-lintel structure is in the extension 
of the lower part of the main tower where the uoor 
recess is framed by two blocks supporting a third 
one. The massive appearance of the stone material 
is underlined by a narrowing of the recess. The struc­
ture is technically called for, but executed in an 
exaggerated manner. 

The most important supporting structures of the 
interior are two stone columns built of monoliths 
and drums , carrying the weight of part of the central 
vault , the galleries and the vaults of the naves at the 
sides (Fig. 52). Although Sonck had by this time 
designed stone columns for St. Michael's Church, 
the main columns of the present church signified a 
new relationship with stone. They were introduced 

at a late stage , and the decision to include them 
was made after the final plans and designs had been 
completed. 16 The original idea was to have them 
made of brick. The monolithic gallery columns sug­
gest a number of explanations. Their classicizing en­
tasis does not for example end at a corresponding 

Fig. 52. St. John·s Church. View from the main entrance towards 
the northeast . (Photo SRM/Heikki Havas). 

37 



Fig . 53. St. Joh n·s Church . View towards the cas t. Photo take n 
before thc bcnches were insta ll ed. In the photo Hugo Simberg has 
ske tched one o f his murals. Ki vine n 1986. p. 110. 

capital . The use of stone is given an allusion to an­
tiquity by a partly executed Doricist fluting of the 
column supporting the deep gallery o n the south 
side. 

The door openings between the hall and the nave 
involve a system of upright blocks supporting !arge 
beams . This is based on the need for providing sup­
port for the !arge stone-faced end wall at the openings 
in its lowe r parts. The normal practice in late l 9th­
century architecture would have been to classicize 
this kind of bearing structure. while Sonck made ref­
e rence to earlie r strata in the history of a rchitecture. 
In its massive and reduced form the stone work ref­
ers back to the sources of tectonics or the megalithic 
monuments of the Stone Age. This is understand­
able in view of the allusions of the church to the 
architectural traditions of trans-Alpine Europe. The 
feature in question is explicitly archaic , involving the 
use and presentation of e lements of exaggerated 
weight with respect to the structure invo lved . 

The stone. wood and meta! ornamentation of the 
church display links with majo r architectural themes. 
Howeve r. the original designs did not imply any 
marked use of a rtistic decoration. and the ornamen­
tation and a rtwo rk were added to the project only 
after the completion of the mai n designs and plans in 
1903. 17 Although the murals are an integral part of 
the church . they did not in any way dictate the pro­
cess of design . 

The a rti sa n-type decora tio n of St. John 's Church 
was apparently designed as a whole by the architect 
Valter Jung (1879-1946) . who worked for Sonck at 
the time . 18 The decoratio n . based on styli zed themes 
from nature . is recessed in negative relief. as in the 
columns of the galleries . The enframing motifs of the 
portals form a clear exception. The recessed orna­
ments are partly a natural consequence of the mater­
ials used - i.e. stone and wood - which are worked 
by removing material. This . however . does not suf-
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fice as an expl_anation . for Sonck and Jung applied 
the same principle to plaster in other works of the 
pe riod. The o rname nt al themes are sunk into the 
unbroken basic surface to stress its continuity. This 
feature is ch aracte ri zed by anti-classicism. Where the 
classicizing stylistic apparatus· of the 19th century 
saw ornament as something to be added to the basic 
leve l of the wall surface. the reverse situation is true 
in this case. The unbroken surface dominates and 
the additions a re in a sense subjugated to the basic 
leve l. Thus. o rn ament and decoration comhine with 
the overall a im of creating unbroken fields extending 
without inter ruption past the boundaries of surfaces 
in the building. This concept applied even to the 
e lectric lighting fixture s of copper placed in the cor­
ners and columns of the nave. Their matte-beaten 
plates do not break the continuity of the surfaces of 
plaster and stone. 

The ico nographic programme of the decoration of 
the church combined traditio nal Christian symbols 
with stylized themes from nature. The choice of mo­
tifs was gove rn ed by the sacra l function of the build­
ing with its resulting conventions . Some . such as the 
birds of the main porta l. which can be interpreted 
e ither as pe licans or eagles. and the crosses are 
linked to tradition . A longside these are freely­
chosen and highly stylized botanical themes. The 
programme of the latter emphasizes organic nature 
in an unconvention al manncr. The themes are not 
ones re lated to the history of architecture and simpli­
fied as decorations, such as rosettes, but tend to 
stress the more direct prese nce of nature. Their pres­
entation in the nave on an equal leve l with Christian 
iconography can be seen in terms of ana logy as 
implying that nature itself is a great temple created 
by God . Accordingly , plants take on a higher level 
of meaning . As a whole, the material conception and 
themes of the church contain a tiered progression . 
Inorganic nature is present in stone , while the plants 
are present in wood . di spl ay ing its structure and in 
the ornaments. The animal kingdom leads on to the 
human element in the murals - the life , death and 
resurrection of man , the mythology of the Bible with 
its angels and finally the presence of God. 19 

The a lta rpiece of the church must be mentioned 
here. as it relates to Sonck 's attitudes regarding the 
use of images in his architecture . The competition 
entry presented a Neo-Gothic altar structure , in 
which the central part was reserved for a traditional 
painting or altarpiece. 20 In the main design stage the 
structure was made lower with features characteristic 
of Sonck's wooden architecture of the late 1890s.2 1 

A small space was reserved for the painting. At the 
same time Sonck was also designing the chancel of 
St. Michael 's Church . This was originally planned to 
include a !arge Neo-Gothic triptych piece. 22 The idea 
was given up and finally the church came to have as 



an altarpiece an ascetic stea tite slab with a triangular 
upper part. The piece and the pulpit were designed 
by Max Frelander ( 188 1- 1949). As it was low and 
grey, it was intended as o nl y a part of the decoration 
of the chancel and the ad jo ining walls were to he 
painted in colourful frescoes. 21 At Tampere, the 
situatio n was finall y achieved where Sonck could 
completely give up the idea of an alta rpiece structure 
afte r the nature of the intended painted decora tio n 
fo r the interior of the church had been establishcd . 

The final painting executed in 1906 and 1907 
by Magnus Enckell ( 1870-1925) was rectangular 
with a strongly emphasized fr ame. The to ne of the 
work differed from the dominant artistic concepts of 
the turn of the century. Originally, frescoes, the 
traditional technique of painted decoration , were 
connected to the design of surfaces and materi als in 
the church. While an indepe ndent image, frescoes 
were a lso part of the continuous wall surface - a 
coloured section . St. John 's Church saw a return to 
the period preceding individual paintings , not isolat­
ing the picture as a separate feature. Both esthetic 
and historical dimensions were present in the inte­
grated design of the surfaces and materials of the 
buildings as weil as in the role of the paintings. 
So nck had earlier discussed the use of frescoes in 
connection with medieval forms in 1897 in the de­
bate concerning the restoratio n of the Cathedral of 
Turku. 24 

At the time of its design St. John's Church dif­
fered from the traditions of Finnish church architec­
ture. The type of space combined in a new way the 
centralized and long church types as weil as two 
traditions of architecture: a centralized space usually 
executed with the means of classicism and vaulting , 
mainly related to Neo- Gothic long churches . The 
result se rved two aims. lt fulfilled the desire of the 
commissioning party for a house of preaching with 
good visibility , as expressed in the programme of the 
competition . At the same time, forms de rived from 
the Middle Ages linked the building to the tradi tion 
of Christi an architecture in a way that had become 
almost dogma fo r example in Germany, and which 
was of importance and influence for Finland. 25 

Sonck was ab le to execute his designs for St. 
John's Church in a situatio n where both general styl­
ist ic trends in Finland and the contracting party we re 
favo urably inclined towards innovations in re lation 
to trad ition . He was a llowed to make changes to his 
o riginal design and when the painted decoration was 
agreed upon the artists were given free choice of 
programme . This situation differed completely from 
the problems Sonck had encountered in trying to 
change the designs and plans for St. Michael's 
Church. The project for St. John's Church, on the 
other hand , could be carried out from start to fini sh 
as a singularly intact and fast process. 

In this church Sonck combined influences from a 
va riety of histo ri cal and geographic sources . In the 
background was Neo-Gothic church architecture as 
an international trad ition and as standard practice, 
the applicatio ns of this tradition in Finland and 
Sonck 's experie nces of St. Michael's Church and of 
cert ai n unrea lized plans. 26 T he floor plan of the 
church is of a type common in late l9th-century re­
for med architecture in Germany. 27 Kivinen has also 
refe rred to A nglo-American prototypes and mode ls, 
which may have been involved .28 Germany, how­
ever , was the country which mainly provided the 
Finns with models and where Sonck himself had 
trave lled on many occasions. On the other hand , it 
is obvio us that some of the exterior features of the 
church are re lated to the increased influence of 
Anglo-American architecture in Finland since the 
late 1800s. The sto ne masonry of the facades is 
loosely based - as demonstrated by Sixten Ringbom 
- o n Scottish examples. 29 T he U nited States clea rl y 
provided the themes and vo lumes of its late 19th­
century stone architecture. The church thus com­
bines in the form of a synthesis German Neo-Gothic 
architecture, Scottish-based sto ne technique, Ameri­
can themes and the Finnish tradition of Neo-Gothic 
architecture within the bounds of the leading themes 
defined by the a rchitect. References to the Middle 
Ages are very common in terms of volume, vaulting 
and de tails . Added to the Gothic mate rial a re refer­
ences or allusions to other strata of architectural his­
tory. The building is linked to the principles of hi s­
toricism and eclecti cism , but does not display any 
antiquarian re lationship with the traditio n of its 
function. The large ribbed vault of the central space 
was a new feature in la rge-scale brick architecture in 
Finland. There are, however, foreign prototypes and 
e.g. by the late 19th century certain older centralized 
churches of Finland had been fitted with Neo-Gothic 
vaults. 30 Some interior spaces of the Middle Ages, 
such as the large cent ra l vault resting o n brick 
columns in the church of Huittinen , were a lso in the 
background. For Sonck , the church signified the 
transfe rral of Medieval mate ri al from iso lated 
themes to a principle dictating the design of larger 
entities. 

II l.1 .2. Relationship with the surroundings 

In the main pi ans fro m 1895 St. Michael's Church 
was pl aced o n a ra ised terrace in the middle of a 
square as a monument fully visible from all direc­
tions (Fig . 54). In 1898, prior to the competition fo r 
the church in Tampere, Sonck had debated in the 
press about the town-planning situation in Helsinki . 
Forming the background in this connection and in 
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Fig. 54 . St. Michae l's Church in 1905 immediately aft e r comple­
tion. (Photo SRM/Johannes Schalin ). 

the ensuing town-planning competition fo r the area 
o f Töölö in Helsinki we re the concepts of Camillo 
Sitte and Sonck's experiences of earlie r townscapes 
ga ined mainly through trave ls in the German-spea k­
ing countries and in Ita ly-' 1 (Figs. 55- 56) . For his 
entry in the Tampere competition in 1900 he had 
presented two buildings in the immedi ate vicinity of 
the church. At this stage Sonck operated within a se t 
planning situation. He located the church in its 
park-like surroundings so that the stree t leading to­
wards the tower facade would not provide a view to 
the main entrance , but would have the tower as its 
background . The church was to ri se from its sur­
roundings of lower and irregular buildings in the 
spirit of its medieval antecedents and the ideas of 
Sitte. Medieva l the mes were also extended to the 
buildings intended to adj oin the church . The 
perspective d rawing of the entry includes the sketch 
of a semi-medieval building, marked in the site plan 
as a school:12 T here we re two reasons for this. The 
building fo rmed a continuation of the themes of the 
church in its immediate vicinity, while it was also 
re lated to the church th rough the traditions of its 
function. T he assoc iatio n with the Middle Ages is 
tha t of the so-ca lled cathedra l schools. Sonck did not 
extend his medieval concept to the surrounding town 
structure , as an apartme nt building also shown in the 
drawing is of a diffe rent iconographic framework . 

The intended combinatio n of church and school in 
the T ampere entry find s para llels e.g. in Sweden , 
where restorations of !arge medieva l churches were 
in progress in the late 19th century, which Sonck no 
doubt was fa miliar with . Helgo Zette rwall restored 
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the Cathedra l of Skara in the yea rs 1875 and 
1886-94. Ea rlie r , in 1865 - 71, he had designed a 
Neo-Gothic school building ( Katedralskolan) next to 
the church. Both in Skara and at Tampere the 
Mi ddle Ages we re re lated both to the architectu ra l 
appearance and the combin atio n of two buildings on 
the idea tio nal level with histo rical antecedents:'-' 

In the main designs fro m 190 1 a number of o ther 
buildings , loca ted dense ly, were added to the sur­
roundings of the church, and the park was planned 
in smalle r fo rm . Around the same time, Sonck ad­
dressed the pro bl ems of small-town architecture in 
Finland in his article " Va ra sm ästäders gestaltning" 
( On the design of our smalle r towns). 34 He also pre­
sented his ideas conceming urban planning and archi­
tecture in 1902 in connectio n with a town-planning 
co mpetition held in Tampere . The same year he pre­
pared a town plan fo r the section o f Tampere sur­
rounding the church35 (Fig. 57) . The ideas presented 
in connectio n with the church and its lo t were trans­
fe rred to the actual structure of the urban envi ron­
me nt. 

Sonck 's plans we re not rea lized , however, in con­
nection with the surro undings of the church, or even 
in the case of the urban environment. The di agonal 
line of T uo mio kirkonkatu stree t , laid out by Sonck, 
gives an indication of his desire to open varying 
views of his church. T he townscape vistas sketched 
fo r Tampere , with the church as their culmination 
po int , led in 1904 to a pl an fo r the surroundings of 
St. Michae l's Church (Fig. 58). In this pl an the vo l­
ume of the church is cont rasted with dense ly located 
and lower buildings, also aspiring a medieval image . 
Only partl y revealing vistas of the church - appar-

Fig. 55 . Compe tition entry fo r the town plan of the Töölö district 
in Helsinki , 1899. II prize. A teneum 1900 . Appendix of plates. 



' ' , 
'''•-. 

"(/. ' 

Pcrapelctiv 

frln Fjelldalstorg. 

; 
•,1 i 

tf, \ j t' . ·· . 
r, a 

I' 

Fig. 56. Sonck\ sketch accompanying his Töölö town-plan entry 
from 1899. Areneum 1900. appendix of plates. 

ently random - would have been opened. The plan 
was not carried out. 

The aim of Sonck's urban ideal around 1900 was 
to create within a single planning process a situation 
which had come about over the centuries in the 
towns and cities of Continental Europe, which were 
regarded as models in this respect. The leading 
theme was the creation of the atmosphere of 
medieval urban environments . This applied to the 
individual building as weil as the town as a whole. In 
the 1895 design of St. Michael's Church medievality 
was limited to the building alone. The Töölö town­
planning competition of 1899 and its appended 
perspective illustration showed an urban concept 
where medievality guided the formation of the urban 
structure. A limited opportunity for achieving such 
an ideal was provided by the town plan for the sur-

Fig. 57. Town pl an for the district around St. John's Church. Ini­
tial planning from 1902. completed in 1905 and approved by the 
city authorities in modified form in 1907. The buildings around 
the church. markcd in black. were not built. Kivine n 1986. p. 58. 

roundings of St. John 's Church in 1902 - 07 . In 1904, 
when Sonck wished to link his now broadened con­
cept to complement his first church design, the com­
missioning party prevented the combination of the 
beginning and end of the process into a synthesis. 

Fig. 58. Plan to rea rrange the immediate surroundings of St. Mi­
chael's Church. 1904 . Not rea lized. Arkirekren II 1904. p. 19. 
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The principles of the period stressing a total con­
cept of planning involved the building, its details and 
interior as weil as its surroundings as a whole , pro­
gressing from without to within and vice versa with a 
guiding principle which created a uniform sphere of 
forms on both the macro and micro levels . The guid­
ing principle here involved the ideas and forms of 
the Middle Ages, or more precisely the late l 9th­
century interpretations of the surviving physical 
reality of the Middle Ages. Sonck's knowledge of 
the Middle Ages was not in itself sufficient for such 
results . The concept was made possible only when 
knowledge was cemprehended as an esthetic basis 
guiding the process of design. 

l//./.3. Themes of the past 

Sonck's method of applying historical material 
changed in the course of the project for St. John 's 
Church . The competition entry contained distinct 
Gothic features, such as arched windows and !arge 
rose windows divided in the manner of Central­
European cathedrals. In the final designs the arched 
windows were straightened and the division of panes 
of the round windows no longer emplo~ed medieval 
prototypes. The spire of the main tower , originally 
of complex form, became simpler in the executed 
version . The final form was of a type favoured by 
both Gothic and Neo-Gothic architecture where the 
central rising part is ad joined by four corner towers. 
Ever since the completion of the church this form 
has been regarded as displaying parallels with the 
tower of the medieval church of Finström, Sonck's 
childhood parish.'6 The design would thus have in­
volved a local form of expression. with themes 
sought not only from the Middle Ages in general, 
but especially from the historical architecture of Fin­
land. This was no doubt the case. but in a manner 
involving features more complex than the form of 
the tower alone. 

Sonck 's attitude towards medieval architecture 
can be seen in the polemic and debate of the 1890s 
concerning the restoration of the Cathedral of 
Turku. With respect to individual buildings it signi­
fied for Sonck a deepening of his medieval themes in 
the same way that historical towns had been exam­
ples for his town-planning work. These courses of 
development were simultaneous . In the published 
debate Sonck presented statements concerning the 
Middle Ages that facilitate the interpretation and 
explanation of St. John 's Church and works that fol­
lowed it. 

The medieval church architecture of Finland was 
familiar to Sonck from the expeditions of the Finnish 
Archaeological Society of the early 1890s:17 In plan-
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Fig. 59. Project for the restoration and remodelling of Turku Ca­
thedral, 1897. Tekniska Föreningens i Finland Förhandlingar 
1897, 1-2. p. 81. 

ning the restoration of the Cathedral of Turku. the 
main monument of this group. Sonck drew up in 
1897, on his own initiative, an illustrated counter­
proposal to the official programme (Fig . 59). This 
proposal was published in article form (" Ti// fragan 
om resraurering af Abo Domkyrka" - On the restor­
ation of the Cathedral of Turku) .-18 Sonck's starting 
point was the indisputable value of the architectural 
monuments of the past as documents of both histori­
cal change and continuity. Of importance in the ex­
terior of the church are the presence of layers or 
strata and the co-occurrence of architectural so­
lutions of different age. This, however , applied only 
to the medieval period, and later changes should be 
removed . Not all periods were of the same value, 
especially not the classicizing ones. Accordingly , it 
was permissible to change the forms and contours of 
the church to restore the right spirit or atmosphere. 
Among other solutions, Sonck was prepared to 
lower the roof of the sacristy, in order to "give the 
building an appearance resembling the sacristies of 
our old rural churches". For Sonck, the remains of 
medieval architecture were material that could he 
shaped and formed with atmosphere as the primary 
consideration. Another main feature was the stratifi­
cation of medieval architecture, presenting itself to 
the viewer through details . "Details are the spirit of 
the history of bygone centuries. .. and details . ... 
have the greatest emotional value (affektions­
värde)" . Sonck ascribed to details a three-tiered con­
tent of values: emotional value (affektionsvärde), 
art-historical value (konsthistorisk värde) and es-



thetic value (skönhetsvärde). Details of emotional 
value served at the same time as the memory of a 
building , passing on its story to future generations. 

Judging from the article, Sonck's concept of the 
Middle Ages leaned heavily on a free interpretation 
with a stress on atmosphere and the richness of de­
tails . Applied to St. John 's Church , this implied a 
separation from Gothic forms on a specific level and 
the use of rich and varied details to achieve a 
"story". This provides the background elements of 
the varied nature of the decoration of the church and 
the different interpretations involved. On the other 
hand, stone as a durable material was the best way 
of preserving and recording the story . In his article 
Sonck wrote of the importance of the "liveliness" 
(liflighet) of facades and was prepared to make ad­
ditions to the cathedral. Especially "the buttresses 
enliven the facades to a great degree". 39 In the case 
of Tampere , Sonck made special use of buttresses 
providing variation to the exterior and support for 
the whole structure. 

This article provides further light on the main 
tower and fence of the church. The upper part of the 
tower resembles Sonck's proposal for the Cathedral 
of Turku, based on a documented historical phase in 
the history of the building. Thus , the tower of St. 
John's Church is linked to the history of Finland's 
chief medieval monument , and provides the church 
with a dimension conforming to its status as the lar­
gest and most visible church in Tampere. The 
cathedral analogy can also be linked to the realiz­
ation of the project. The construction of the church 
was a markedly communal event also involving a 
collective of artists. The large degree of stone work 
carried out at the site achieved features comparable 
to the construction of medieval cathedrals. 40 

The stone wall surrounding the church came to be 
included in the main designs. With its roofed portal 
it has been seen as a reference to similar structures 
in the medieval rural churches of Finland. In his 
1907 review of the building Torsten Stjernschantz 
regarded the wall as "atavistic" and suited to a small 
rural church. 41 Sonck was regarded as having intro­
duced into an urban environment a feature of a 
genre clearly indicating a rural setting . He was, how­
ever, aware of the demolished encircling wall of the 
Cathedral of Turku. The stone fence of St. John 's 
Church was not a simple loan of preserved rural 
structures, but an allusion to the role of the church 
as an urban cathedral with the large- scale encircling 
wall of Finland's main medieval church in the back­
ground . 

The stone masonry of the facades also involves the 
level of regional history. Before the Tampere com­
petition Sonck had drawn up several designs for 
stone-faced churches . His training study from 1894, 
"Eskiss till en kapellkyrka" contains a sketch of a 

Fig. 60. Design for a rural church (""Eskiss till en landskyrka 00

), 

1897. Detail from a !arger drawing showing four elevations. (ÄM. 
photo SRM). 

greystone church (Fig. 27), and in the entry for St. 
Michael 's Church the surface was of ashlar. His 1897 
sketch for a rural church also used stone, as did the 
project for the church of Kylmäkoski the following 
year (Figs. 60-61). From the same period as the 
Tampere competition is a project for a church in 
Nilsiä for which an even ashlar division of blocks was 
designed4 2 (Fig . 62). In the competition entry for St. 
John 's Church the surface differs from the above 
insofar as the irregular but even-layered stones are 
surrounded by surfaces of plaster. The impression 
resembles that of the masonry of certain medieval 
churches in Finland. 41 In the main designs Sonck 
adopted the squared-rubble wall which was freely 
applied in several of his future works. 

In St. John's Church Sonck revised the traditional 
type on several levels. In ideational terms the church 
was linked to the ideas of the 19th century, its his­
toricism and explicit respect for the history of the 
nation. In local or geographical terms the building 
expresses the ideas formulated in the mid-19th cen­
tury by John Ruskin and others concerning the 
nature of "northern" architecture. Thus, the work in 
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Fig. 61. Design for a stone church in Kylmäkosk i. 1898. (Kylmä­
koski parish archives. photo SRM) . 

question served as a continuation of certain long 
lines of development. At the same time , it signified 
a conscious distancing from the sequels of the 
Graeco-Roman tradition of architecture and the fol­
lowing of international Neo-Gothic architecture . For 
Sonck personally, success in the competition meant a 
rise in status and a consolidated position. After some 
years of professional practice, he could now claim to 

be at the fore of his profession in Finland . 
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Fig . 62. Design for a church in Nilsiä. 1900. (Nilsiä parish archi­
ves . photo Kuopio Museum of Cultural History). 
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111.2. Competition project for the museum 
of archaeology, history and ethnogra­
phy in Helsinki 

From March 1901 to May 1902 an architectural com­
petition was held for an archaeological-historical 
museum which was to be built in Helsinki. The 
project was for a museum illustrating the history of 
the nation . The competition involved the presen­
tation of the history of material culture in Finland . 
In terms of stylistic development in architecture this 
competition was one of the most important ones in a 
series of turn-of-the-century architectural compe­
titions for major projects including the Finnish or 
National Theatre ( 1899), the church of Tampere 
(1900) , the new railway station of He lsinki (1904) , 
the Kallio church in Helsinki (1906) and finally Par­
liament House (1907). Sirkka Kopisto has presented 
a summary of the museum competition, its various 
phases and the final muse um project , 1 and only brief 
mention will be made of it here. The competition 
was preceded and parti ally launched by a debate in 
the press criticizing the 1899 museum designs and 
plans of the National Board of Public Building 
which had been regarded as official and final. The 
classicizing project was criticized on both functional 
and stylistic grounds, and it was not regarded as suit­
able for the correct presentation of the material cul­
ture and artefactual history of Finland. Fifteen en­
tries were submitted and first prize went to the archi­
tects Gesellius , Lindgren & Saarinen. The museum 
building designed by them in 1904 was built in the 
years 1906- 1910. 2 

The pamphlet Vart museum (Our Museum) , writ­
ten in 1900 by several architects , including Sonck, to 
raise a debate over the museum issue, presented 
aims for the competition. ·' In functional terms , the 
so-called agglomerate principle was stressed in which 
the various collections would be housed in separate 
parts of the complex , each with distinct features of 
design. The goal was to create a panorama of the 
national past consisting of different types of rooms. 
This could be linked to an asymmetrical and dis­
persed volume , which in turn was one of the main 
trends of early-20th century architecture in Finland . 
The architects ' pamphlet also stressed the emotional 
aspects of the joint effect of architecture and the 
collections. As expressed in the pamphlet, the en­
tries of the writers can be characterized as part of a 
modern movement with the aim of changing a cul­
tural-historical museum 'from a warehouse, boring 
for most people , into a shrine of atmosphere where 
one can experience for fleeting moments images 
from times long past in the alluring shimmer of the 
authentic colour of the period ' ("Kanske skola föl­
jande sidor dock kunna klargöra den modärna 
rörelse, som sträfvar att förvandla ett kulturhistor-



Fig. 63 . E ntry in the compe tition for a muse um of archaeology, histo ry and ethnography, 1902. V prize. Facades fac ing south and east. 
(VA, photo Pekka Korvenmaa). 

iskt museum frän ett va ru-upplag, tröttsamt fö r de 
mesta , till ett stämningsfull helgedom , där unde r 
snabbt fl yende stunder bilde r fr än länge sedan 
gängna tider träda en tillmötes i den äkta tidsfä rgens 
fä ngslande skimmer. "). 4 Sonck's entry "Labuntur 
Anni " was given fifth pl ace. In their summa ry of 
results, the foreign members o f the competitio n jury, 
lsak G . Clason of Sweden and Martin Nyrop of Den­
mark , envisioned the desirable future of F innish 
a rchitecture . Although most of the entries applied 
similar means of expression , such as histo rical stra ti­
fication and themes from traditional Finnish archi­
tecture , the winning entry was seen as best rep-

Fig. 64. T he museum competition entry. Facade facing southwes t. 
(Original and photo as in Fig. 63). 

resenting "the arti stic orientatio n now emerging in 
Finland ."5 

The competition came at a time in Sonck's caree r 
when he had just co mpleted the main des igns and 
plans for St. John 's Church . St. Michael's Church 
was unde r construction , and he was preparing the 
designs for the Helsinki Telephone Associa tio n 
building. The unrea lized museum project should be 
seen as a la rge-scale testing ground for Sonck 's ideas 
of the period . 

" Labuntur Anni" involved a conventional fl oor 
plan divided by a long ax is beginning at the main 
ent rance with se ries of rooms on both sides fo r 

Fig. 65 . T hc rnuscum competition cntry. Plan of thc fir st fl oor . 
( O ri gin al and photo as in Fig. 63) . 
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museum v1s1tors to pass through. 6 The entrance 
theme with its symmetrical twin staircase in the 
background was a typical feature of late 19th-century 
architecture , and was employed in Sebastian Gripen­
berg's official museum project from 1891 , among 
other works . 7 The most interesting feature of the 
project is the architectural expression of the histori­
cal content of the building . 

The themes of Sonck's entry were the architec­
tural illustration of historical periods and the ex­
pression of the specific nature of the collections 
housed in the building. The main atmosphere is of 
the Middle Ages, emphasized e.g . in the portal and 
in the adjacent church theme. Sonck's project was in 
a way related to the late flowering of Neo-Gothic 
architecture in Finland. The Middle Ages were one 
of the main themes of contemporary discussion in 
architecture , appealed to in the search for national 
features as opposed to the internationality of classi­
cism . The museum competition and Sonck's entry 
were in opposition to the officially presented project 
representing cosmopolitan classicism. The aim was 
to bind the language of form not only to specific 
periods but also to places. Sonck was able to apply 
his wide range of first-hand knowledge of both Fin­
nish and European historical architecture. 

Sonck 's museum project illustrated the various 
stages of Finland 's history and also depicted the 
forces of society and its different strata. Even in the 
competition stage, an open-air museum of folk, i.e. 
peasant and farmer, culture was being planned in the 
immediate vicinity of the new museum .8 This aspect, 
lacking in "Labuntur Anni", would have provided 
the museum entity with a dimension illustrating 
vernacular architecture. The above-mentioned 
pamphlet stressed the affinity of the museum build­
ing, the collections and the "log cabins", together 
forming a "sanctuary of memories" .9 

The northwest part of the building was reserved 
for the prehistoric collections, and the adjoining 
west wing was to illustrate on a mythical and hypo­
thetical level the oldest layers of the programme 
with archaic stone material. Allusions to ancient hill­
forts were a tower and a half-open passage in the 
second storey . Large-scale stone architecture , fa­
miliar from St. John's Church, was employed in the 
slabs of the window encasements. The boulder-laid 
openings referred back to the cyclopic unmortared 
wall of primitive stone masonry. 

The entry as a whole also contains references to 
folk architecture, but only in the interior parts. For 
example , the timber-clad rooms of the upper floor 
with hewn ceilings were based on the materials of 
the ethnographic collections . 

The following level of reference is the medieval 
period. Folk architecture was not given any specific 
chronological level, and was mainly seen as an ahis-
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torical phenomenon. 10 The part reserved for re­
ligious collections was freely designed with reference 
to rural churches . lts normatively intact volume 
opens from the "sacristy" into a loggia in a way that 
has no antiquarian parallels. The projection at the 
end of the volume, however, has historical anteced­
ents, for example in the medieval church of Maaria. 
Related to the church theme is the portico of the 
fence of the south yard, which was in the form of an 
18th-century belfry. 

The symmetrical second main facade facing pres­
ent-day Mannerheimintie is related to the culture of 
the court and the upper classes with Renaissance as­
sociations. The heritage of this historical phase is il­
lustrated by three Palladian windows and an ashlar 
wall divided into uniform horizontal lines. 

The main facade on the south side is more difficult 
to analyze . If the various parts of the building refer 
to historical periods , should not the same be expec­
ted of the side facing the city, through which the 
museum visitors would enter the building? This fa­
cade makes reference to two items - the multi-lay­
ered nature of historical remains and the medieval 
culture of the towns. The " randomness '' of the parts 
immediately surrounding the tower , the gradation of 
the volume and its openings imply several stages of 
construction. The rase window, implying a sacral 
function, reflects the gradual merging of volumes 
and functions through time. The composition as a 
whole refers back to the towns of the Middle Ages. 
With respect to Finland this is mainly a fabrication, 
as there are no preserved urban entities of the 
Middle Ages. Serving as Sonck 's starting point were 
the towns of Central Europe and especially Ger­
many which had preserved their medieval character 
with their town halls. 11 The main facade introduces 
the burghers of the towns alongside the ancient 
chieftains, farmers, clergy, royalty and nobility of 
the earlier levels. 

The historical planes of reference do not employ a 
classicizing design of surface. Even in the case of the 
Renaissance the themes are modified and simplified . 
A selective approach to historical material was due 
to the programme, with its rejection of the universal 
language of classicism in favour of regionally and 
nationally specific expression and its heritage. The 
stone technique of the entry operates both on the 
level of these principles and with respect to a general 
impression of primitiveness. lt is at its most unre­
strained in the part which was interpreted as a fictional 
reference to prehistory . In the church theme the 
surface resembles that of its domestic prototypes , 
but is less restrained and of sharper relief. The ro­
bust stone enframement of the main portal transmits 
the themes into the interior. The three-naved hall 
with church-like vaults leads to a platform and stair­
well where the first stage is laid with large ashlar 



blocks. The same applies to the second stage, which 
also includes upright supports of boulders . Similar 
structures are applied in other parts of the interior. 
These tectonic themes clearly reject both classicism 
and medieval building practices and are related to 
Sonck 's desire at the time to shape stone structures 
without explicit historical refe rences. 

Like St. John 's Church, the museum as a freely 
standing public edifice needed to be fitted into the 
surrounding townscape. The lot was part of the Etu­
Töölö district of Helsinki. which had been the sub­
ject of the above-mentioned town-planning compe­
tition of 1899 in which Sonck was awarded second 
place. When the museum competition entry was 
under preparation Sonck was also involved with the 
final town plan of the area, which had been com­
missioned from him and Gustaf Nyström . Also in 
this situation, the problems of the townscape were 
present alongside the creation of large-scale public 
edifices. Both lines of thought found a basis in ideas 
sought directly and indirectly in the Middle Ages. 
The historically multi-layered entity of the museum 
building was an urban concept present in the scheme 
for the Töölö district , 12 and in this connection the 
museum would have reiterated its inherent themes. 

Sonck's unsuccessful entry in the museum compe­
tition was , however, of importance for his work. lt 
enabled him to transfer on a !arge scale to the secu­
lar level the technical solutions developed in connec­
tion with St. John's Church and especially the planes 
of association where could freely draw on his know­
ledge of architectural history . Features of the 
museum proposal were adopted in works that soon 
followed. "Labuntur Anni" was a continuation of 
the historicist thinking of the 19th century, but with­
out direct formal references. At the same time 
Sonck created imaginary themes pre-dating medieval 
arch itecture and the material of antiquarian study. 
The synthesis was achieved by combining the means 
of stone and timber to an expression proceeding on 
the level of volumes and individual forms. 

III.3 . The Helsinki Telephone Association 
building 

II 1.3.1. Commission and initial p/anning 

One of Sonck 's best-known works of secular archi­
tecture is the building of the Helsinki Telephone 
Association , the local telephone company. The 
premises are at Korkeavuorenkatu 35 and were com­
pleted in 1905 . The initial planning of the building 
began in 1901, at the same time as St. John 's Church 

was being designed and built. The project also co­
incided with Sonck's proposal for the museum build­
ing discussed above . When the first sketches for the 
Telephone Association building were under pre­
paration Sonck was already planning the Privat­
banken building and the Eira hospital. A number of 
common themes came to be applied in projects 
which differed in function but involved highly similar 
means of architectural expression. 

The commission differed from the normal building 
projects for business premises or city buildings, and 
there were no available conventions or starting 
points either in Finland or elsewhere . Th. Thesleff 
had already designed separate premises for the 
Yaasa Telephone Association (completed in 1899), 1 

but this did not provide a suitable prototype because 
of its class icizing exterior and small size. The 
Helsinki Telephone Association, then operating in 
rented premises , had not developed any specific 
milieu of its own. The new lot acquired by the associ­
ation was close the centre of Helsinki , but located 
away from the main thoroughfares. Because this suc­
cessful company no doubt wished to have a visible 
place in the townscape , narrative factors came to be 
involved along with architectural means . 

Only a few years previously the function of build­
ings was usually expressed or underlined with al­
legorical sculptures. 2 However , the use of natural­
istic figures embodying the inventions and means of 
livelihood of the age of industrialism belonged to the 
concept of architecture which Sonck's works of the 
early 1900s strove to re ject. A different approach 
was to present the elements of function as such, 
without the use of metaphor. Among others , Ferdi­
nand Boberg had adopted such an approach in 1894 
in the building of the Stockholm Power Company , 
where the portal was e nframed by a naturalistic 
circle of incandescent lamps . 3 Apart from city build­
ing regulations. Sonck's commission was defined by 
the following factors, among others: premises and 
structures for modern technical equipment of con­
siderable value ; office space for personnel and cus­
tomers ; the need to create an imposing edifice for a 
successful company; adapting the building to the 
street in a manner giving the company a visible 
identity and possibly expressing the function of the 
building. This situation and the solution developed 
for it display a clear tension between the given task 
and the architect's aims of expression at the time . 
which in turn is reflected in the duality of the result. 
The composition of the facade does not derive from 
the division of space or purpose of the building , and 
must be seen as a separate work of art. 

The original premises of the telephone company in 
the attic of the Grönqvist building on the North Es­
planade had become insufficient for the growing te­
lephone network. A new lot was purchased at Kor-
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Fig. 66. Sketch. probably from 1903. for the Helsinki Telephone 
Association building , Korkeavuorenkatu 35, Helsinki, 1903-05. 
(Carl Eric Sonck. photo Pekka Korvenmaa). 

keavuorenkatu 35 in early 1901. 4 In late 1901 Sonck 
was sent abroad to study the construction and in­
teriors of new telephone exchanges . 5 The company 
also agreed to purchase the sketches and studies pro­
duced during the trip. 6 There are no records explain­
ing why the project was given to Sonck. A demand­
ing task was entrusted to a young architect with hith­
erto few prominent works to his name without any 
preliminary competition. 

In February 1903 Sonck presented his sketches to 
the board of the telephone company which was satis­
fied with the results . Now, as later , the board com­
mented upon the functional aspects of the project 
without any appraisal of the esthetic factors. 7 Sonck 
went abroad to study details and in April he pres­
ented his revised sketches , as a result of which the 
board commissioned the main plans and designs . 8 

Sonck had not previously worked with the prob­
lems of space and construction required by technical 
equipment , nor did his earlier projects for business 
premises and offices provide the necessary ability to 
design a building of such complex requirements . 
During the course of the planning process the ar­
rangements of space were altered several times, 
while the basic composition of the facade remained 
mostly the same. Also retained were the partial use 
of stone and the three-dimensional shaping of the 
facade. 

The drawings and plans involved in this process 
consist of a pencil sketch,9 two series of drawings, 10 

alternatives for the facade 11 and the final drawings 
and plans which were approved. 12 The completed 
building differed to some degree from the final 
designs . Of the two alternative sketches presented in 

48 

the spring of 1903 , one was accepted as the basis of 
further work. Ll In the rejected version the main tele­
phone exchange was located on the fifth floor and 
partly in the attic and the third floor was reserved for 
apartments. The office open to the public was in its 
final location on the second floor. The tower was re­
cessed at street level. The second version mainly cor­
responded to this one , but was four storeys high and 
did not include apartments. 14 The smaller number 
of storeys includes an equipment hall two storeys 
high . Approved for further design was a tower of 
rectangular base placed above the sidewalk. The 
horizontal listels and the base of the tower are 
marked as stone in the designs , while the other 
surfaces are of plaster. 

In addition to these there are also two other fa­
cade proposals developed from the above sketches. 15 

In both of these the tower overhangs the sidewalk. 
One of the designs appears to be based on the four­
storey version approved by the board , which was fi­
nally rejected 16 (Fig . 67). More closely resembling 
the final appearance of the building is the five-storey 
version with skylights in the lowered exchange hall 17 

(Fig. 68). 
In both designs the facades are asymmetrical both 

axially and in relief. The dominating tower projects 
approximately three metres from the surface . Had it 
been built , it would have been an element dominat­
ing both the building and the townscape . ,x Seen 
from the North and South Esplanades, the tower 
would have stood at the summit of the hill and the 
adjoining part would have been dominated by a arch 
of stone blocks placed over the sidewalk. The form 
of the main portal derives from a similar feature pro­
posed by Sonck in 1898 for the Tirkkonen building 
in Tampere. The castle-like form and the tapering 
arches of the windows display associations with the 
Middle Ages. 

Prominent in the various versions is the use of 
stone, following the masonry already designed for 
St. John's Church. Most of the facade is covered 
with freely worked squared-rubble masonry con­
trasted with smooth horizontal listels. The bottom 
floor is laid with large , irregular blocks. Its archaic 
character and supporting function are underlined by 
the straight single-block arches, almost two metres 
wide, of the windows around the portal. On an even 
grander scale is the foundation wall of the tower , the 
supporting part of which would have combined the 
structure and the form of expression . The proposed 
blocks were up to 1.5 metres high and three metres 
wide. The block-laid stone supports of the museum 
project were now made part of the street milieu. 

The facades strive towards deep relief and plas­
ticity via the rounding of various parts and seams. In 
the pencil sketch of the four-storey proposal the deep 
openings marked in shadow stress the desired effect 



Fig. 67. Pre liminary des ign . 1903. with uniformly grey sto ne. 
(HPY . pho to SRM ). 

of a supporting mass of wall. The we ight of the wa ll 
is in the background of the la rge-scale masonry of 
the ground floo r. 

The four-storey version was rejected poss ibly be­
cause of the bare appearance of the facade aml its 
relationship with the function of the building. 19 

None of the themes, ornaments or texts facin g the 
stree t alludes to the functi on of the building o r its 
owner, and the facade is mostly without orn amental 
detail s. The desired effect is achieved by compo­
sition and the use of materials , and stone itse lf is suf­
fi cient for the impression of surface . Barrenness is 
emphasized by the absolute monochrome appear­
ance of the grey and single-hued granite. This facade 
des ign was to remain Sonck's most reduced presen­
tation of the means of expression of Finnish stone . 

The five-storey facade version, slightly modified 
from the above, contains decoration , but fo r 
example the themes on green ground of the second 
sto rey cannot be deduced directly from the content 
of the building. In this ve rsion o rnaments were also 
cut into stone . The masonry of the bottom fl oor is 
even less restrained , with considerable differences in 
the sizes of the stones. Above all a po lychrome 
effect was achieved in the other storeys, which was 
to be characteristic of the completed building. Tec­
tonic features are stressed by the monolithic vertica l 
supports of the row of windows of the third sto rey . 
Sonck's skilful water-coloured facade d rawing pres­
ents the variation of colour not only in the masonry 
but also in the rest of the facade , with the warm red 
brick of the roof balancing the grey of the wall. 

The fin al des igns and plans, dated Decembe r 
1903, were approved in ea rl y 1904 by the board of 
the Helsinki Telephone Association and the authori­
ties 20 (Fig. 69) . In the fin al version the lower part of 
the tower is recessed and flush with the rest of the 
facade andin the upper sto reys it projects only about 
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Fig. 68. Pre limin ary design . 1903 . with po lychrome stone surface. 
(HP Y. photo SR M) 

a metre. Why was this ce ntral feature with its 
passage re jected? The matter was not discussed by 
the board of the telephone company. The tower, an 
important part of Sonck's design , was even discussed 
in the press . 2 1 The question was not sole ly re lated to 
the design of the facade. The projecting tower, had 
it been built , would have shaped the surrounding 
townscape to a !arge r degree . Working within the 
bounds of the available lot , Sonck tried to move 
both outwards and upwards. The o riginal des ign of 
the towe r would have disrupted the stree t milieu , in 
turn based on classicism and the late l 9th-century 
town planning of civil enginee rs, both antithetical to 
Sonck's aims at the time. The building would thus 
have demonstra ted in fr agmentary form Sonck 's 
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Fig. 69. Final d rawin gs approvcd hy thc cit y authurities fo r the 
Telepho ne Associati un huilding. Decc mber 1903 . (HKRVVA.) 
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views of urban architecture which he had expressed 
in earli e r contexts. lts mainly medieval and pictu­
resq ue frame of refe rence would have ex tended from 
the themes of the building itse lf into the whole of the 
surrounding townscape. Although horizonta ll y the 
tower was not built as originally envis ioned , Sonck 
was ab le to shape it contrary to city building regu­
lat ions. lt was finally built higher than allowed and 
the whole building is a sto rey highe r th an permitted. 
What was lost in the stree t milieu was partl y re­
covered in the creation of a dominant feature of the 
townscape. The authorities approved of the design 
on the grounds of the specia l function of the building 
and the fact th at the square o f the fire station op­
posite was a ba lancing fac tor. 22 

The approved designs also invo lved a supporting 
st ructure of iron for the equipment hall , which led to 
a row of windows being opened in the roof instead 
of the previo usly planned fifth storey. The main en­
trance was fitted with a tri angular enframement fa­
miliar fro m St. John 's Church and the museum 
project. In the bottom sto rey the inte rlocking of the 
sto ne blocks was taken to extremes. The seams of 
the irregular blocks are not straight and they involve 
diagonal lines . There are empty spaces between the 
stones and the overall composition corresponds to a 
wall of unworked stones. The masonry was also 
freed of restraints in the upper storeys and the stone 
blocks were lengthened . 

The e ntablatures and structural entities are now 
more prominent. The marked appearance of the 
columns and beams of the third sto rey a re explained 
by the composition of the facade as a whole . Where 
openings are made in a wall in this manner , their 
division must support the weight of the upper sto­
reys . The weight is transmitted from the entablature 
of the third storey to the columns and from them via 
the tapering arches to the entablature between the 
second sto rey and the bottom storey , which divides 
the weight onto the masonry and the stone foun ­
dation . Thus, the visually varied composition of 
surface also se rves as a logica l whole in structural 
terms. lt presents the image of a so lid stone wall , 
support ing itself regardless of the brick wall behind 
it .2-' 

The stylized plant orname nts emphasize the vital 
points of the wall structure , such as the capitals and 
the divisions of windows. But even in this case, the 
facade decoration does not allude to the function of 
the building . Instead , the owner and at the same 
time the function of the building are presented in an 
unequivocal way in a band of text , approximately 
one metre high , encircling the tower, and a wea­
the r-vane resembling a phone dial. Sonck limited 
himself to a simple text and a technical image , with­
out undue reference to metaphors. 

Correspo nding to the medieval references of the 
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porta l is the ent rance hall , previously des igned as 
employing a barrelled vault. In this part, the bays 
leading to the stell ar vaults were formed individua l­
ly. 24 Throughout his career, Sonck had crea ted va ri­
at ions of medieval vault types. In the ceilings of 
churches they were fitting and suitable parts of the 
structure. In the Telephone Association building, as 
in other secular works , they invo lved expression , 
hiera rchy of space and atmosphere. The vault forms 
and the pillars along the wa ll s crea ted different types 
of units in the passage . 25 The ex te rior and interior 
of the building were combined into a entity of ex­
pression where the historicist mood of the facade 
was continued into the e ntrance hall and to the 
arched windows of the sta irwell. 

11/.3.2. The building as completed 

The construction of the Helsinki Te lephone Associ­
ation building proceeded at a li ve ly pace. The fo un­
dation was completed by J une 1904 and parts of the 
building were taken into use the following summer . 26 

Wo rk was fast considering the amount of masonry 
work, the special structures required and the excep­
tional ceiling of the equipment ha ll. Sonck was 
himse lf the supervising architect at the site ,27 and the 
master-builde r was Heikki Kaa rtinen , who was also 
employed in the building of St. John 's Church . 28 Af­
te r discussing the question of masonry, which was of 
importance for the building, the board decided upon 
a polychrome wall of granite of different hues . 
The enframements , portal and li ste ls as weil as the 
various o rnam ental details were of steatite . Both red 
and grey granite were ordered. 29 

Traditional walls and inte rmedi ary floors were not 
sufficie nt in this case. First of all , pill ar supports re­
quired by the personnel and eq uipment of the fourth 
and fifth floors wou ld have obstructed the use of 
space on the lower floors . Secondly, the central ha ll 
under the roof required a structure permitting opti­
mal use of the interior , protecting the valuable 
equipme nt and separating the space for the needs of 
work. These problems were so lved by the use of re­
inforced concrete and iron roofing structures. 311 

Planning and execution had thus become more 
complex , even in compari son with the practices of 
only a few years previously . The architect's skills 
alone were not sufficient for the whole of the plan­
ning process , and the new and more effect ive struc­
tures required engineering expertise . Thus , the pro­
cess from design to executio n came to involve an in­
te rmedia ry who converted the architect's wishes into 
the special drawings and plans needed for execution. 
The contracto r could in such a case be the represen­
tative of some structural syste m , in turn employing 



Fig. 70. Final d rawings for the T elepho ne Assoc iat ion build ing . 
1903. First floor pl an . T he vau lting o f the e ntra nce passage was 
not executed as shown he re. (HKRY YA) . 

sub-cont racto rs. Sonck had the advantagc of be ing 
tra ined as a maste r- builder and he was fa mili ar with 
traditional building techniques . However , fro m the 
Telephone Associatio n building pro ject onwards he 
had to re ly on construction enginee rs in technica ll y 
more demanding tasks. Now, as in many future 
wo rks , structu ra l planning was entrusted to the en­
ginee r Hj almar Castren , Fi nl and 's leading and al­
most only expert o n concre te . 1 1 Modem te lephone 
technology and structures we re thus combined be­
hind Sonck's archaic stone crea tion. Heikki Kaa rti ­
nen described the structural de tail s as fo llows: " All 
of the inte rmedi ary floors a re built according to the 
so-ca lled Hennebique system with iron beams placed 
at inte rva ls of three to five metres . Stressed betwee n 
the beams are iron bars c. 8 cm in diameter at inter­
va ls of 10 cm within the concrete . "12 To ensure 
safety, iron beams were added to the Hennebique sys­
tem , eve n tho ugh its main advant age was specifica ll y 
the combina tio n of ve rti cal and horizontal supports 
into a single, space-saving structure. lncreased space 
achieved by the use of concrete can be seen in the 
plans of the third and fo urth fl oors'-' (Fig. 71 ). 

A lso in the planning and construction of the ce il­
ing of the exchange hall , presented only summ aril y 
in the drawings, outside help was needed . (Fig. 76) 
Castren was commissioned to prepare the stre ngth 
calculatio ns and to supervise insta lla tion .1 4 T he 
structure was o rdered fro m Germany and the manu-
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Fig. 7 1. Fin al drawings. 1903. Fo urth fl oor pl an . Thc dining hall 
towards the rear of the to t was fin a ll y cxecuted with a single bea r­
ing concre te pillar . (HKRYY A). 
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Fig. 72. Fin al drawings . 190:l . Fifth fl oor plan with the exchange 
hall . (HKRYYA) . 
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facturer undertook the installation. 35 In add ition to 
the central hall , running parallel with the depth of 
the lot, the structure also covered part of the side 
facing the street. The hall was c. 27 metres long and 
10 metres wide and the diagonal span fo llowing the 
form of the plan was c. 18 metres. The floor space 
remained completely unobstructed, as the structure 
in question bore its own weight as weil as that of the 
roof. In relation to its size it was also relatively light , 
weighing c. 34 tons. 36 As it was prestressed, the inner 
movements and pressure did not require extra out­
lets, and the windows between the supports provided 
even lighting . The structure was insulated by a 
double shell solution of the roof and the interior 
vau lt. 17 Supported by the wa lls, the structure pro­
vided a free ceiling height of c. 8 metres , necessary 
for the dozens of telephone exchange workers. The 
expensive iron structure was used on ly in the essen­
tial parts; the spire of the tower, for example , which 
was related only to the exterior appearance, had tim­
ber supports. Sonck then shaped the interior vau lt in 

52 

Fig. 73. The polychrome facade of 
the Telephone Association build­
ing as executed, with the except ion 
of the later enlarged window be­
low the projection on the right. 
See also Fig. 9. (Photo SRM/ 
Heikki Havas). 

accordance with the overall vocabulary of the build­
ing. 

The final scheme of space and rooms is presented 
in a se ries of fl oor plans included in Kaartinen 's re­
port. 18 A few smaller apartments connected with the 
running of the building re mained on the floors , but 
otherwise the rooms were for the telephone ex­
change and for office use . The entrance hall vaults 
were converted into a straight barrelled vault. The 
concrete structure provided a space of c. 10 x 10 
metres in the dining hall where the upper storeys are 
supported by a single pillar (Fig. 77). 

Sonck was faced with the task of allocating space 
for the requirements of a !arge number of workers, 
communications within the building, dining and hy­
giene. Prominent features are the stairwells and the 
dining hall, while the offices are more conventional. 
The main staircase continuing directly from the en­
trance hall led to the office open to the public, other 
offices and the rooms of the board. The exchange 
workers used a secondary staircase, running parallel , 



Fig. 74. A part of the facade with 
the entrance. (Photo SRM/Heikki 
Havas). 

partly lit through the windows of the main staircase. 
These stairs connected the dressing rooms of the 
third floor, the equipment hall of the fourth floor 
and the dining hall with the !arge central hall on the 
fifth floor. The open support structure provided 
good visibility for the supervisor seated in the centre 
of the hall. Open space combined with standardized 
and supervised work by a !arge number of employ­
ees brings to mind factory conditions and the in­
creasing degree of rationalization in offices where 
typists worked under similar conditions . In the Tele­
phone Association building Sonck created a frame­
work bound by function, though not by convention, 
for a workforce which was !arge and of a relatively 
new type in Finnish conditions. 19 

The final appearance of the building differed from 
the main designs, however without altering its main 
emphases. 40 A projection added to the tower re­
placed the loss of volume and does not have any 
functional grounds , as opposed to the similar theme 
in St. John 's Church. The upper floor of the tower 

was opened to serve as a lookout balcony for the 
exchange workers . The turret of the right-hand part 
of the facade was altered into a rectangular projec­
tion and the portal moved to the right. 

The multi-coloured appearance of the masonry 
was defined in the water-colour wash of the facade 
presented in 1903 (Fig. 68). The polychromy com­
bined various shades of grey with elements of differ­
ent basic colours. The use of red stone was related 
to the construction of St. John 's Church . In the main 
drawings of the church the stone is grey throughout , 
but red stone was added in the building stage. 41 In 
selecting the stone for the Telephone Association 
building Sonck was able to evaluate and assess the 
masonry of the church , where the walls had been 
under construction since April 1903 .42 The colouring 
served to underline the structural nature of the fa­
cade. The smooth parts of light grey stone, contrast­
ing with the coarse surface of the wall, had a bearing 
function separate from the logic of the stone-laid 
wall . The light colours and degree of finish of the 
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Fig. 75. T hc hasc of the tower. Bclow the co nica l roof of the pro­
jcction is a fri eze with details from tclcphone tcchnology. (Photo 
SRM/Heikki Havas) . 

po rta l st ress its function and the fac t that it differs 
from the structural ideas of the rest of the facade. lt 
ex tends past the entablature and even covers the 
window. In the facade the sto nes do not interlock as 
freely as in the main drawings. The bottom floor 
employs large blocks of eve n height with close 
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seams. Limestone plaster is applied very thinly. 43 

The wa ll actua ll y appears to bear its weight on its 
closely interlocked blocks without a binding bed of 
plaster. 44 The strength of the wall is indicated by the 
deep recesses of the windows and the ir undivided 
panes. The sto ne of the walls is joined to the brick­
work by binding stones and irons. 

The structural themes of the faca de we re stressed 
even more in the completed building. The board or­
dered Sonck to enl arge the windows, and accord­
ingly the columns of the third fl oor were lengt h­
ened. 45 The stylized capita ls display Egypti an a l­
lusions. In this case Egyptianization is not a case of 
exoticism , but related to the use of sto ne. While the 
medieval pl ane of reference and the "irregular" wall 
pertain to the oldest strata of trans-Alpine monu­
mental a rchitecture , the Egyptian features relate to 
the foundations of large-scale Western a rchitecture 
in stone. Both leve ls of origin , sought from diffe re nt 
cultures and epochs, bypass Graeco-Roman classi­
cism and its derivatives. Egypticism is motiva ted by 
the fact that the mono lithic columns through their 
entab lature actuall y bear the weight of the uppe r 
storeys. A column-and-linte l system was also used in 
the upper part of the tower. In places where the wall 
or the upright supports do no t bea r the weight , the 
structural principle is expressed by consoles. 

O rnament mainly employs highly stylized plant 
motifs stressing the main structural parts. The text 
refe rring to the owne r and commissioning party was 
left out and decorative motifs were used instead. 
The fo rm of expression in this connection is minimal 
and is based o n a frie ze encircling the projection of 
the tower near street level in which o rnamental de­
tails pertaining to telepho ne technology were cut 
into the stone. The same theme is repeated at the 
main entrance by an ornamental band showing 

Fig. 76. T he exchange hall on the 
fifth floor. (Photo HPY). 
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Fig. 77. T he dining hall o n the fo urth fl oor. (Pho to H PY) . 

cables with insul ation. On the level of the townsca pe 
the weather-vane, in the shape of a te lepho ne re­
ceiver , expressed the characte r of this new cas tle be­
longing to the te lephone company. 46 

Although So nck did not quite achieve his original 
a ims, whereby the inner dynamics of the faca de 
would have been combined with a projecting tower 
characterizing the who le of the immedi ate se tting. 
the result is neve rtheless highly distinctive . T he plas­
ti city and deep re lief of the facade are stressed in the 
lo ngitudinal perspective of the stree t. Located on a 
hill rising from the Espl anades , the vo lume of the 
towe r is exagge rated and the feeling of perspective 
is enhanced . The nearest major themes of the facade 
are stressed even mo re clearly. The spire of the 
tower , standing out in the townscape, was a lso a 
counterbalance to the tower o f the fire station op­
posite. The pyramid roof confo rmed to the shape of 
the corner towe r o f the Pohj o la insurance co mpany 
building built nearby on the same street in 1901. 

Sonck va ri ed the fun ctional division of rooms and 
space by the use of openings, o rnament and colour. 
O rigina ll y, the system of vaulting was intended as 
part of this va riation. The main staircase leading 
fro m the ent rance hall with its barre lled vault be­
came an architectu ra l promenade, va rying fro m one 
fl oor to anothe r. Themes and moti fs used in this con­
nection included va rious window sizes and fo rms and 
the openings of diffe rent shape leading from the 
main staircase to the adj ace nt workers' staircase . 

The ornaments, sunk into plaste r and stucco , a re 
in negative relief. 47 T he themes are distant from 
nature , histo ry o r eve n te lephone technology, al­
though in some places they correlate with the va ri­
o us activities of the building. The painted designs of 
the exchange ha ll depict stylized fea tures of te le­
phone technology. In the dining hall the themes and 
moti fs a re take n from nature and the papyrus motifs 
repeat the Egypticist fea tures of the facade . 

Altho ugh Valte r Jung was at this time involved in 
the design of the decoratio n and furni shings of St. 

John's Church and the Priva tba nken building , the 
ava ilable records state th at Sonck designed both the 
o rn aments and furni shings of the Te lephone Associ­
at ion building. -1x T hus, the building - with the ex­
ception of the above-mentioned structu ra l solutions 
- can be regarded as Sonck 's wo rk in its entirety. 
He des igned it, se rved as the supervising architect , 
took responsibility fo r materials and works , con­
fro nted the autho riti es and fi na ll y decora ted and fur­
nished the building. T his was Sonck's first architec­
tu ra l work of a public nature and major costs in the 
capit al, and the young architect had to demonstrate 
his skill s in a convincing and comprehensive man­
ner. 49 

In the case of St . John 's Church Sonck renewed a 
traditional fun ctional type . but chose from its histo ry 
a characte riza tion clea rl y re lated to the conventio ns 
of the Middle Ages. T hus, the fo rm given to the task 
a ided in recognizing its functio n . Sonck then went on 
to apply the same fo rms to a project fo r which there 
was no tradition in te rms of ex te rio r appearance . 
Models from contempora ry building and construc­
tio n applied mainl y to techniques and the allocation 
of space. The fin al facade made hardly any reference 
to the purpose of the building or even to modern 
urban architecture in genera l. This contradictio n was 
se ized upon by contemporary critics , altho ugh the 
building was appreciated as a work of art. 50 By its 
purely architectural qualities however , the building 
gave the company a strong identity, which was no 
doubt o ne of the aims of the project. 5 1 

The Te lephone A ssociatio n building did not pro­
vide any formal starting points fo r solving simil a r 
problems - e ither to Sonck or on a general leve l. 
The fo rmatio n of a type was prevented by the fact 
that the exte rio r of the building did not refl ect its 
content and by its dual ro le as the technical and ad­
ministrative headquarte rs of the company con­
cerned . Sonck rece ived future commissions fro m the 
Helsinki Telephone Associatio n on a regular basis , 
but it was only in the 19 l üs that he crea ted a clearl y 
distinct identity fo r the local exchanges. In the styl­
isti c development of Finnish a rchitecture the Te le­
phone Association building was a culmin atio n of a 
course that had begun in the 1890s in which medi­
evality, local features and archaisms were stressed , 
o ft en in connectio n with the expressive use of un­
dressed sto ne . The building was completed a t a time 
when many of Finl and's leading architects were a l­
ready giving up these principles. 52 Fo r Sonck, this 
was his deepest fora y into the use of Finnish sto ne 
materia ls, and in la te r wo rks he did not use sto ne in 
such a programmatic, plastic or polych rome man­
ner. His future buildings in the centre of H e lsinki 
conformed to the surrounding townscape in a di ffe r­
ent way . 

The Telephone Association building was by no 
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means the only work of architecture of its period in 
Helsinki where imitated medievality was combined 
with the use of natural stone. An example is the 
Polytechnical Students House, designed by Karl 
Lindahl and Valter Thome in 1901 and built in 1903. 
Sonck's work followed the facade composition of 
this building. 5

·' The premises of the Otava publishing 
company (1905/06-09), also by the same architects, 
presents a parallel to the Telephone Association 
building. Tue recesses of the stone-faced volume, the 
separate roof parts and an apparent stratification 
combined with medieval overtones create the im­
pression of an additively composed entity. This is 
also alluded to by the respectively Romanesque and 
Gothic designs of the two adjacent portals. The 
ideational plane of the composition was related to an 
idealizing of medieval urban structures and their his­
torically developed features. In Finland these strata 
had to be invented. 

In its construction, the Telephone Association 
building contains several features of different age. In 
the background was the old practice of brick walls 
which was to remain in use for a long time . The 
stone of the facade derived from a building 
technique which had become common in Finland 
only a few years previously and was tobe rejected in 
this form before long. The reinforced concrete of the 
intermediary floors was a new solution in Finland 
that spread at a fast rate and became a permanent 
practice. The iron structure of the roof of the central 
hall on the fifth floor was a !arge and complex 
feature in Finnish conditions. lt was carried out, 
however, at a time when structures of this type were 
being replaced by the use of reinforced concrete. 
Typical of the peripheral and somewhat backward 
situation of Finland was the fact that the conditions 
for the use of such structures on a !arge scale pre­
sented themselves only when they were soon to be 
outmoded elsewhere and also in Finland. The 
above-mentioned construction techniques were com­
bined with a facade freely applying the principles of 
historicism and displaying associations with the 
Middle Ages , while the building as a whole served 
the needs of modern communications . 
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III.4 The Privatbanken building 

111.4.1 . The projecr 

In 1903 Sonck undertook the renovation of the Pri­
vatbanken building, located at Pohjoisesplanadi (the 
North Esplanade) 19 and Unioninkatu 28 in 
Helsinki (Fig. 7). The work followed plans drawn up 
earlier the same year. 1 The planning of the bank 
building coincided with that of the Helsinki Tele­
phone Association building, and at this time Sonck 
was also involved in altering his design for the in­
terior of St. John 's Church in Tampere. The con­
struction and finishing of St. Michael 's Church was 
now in its final stages . The new project resembled 
the Telephone Association building insofar as it in­
volved the construction of a public edifice by private 
capital in the centre of Helsinki. 

Around the turn of the century the business centre 
of Helsinki was in an area bounded by Aleksan­
terinkatu, Sofiankatu and Kluuvinkatu streets and 
the North Esplanade near the Market Square and 
the harbour. Since the end of the J 9th century, how­
ever, it began to shift to the west and the north, 
closer to the railway station. The head offices of the 
banks were located on Aleksanterinkatu, but the 
corner of Unioninkatu and the North Esplanade still 
remained a central location. The early 19th-century 
buildings on this lot were renovated in the early 
1900s. At this time the lot of the Privatbanken build­
ing was one of the most valuable pieces of real estate 
in Helsinki. The declining importance of 
Unioninkatu was compensated by the location of the 
main entrance on the North Esplanade, which was 
developing rapidly at the time. 2 Development was 
impaired by the bank building , the Uschakoff mer­
chant house, designed by Pehr Granstedt and dating 
back to 1816. The decision was made to modernize 
the building with the aid of Lars Sonck and Valter 
Jung. 

The Privatbanken i Helsingfors AB bank was 
founded in 1895 , and its early success was based on 
the same economic boom that aided Sonck's career. 3 

Since 1899 Sonck had his private apartment and of­
fice in the building. 4 In early 1903 when the bank 
decided to renovate the building ;' Emil Schybergson 
was a member of the board. 6 Schybergson also sat 
on the extended board of the Helsinki Telephone 
Association which was responsible for supervising its 
building project. 7 Sonck presented his sketches to 
Schybergson in the winter of 1903 and was also given 
the commission for the Privatbanken building . 
Along with the banking premises he renovated his 
own apartment and office, whereby the commission 
extended to his working environment and private 
life. 

The Privatbanken premises were mainly in the 
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Fig. 78. The building at North Esplanade 19 - Unioninkatu 28 . 
Helsinki , where the premises of the Privatbanken ( 1903-04) were 
located. Ground floor plan , 1903. The entrance is on the left . 
followed by the passage , the entry hall and the banking hall. The 
secondary Unioninkatu entrance and stairway are below in the 
drawing. On the exterior , see Fig. 7. (HKRVVA). 

wing of the corner building facing the North Espla­
nade . New construction was required in addition to 
the use of older parts. The programme for space and 
rooms was not extensive, as the bank operated 
locally with on ly one office. 8 Sonck and Jung were 
bound by the older building and the special wishes 
of the bank , together with the established conven­
tions of banking premises and newer practices. 

The banking premises consist of an office and cus­
tomer service hall , rooms for the board and related 
halls and passageways .9 A large vault for deposits 
and stocks was built in the cellar, and offices were 
located on the second floor with a staircase leading 
to them. A staircase and hall was also built at 
Unioninkatu 28 and an entrance hall was opened on 
the North Esplanade. Three new rooms for the 
board were placed on the ground floor facing the 
street in the older part of the building. The entrance 
of the bank was in the older part , but the actual hall 
of the bank was built in the former yard. A comple­
tely new feature was the cellar vault , built of granite 
and armoured plate . 10 The staircase leading from the 
banking hall connected with the hall of the second 
floor , two accountants ' rooms and a tea-room with 
further access to the staircase on Unioninkatu . The 
following section concentrates mainly on the street­
level rooms and the combination of the second floor 
and the staircase on Unioninkatu . 

The set task required the creation of an environ­
ment for the directors, clerks and customers as weil 
as routes taking into account the requirements of 
functionality, separation of tasks and the hierarchy 
of users. The grouping and division of rooms is 
based on these considerations. The entrance passage 
leading from the street connected directly with the 
rooms of the board , which in turn opened onto the 

Fig. 79. Valter Jung·s drawing for the furniture . 1903. (Original 
and photo SRM) . 

banking hall. The passageway also led the customers 
via the vestibule to the main hall with its service fa ­
cilities and tellers at the sides . The customers either 
went out the same way or conducted their business 
in the rooms of the board . The clerks, in turn , used 
the stairway leading to the second floor and from 
there via a hall to Unioninkatu . Upon entering the 
main hall most of the staff had to go past a U-shaped 
level , as their route was not intended to coincide 

Fig. 80. Main drawings. 1903. longitudinal section towards the 
west. (Union Bank of Finland Archives. photo SRM). 
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with the space used by the custome rs o r the board . 
In the open space of the main hall a ll of the clerks 
were in si multaneous view and could be watched by 
superviso rs, co lleagues and custo mers. The allo­
ca tion of space thus stressecl inter-office communi­
cation, efficie ncy and supervisio n. lt was related to 
changes in o ffice work e ffc ctcd in this pe riod whe re 
improved manage ment was combined with new o f­
fi ce techno logy. A direc t compari son is found in 
Sonck 's a rrange ments for the te lephone exchange 
workers . 

T he location of the hall in the ya rd made lighting 
difficult and daylight th ro ugh normal windows was 
ava ilab le o nly on the sides faci ng the street. The 
probl em was solved by a skylight in the central part 
of the ha ll and in the nave on the left. Of the win ­
dows in the hall that faced the ya rd , the most im­
po rtant o ne was a large se mi-circula r stained-glass 
window in the end wall. which se rved as the visual 
focal point of the room. 1 1 The othe r windows were 
of opal glass, cutting off the main hall from the 
outside. lncandesce nt lamps were installed without 
lamp-shades. 

1/1.4.2. New premises 

The most impo rt ant new feature was the three-naved 
main o r banking hall where the side walls curved 
ge ntly towards a horizonta l skylighL above which 
was a glass roof . 12 The inne r skylight was supported 
by partly wood-faced lattice-wo rk , with allusions to 
timber construction. Timber was also used in the ac­
centuated beams of the skylight. The wooden finish 
of the actual material (i.e. iron) is re lated to a con­
cept of mate rial that excluded industrially worked 
meta l parts. u A similar discrcpancy o f structure and 
mate ria l is present in the ce iling of the le ft nave . 

T he naves open o nto the ce nt ra l pa rt from be­
tween stone columns and pilasters. The structurally 
esse nti al columns. as we il as the consoles supporting 
the beams in the left nave. are of exaggera ted di­
mensio ns. In this case a nccessary solutio n was de­
veloped into ove r-si zed scale. The wall facing the 
yard towards Unioninkatu was suppo rted by the pil­
la rs of the passage of the right nave which opened 
onto the sq uare booths fo r the te ll ers and cle rks . The 
structura l themes of the hall did no t require any 
prominent ve rtica l or ho rizonta l suppo rts in connec­
tio n with this secondary and a lmost unnoticeable 
passage. Because the structure required by stability 
was not suited tobe expressed. Sonck had two [arge 
horizontal 1-beams walled in o ut of sight at the leve l 
of the dome of the vault. 14 The appearance of the 
hall was thus based on supports not included in the 
programme of design as weil as on an emphasis of 
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Fig. 81 . T hc cnt ra nce passagc . vicw tow,ucls thc banking ha ll. 
Hirn 1906-. p . 51. 

supported and bearing parts, albe it with some exag­
geration and changes. The pl aste red rear wall with 
its arched opening was not a rti culated , while a tec­
to nic whole was constructed at the end leading to the 
stree t. 

The ope ning of the ha ll towards the stree t passes 
through the wall of the upper sto reys which faces the 
ya rd. T his was a suitab le place fo r shap ing a bearing 
theme . The two mass ive twin pill a rs of the opening 
continue the se rie s· of columns o f the ha ll, and the ir 
L-shaped bases face the row o f columns and the 
centre o f the opening. The suppo rts have granite 
surfaces. but they contain the remains o f the bearing 
brick walls of the older building . 15 The surfaces link 
them to the suppo rts of the ha ll , which are comple­
te ly of sto ne. The two heavy columns of the opening 
a re necessary both structu ra ll y and in te rms of ex­
pression . The stone-faced wall pilla rs and the stone 
columns support the stone beams fro m which the 
wall ri ses. The masonry of the structure, itself based 
on the requirements of space, is oversized. In the 
upper part of the wall is an opening linking the 
rooms of the second fl oor with the ha ll . In the dra­
wings . the way in which the opening with its arched 
va ult changes into rectangular for m made the cubic 
sto ne capit als of the columns accentuate the tensio n 
between the straight beam and the co lumns. 

Large vertical suppo rts ri sing from the wall were 
a lso designed in the part of the wall towards the 
stree t which opened onto the rectangular ha ll space. 
These came to be replaced by a se ri es of intercon­
nected colonnettes. Although in fact decorations of 
the brick wall. they are also pa rt o f the structural 
language of the hall . On the side of the hall , the fl at 
ce iling is borne by the above-me ntio ned [arge stone 
blocks . matched on the opposite side by colonnettes 
of the same height. Their bearing rote, following a 
classicistic concept , is stressed by entasis and their 
location in the corners. The tectonic theme of the 
colonnettes of even height separa tes the ceiling from 
the lower pa rts of the system, creating a consistent 
theme brought about by structure and imagery . 



Fig. 82. The banking hall o f the Priva tbanken in its origin al state. Today in altc red condi tio n. (Pho to SRM/Ni ls Wasas tj e rna) . 

The two windows of the square room of the direc­
tors opened symmetrica ll y onto the stree t . Because 
the roofing structures were still se rviceable , no struc­
tural alterations were needed . A fl at ceiling wo uld 
have required arti culatio n o f the walls. Sonck so lved 

Fig. 83 . The view from the bank­
ing hall towards the entrance. 
(Pho to SRM/Nils Wasastj e rna). 

the prob lem by the use of a separate cap with minor 
suppo rts . 16 (Fig. 85) T he purely decora tive vault 
emph asized the characte r o f the directo rs' room, and 
the hie rarchy of content ca me to be added to the 
logic of structures and for ms. 
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Fig. 84. A column at the rear o f the banking hall . (Photo SRM/ 
Nils Wasastj e rn a). 

The rectangular port al of the main drawings was 
fin all y changed into a barrel-vaulted space. 17 The 
arches and wall pilaste rs originall y marked for the 
barre( vault of the passage were reduced to decorat­
ive bands of low relief. They still included console 
themes , beneath which the wall continues down to 
the fl oor in granite , where the language of construc­
tive for m is continued by the stone blocks. The gran­
ite structure also included benches of stone and a 
table and two sea ts. 

Proceeding from the street the structural concepts 
of the various rooms present themse lves as a series 
of separate units , each with its own themes as the 
bas is of their a rticul ation . The themes in question 
are in turn based on columns and beams. vaulting, 
consoles and recessed arches . Where severa l prin­
ciples are combined , they can be seen as separa te . 
For example , the syste m of the ce ntral part of the 
main ha ll suppo rts the vault with its skylight. The 
beams of the ceiling require separate suppo rts, ex­
pressed by the ribs suppo rted by the consoles. 

The dimensions of architectural express ion in the 
above programme of rooms and structures were 
related to the esthetics of mate ri als and historical 
analogies. Of the va rio us mate ri a ls stone is most 
clea rl y present. Also used were wood . beaten meta!, 
pl aste red surfaces and glass. The Privatbanken 
building was Sonck's most richly worked secul ar 
work in terms of bo th themes and materia ls . The fi-
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nal touch to the whole was provided by Yalter Jung's 
decoration and fi xtures. The architect and the com­
miss io ning party were ab le to concentrate only o n 
the inte rio r , which explai ns the expensive and arti­
san-like solutions applied . 

The masonry of the bank involved an inte rior use 
of the expe rimental granite architecture of the fa ­
cade of the Helsinki Telepho ne Association build­
ing. Like the columns of the third floor of the Tele­
phone Association building, the stone columns of 
the ha ll of the bank signified the expressio n of actual 
tecton ics in an anti-cl assical manner , however wi th­
out any clear allusions to medieva l features. In the 
original drawings the granite columns were to have 
capita ls separa ted by a band zone, but in the fin al 
version they were fitted with large cubic ends. In the 
tex ture part of the grey granite is po li shed while part 
of it was ground to a coarse , matt finish . 18 Steatite 
was used for the capitals of the pilaste rs and columns 
and in the porta l opening onto the street. 19 

In the main ha ll of the bank the use of sto ne was 
related to themes derived from medieval architec­
ture in the division of space as weil as in individual 
form s. The three-part , pseudo-basilical room with its 
vaults alludes to the Middle Ages o n a gene ral level 
and without specific antecedents, for example in the 
traditio n of Finnish a rchitecture . So nck medie­
va li zed a room type used in banks mainly through 
the composition of the naves and with the arches 
betwee n columns. The sacral associatio ns a llude to 
banks as temples of Mammo n , and the everyday 
control of capital and cash was thus given a higher 
content of meaning. The most colourful work of a rt 
in the hall , the sta ined-glass window, is at the rear in 
the place of the a lt arpiece. There are further links 
with the Middle Ages through the a lteration of the 
originally straight-topped se ries of a rches into para­
bo lic forms approaching a tapering shape . 20 

The atmosphere of the ha ll is manipulated with 
sto ne structures and arched themes . In the use of 

Fig. 85 . The room of the dirccto rs with windows opening towards 
the North Esplanade. T he va ulting has late r bee n demolished. 
Hirn 1906-. p . 52 . 



stone, the means employed are the same as in the 
Telephone Association Building, i.e . oversized di­
mensions, where the scale creates a close-range im­
pression of structures larger than in reality . The ex­
perience of the main hall differs from its actual form . 
The axes of the vaults and columns are directed to­
wards the rear wall. The actual lengthwise axis of the 
hall, c. 17.5 metres, is, however, parallel with the 
North Esplanade , while the visual axis is only c. 12 
metres. The impression of spaciousness is further 
stressed by diagonal views. Seen diagonally to the 
right from the entrance to the hall, the side nave and 
the passage beyond form a space interspersed with 
vault arches , vaults and vertical supports. In the 
centre of the hall frontality dominates, whereby the 
slightly asymmetrical whole appears to be formed of 
identical halves. For example, the recessed arches of 
the outside wall on the left are matched by similar 
features on the right. The top of this wall is straight 
and the field of visual features cannot correspond to 
the one on the left. The arch nearest the viewer , 
however , enframes the part repeating the features of 
the left-hand side . The contradiction is avoided by 
taking the perspective of the customer as the starting 
point. Working from the conditions of his com­
mission and the requirements imposed by the older 
building, Sonck created a series of rooms and space 
increasing in size and lighting from the entrance on­
wards. The culmination of this series was the 
stained-glass window of the hall with its skylight. 2 1 

Following Valter Jung's designs for the fixtures 
wood was employed in a manner equal to stone. The 
placing of wooden features in Sonck's division of 
space and the additions of wooden parts can be seen 
in the floor plan for the interior design of the bank. 22 

The dark-red mahogany furnishings were a central 
feature of the range of materials and colours of the 
various parts of the bank. 23 Added to the structure 
and hues of the wooden parts were gold-coloured 
ornamental bands which added to the overall polych­
rome effect. The fixtures and furnishings were not, 
however, an addition to the architecture, but a part 
of the dimensions of the rooms. For example, the 
counter between the columns was the visual basis for 
the vertical supports of the arches. In addition to the 
furnishings , wood was visible in the doorways, in 
which grey stone, warm-hued wood and bright , beat­
en metal were used alongside each other. 

Metal, mainly used a decorative addition, was sub­
ordinate to stone and wood. This applies to the bea­
ten parts , most of which were in the copper emboss­
ings of the doors of the entrance passage. 24 Copper 
was also combined with wood and forged iron in the 
railing of the staircase leading from the hall to the 
second floor. 25 The structure of the materials and 
the handcrafted texture were used as such in deco­
ration. Only a few years earlier, the industrial pro-

cessing of metal had been a source of pride , but now 
the architect wished to present the work of the arti­
san and his tools. 

Although the entrance on Unioninkatu was 
unassuming in appearance , the re-designed stairwell 
was shaped into a complex entity proceeding from its 
basic starting point in the same way as the main hall. 
For example, the angular series of flights leads to a 
small hall of columns. A series of three tapering 
arches on both sides serve to open the narrow and 
dimly lit stairway with views outside (Fig. 88). This 
applies specifically to diagonal views in the same way 
as in the vaults of the main hall. The series of open­
ings corresponds to the intended visual symmetry of 
the hall; a blind wall was located behind the other 
half. Variation of small spaces with openings and 
contrasts of lighting continued from the stairway to 
the entrance hall of the second storey, which opens 
onto the main hall through an opening with columns. 

/11.4.3. Decoration and historical features 

Yalter Jung designed not only the fixtures and fur­
nishings but also the decoration and colouring of the 
bank. 26 Bound directly to the materials, the decorat­
ion of varied forms and themes was to link the vari­
ous spaces into a thematic series associated with cer­
tain historical periods. Thus, it lent support to the 
associations provided by the architecture and even 
replaced structural expression by purely visual 
means. 

The main drawings , signed by Sonck but most 
probably prepared by Jung, presented the chief 
areas of decoration in sketch-like form. The leading 
theme was the stylization of the organic world. 
There were also completely abstract fields of designs 
resembling the Yiennese modernism of the period. 
In presenting the work, Jung's share was on the 
same level as Sonck's designs, 27 and it was obviously 
not just decoration following the ideas of the archi­
tect. 

The main features were polychromy and imi­
tations of themes from nature . Polychromy was 
achieved through the joint effect of various materials 
- wood, stone and metal. Added to these were parts 
richly decorated with gilding and painting. Some of 
the plastered surfaces were painted in bright basic 
colours , such as yellow. A separate multi-coloured 
accent was provided by the stained-glass window at 
the rear of the hall. The interior was divided into 
large and uniform surfaces , such as the red-brown of 
the mahogany , the light-coloured plaster and the se­
parate and profusely decorated fields. The stairway 
leading from Unioninkatu employed an especially 
rich decoration. 
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Polychromy was not in itse lf a new fea ture . In 
fac t , it was one of the main means of express ion of 
late 19th-century architecture. Jung renewed this 
trad ition by his cho ice of a differe nt sca le of colour , 
materials and themes. A long wit h the use of large 
bright-coloured fi e lds, Ju ng also prese nted the 
surface texture of the various materials. T he stone 
surfaces of the bank were of so lid stone and were not 
marbelled with stucco in the la te l 9th-century man­
ner. The aim was to achieve a natura li sm of mater­
ials , as opposed to imitative result s. T he decora tive 
values of Finnish stone were raised to the same level 
as more va luable materi als. 

T he decora tion , involvi ng na tura l and human­
related the mes, suggests a number of interpre­
tations. In the fo llowing, they are linked to the de­
piction of the structure of nature and historical as­
sociations. Sonck and Jung worked in a situation 
whe re the modernism of the day stressed freedom 
from tradition and the ro le of subjective innovation 
in the planning process . T he architects wished to 
re ject the heritage of classicism also on the level of 
o rname nt, and acco rdingly the progra mmatic enti ­
ti es of this tradition could not be used. In order to 

Fig. 86. Ya ltcr J ung's drawings frum 1903 for thc capit a ls of co­
lum ns and pi lastcrs in thc banki ng ha ll . (M rs U lrica E klund . pho­
to Pckka Korvc nmaa). 
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avoid a complete dispersal of fi gurative decoration 
certain themati c starting points had to be developed . 

lno rga nic stone is present in the mate ri al and it is 
fo llowed by the va rious levels of the organic world : 
plants . reptiles, birds, mammals and man. 

T he wo rld of plants is prese nt as lea fy themes and 
trees, loca ted in the recesses of the side walls and the 
stained-glass window . In the hall the plant orna­
ments are not related to fea tures of structure, fo r 
which their own tectonics were sufficient. On the 
other hand , the se ries of colonnettes in the ent rance 
hall resemble firs, i. e. an allusion to growth and the 
fo rest. nature 's own co lonn ade. 

Of the reptiles, snakes guard the re liefs of money 
bags on the granite wa lls o f the ent ra nce hall . Snakes 
are a lso shown in spiral fo rm in the furniture. 

The animal kingdom is mainly represented by 
styli zed birds. T hese o rn aments begin from the po r­
tal recess, guarded by the roya l fi gures of eagles. 
Also in the passage are the owls of the stone benches 
and the console birds of the arches. The metal­
e mbossed peacock of the door leading to the 
vestibule appears to anticipate the main hall , whe re 
both birds of fant asy and recognizable species . such 
as ducks, dominate the capitals of the columns. The 
bird themes culminate in the two peacocks of the 
stained-glass window . 

T he next level, mammals, appears in the felines 
of the Steatite capitals of thc columns and pil asters 
(Fig. 86). The humorous depiction of these animals 
prese nts a clear difference to the corresponding lion 
themes of class icism . 

Also man has a ro le in the decoration , although 
on a lesse r scale than the other themes. Human fi g­
ures were originall y designed fo r the railing of the 
staircase leading from the hall , but in the final ver­
sion these themes were concentrated in the stairway 
on Unioninkatu . Here they appear in the painted 
decoration and as grotesque figures in the steatite 
capitals of the miniature colonnade (Fig. 88). In ad­
dition to these stylized and fantastic human figures 
there is also a design of human figures in the passage 
on the North Esplanade, having to do with material , 
furnishings and decoration (Fig . 81). Placed above 
the stone stools around the small granite table are 
naturalistic reliefs in granite by the sculptor Robert 
Stigell depicting two men bent over a table . 28 The 
young man on the left is reading while the old man 
on the right is hoarding a pile of coins. The design is 
allegorical, because there are benches nearby and 
the "furniture" is small. The pair of figures can be 
interpreted simply as the opposites penniless/ 
unhappy and wealthy/contented , as was suggested by 
contemporaries. 29 A furth er level would be the illus­
tration of the contemplative and active aspects of 
life. The connection of the pair of figures with the 
activities of the bank remains ambiguous, and the 



relief cannot be interpreted as a traditional allegory. 
Related to the composition are the bags of money 
shown on the facing wall . 

Like the structural entities of the bank, the histori­
cal planes of association of the ornamental themes 
are varied and diffuse . The arches suggest as the 
medieval frame of reference of the hall the Gothic 
period, which also applies to the vaulting of the 
directors' room. However , the ornamental themes 
and their finish suggest more strongly the Ro­
manesque. This is also apparent in the arches of the 
portal recess and even more so in the capitals of the 
hall. The individual capital themes of Romanesque 
architecture include grotesque depictions from 
Southern France differing from the "great stories" 
of the Bible. The capitals of the Privatbanken build­
ing are similarly individual features and their themes 
involve both comic and grotesque presentation . The 
numerous bird themes can be traced from their 
popularity in the Romanesque architecture of 
Scandinavia . The "capricious" variation of the capi­
tals implies a distancing from the noble and universal 
traits of classicism , and their details stress the comic 
and the particular. A background feature of Ro-

Fig. 87. Jung·s drawings for thc dccoration of the stairway on the 
Union inkatu side. 1903 . First fli ght of stcps with the guardian fi ­
gures and trees. (Or iginal and photo as in Fig. 86). 

Fig. 88. Yau lted openings with figures in steat ite from the second 
storey of the Unioninkatu sta irway. (Photo SRM/Museokuva). 

manesque themes combined with stone can be found 
in late 19th-century American and in early 20th-cen­
tury German architecture. 

The animal figures of fantasy at the ends of the 
ribs in the central vault resemble the wooden figure­
heads of Yiking ships. The "ancient Nordic" (forn­
nordisk) style common in Scandinavian wooden 
architecture in the 1890s was part of Sonck 's archi­
tectural expression of the previous decade and was 
by no means unfamiliar to Jung. The localizing al­
lusions to the past in the main hall would thus en­
compass Scandinavian prehistory as weil. The bear­
ing figures and the flat skylight alter the concept of 
this part of the building. mainly derived from the 
nave of a medieval church, into a secondary level of 
reference involving a hypothetical Nordic hall. 111 

In the stairway on Unioninkatu the painted decor­
ation is even more important for the reason that the 
sparse use of architectural articulation makes the 
images create a structural logic for the space con­
cerned11 (Fig. 87). The trees painted on the smooth 
walls of the stairwell extend to form vaults, blurring 
the actua l architecture. In this small space additional 
axes are provided by painted figures of guards. For 
example, the figures of two consecutive arches with 
a llusions to the Middlc East of ant iquity are first 
shown frontally and then in profile. and the viewer 
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ascending the stairs will meet simultaneously the 
gaze of four guards. As in the main rooms of the 
bank , the historical allegories operate on several lev­
els , from ancient history to the Gothic period. 12 

The synthesis of the Privatbanken building in­
volves , among other features, the use of authentic 
materials, a multi-layered eclecticism related to 
non-classical periods and the use of a programme of 
decoration suggesting varied interpretations as an 
essential part of the architecture . Also stressed are 
craftsmanship and the role of a collective of 
designers. The architecture of the building continued 
in veiled form the classicizing trends of late l 9th-cen­
tury architecture as weil as Neo-Gothicism . The 
classicist idea of dividing space into logical entities in 
a structural manner was carried out by non-classical 
means. On the one hand, tectonically whole systems 
were located in connection with conventional brick 
walls and intermediary floors of wood, while on the 
other hand the tectonic features are real as in the 
main hall. Applied in the same manner were 
medieval forms and room types for both supporting 
and visual purposes . A new trait was the free shap­
ing of architectural periods and their contrasting 
combinations in a function related to modern busi­
ness practices. This synthesis also combined two of 
the main trends of Sonck's studies , the classicism of 
secular architecture and the medievality of churches. 

III. 4. 4. The Privatbanken building in the context of 
contemporary bank architecture 

The long sky-lit hall of the bank with its counters 
around the sides was in accordance with Continental 
European conventions. The 1902 volume of Hand­
buch der Architektur, devoted to bank buildings, 
presents the main hall and the rooms of the board 
as being located at street level. 33 In this sense , the 
division of space and rooms in the Privatbanken 
building was according to modern standards . A par­
allel in terms of function and types of space, though 
not a prototype , was the customer-service hall of the 
Postsparkasse in Vienna, designed by Otto Wagner 
and built in 1903-1906. In this building , the metal ­
and-glass interior with its technical emphasis was 
modernistic in relation to the architecture of its re­
gion. In Helsinki , modern banking premises in­
volved multi-layered historicism , abundance of 
forms, natural materials and polychromy. As 
pointed out by Fredrick Bedoire , Sonck's banking 
hall closely resembles a number of banks in 
Stockholm designed by Gustaf Wickmann which 
were presented in the trade press. This applies 
especially to the Sundsvallsbanken building from 
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1900-02.34 Similar features are the skylight , its 
vaulting and ribs and the recesses of the walls , but 
the functional division of this single-part space is dif­
ferent. 

Sonck did not have to search for Finnish proto­
types any further than the adjacent block on 
Aleksanterinkatu . The main hall of the Finnish 
Union Bank, designed by Gustaf Nyström in the late 
1890s, was also pseudo-basilical and had a skylight, 
granite columns and a counter located between 
them . Sonck reiterated the basic solution of this hall, 
excluding its classicist apparatus of style. Nyström's 
banking hall was, however, raised half a storey 
above the bustle of the ad jacent street. Another sig­
nificant bank building on the same street was the 
head office of the Kansallis-Osake-Pankki , designed 
by Onni Törnqvist (Tarjanne) in 1892 , which had a 
side-lit main hall at street level. In the Privatbanken 
building these two practices were combined. 

At the same time that the Privatbanken was being 
renovated, the new building of the Nordic Joint­
Stock Bank was under construction in the same 
block on Unioninkatu. The first designs for this bank 
had been signed by Eliel Saarinen in the summer of 
1903, six months after the plans and designs for the 
Privatbanken building . 35 Banks wanted to compete 
not only with modern premises , but also with a pub­
lic image that was architecturally presentable. The 
Privatbanken could only employ its interior for this 
purpose, while the latter bank was also given a new 
facade. 36 The contest was won by the Nordic Joint­
Stock Bank, which opened its new premises to the 
public in the autumn of 1904, a month before the 
renovated Privatbanken . However , Sonck's and 
Jung's creation was praised by contemporaries. 37 

Coinciding and similar projects led to similar div­
isions of space and rooms , and the basic division of 
Saarinen 's banking hall and its lighting closely 
resemble the features of the Privatbanken. 

The Privatbanken building was publicized exten­
sively in the dailies , journals and the trade press. 
The latter include the Arkitekten journal as weil as 
the German Moderne Bauformen, devoted to Eu­
ropean modernism. 38 lt was also discussed promi­
nently with illustrations in Art et Decoration, pub­
lished in Paris . 39 The bank was seen as embodying a 
functional combination of the latest trends with an 
artistically sound modern spirit. The weekly Veckans 
krönika expressed a contemporary reaction to this 
now partly destroyed work of architecture, which 
has been altered several times. 40 The main im­
pression was of the abundant polychromy, regarded 
as especially pure and light. This was based on the 
burgundy red of the mahogany combined with grey, 
green, light-cream shades, yellow and white. The 
critic praised Jung's fantasies of colour and men­
tioned that the hall differs from other banks in its 



markedly art1st1c appearance. The present viewer 
can no la nger grasp Sonck 's and Jung's syn thesis 
which in 1904 was described in the following terms: 
"Wide and even waves of light descend from the sky­
light onto the dark-red mahoga ny of the counte r and 
furnishings, softly contrasting with the light-grey 
mass of the granite pillars and the gree n squares of 
the carpet. " ("I breda , jämna vägor faller ljuse t ge­
nom takfönstret öfver diskens och möblemangets 
mörkröda mahogny-ytor , hvilka bryta sig mjukt mot 
granitpelarnas ljusgrä massa och golfmattans gröna 
kvadrat. ") 

111 .5. The Eira hospital 

111.5.1. The commission 

In the spring of 1904 Sonck undertook the design 
and planning of a private hospital for a Helsinki­
based firm of physicians . Work on the hospital build­
ing , at the corner of Laivurinkatu and Tehtaankatu 
streets (no. 29 Laivurinkatu) , was begun in the early 
summer of 1904, and the hospital received its first 
patients in June 1905. This project got under way 
soon after the designs and plans for the Telephone 
Association building had been approved , and both 
we re built at the same time. This was again a com­
mission from the private sector involving a building 
of a public nature . The Telephone Association build­
ing represented a new type of office and business 
architecture . Similarly , the Eira hospital had to dif­
fer from the conventions of its functional type . Al­
though Sonck had planned nursing facilities for the 
spas. of Maarianhamina and Hanko , he had no ex­
perience of hospitals or their requirements. 

Dr Wilhelm Zilliacus , a member of the board of 
the hospital firm, had been one of the founders of 
the Fabianinkatu 17 apartment building company 
(Helsinki) in 1898. The building had been designed 
by the architects Gesellius, Lindgren , Saarinen, 1 and 
was completed in 1901. The markedly modern fea­
tures of the building signified a definite esthetic 
standpoint taken by the commissioning party . 2 Axel 
Ehrnrooth , a member of the board of the Privat­
banken , was a partner in the venture . In the spring 
of 1904 , when Zilliacus was looking for an architect 
for the hospital project , Ehrnrooth was responsible 
for the funds of the hospital firm and the renovation 
of his bank. 3 Choosing an architect weil known for 
his reforming spirit was a continuation of the mod­
ernizing trends initiated by Zilliacus in his dwelling 
environment . 

5 - K on·enm(w 

Background factors to the Eira project were the 
rapid deve lopment of Finnish hospitals following the 
health-care act of 1879 and the sharp rise in the num­
ber of hospital patients particularly in the early years 

- of the 20th century . Related to this was the founding 
of private hospitals, especially in Helsinki .4 The par­
ties involved wished to provide individual care and 
treatment differing from the modes of operation of 
public hospitals . Operating on a private basis 
ensured up-to-date standards for a select clientele of 
patients. Part of the growing medical profession 
wished to find alternatives to working in public hos­
pitals and to house-calls. This led to the need to pro­
vide hospital services in the private sector. Practical 
opportunities were found in the formation of joint­
stock companies in which the professional skills of 
each shareholder/physician could be employed in 
new facilities. In the case of the Eira hospital , the 
medical profession , then in the process of privati­
zation , commissioned the designs and plans from an 
entrepreneur in the field of architecture which was 
also in the process of becoming privatized. 

The hospital firm (Läkares enskilda sjukhus) was 
founded in 18975 and was made into a joint-stock 
company in 1904 (Läkares sjukhusaktiebolag) . The 
first shareholders' meeting was held on 24 April, 
1904 . In May 1904 the company purchased lots 21, 
23 and 25 in block 185 in South Helsinki. The share­
holders included twenty of Helsinki 's best-known 
private physicians , whose specialist fields had to be 
taken into account. 

There were no Finnish models or prototypes for 
the hospital , andin order to prepare for the architect 
a detailed scheme for a 30-40 bed hospital, the 
building committee undertook a study trip to Co­
penhagen , which did not produce any results . The 
aim was to construct a comfortable environment 
without long corridors , as the latter easily brought to 
mind the unpleasant atmosphere of public hospitals. 
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Fig. 89. Sonck·s colo ured drawing from thc spring of 1904 for the 
Te ht aa nk atu facade o f thc E ira Hospi tal. Tehtaankatu 30 - Laivu­
rinka tu 29. He lsink i. 1904-05. (E ira Hospital. photo SRM). 
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Fig. 90. The Laivurinkatu facadc of thc Eira hospital. fin al 
drawings from 1904 . (HKRVVA) . 

The company had a clear concept of the future hos­
pital in terms of function and psychological 
ambiance. These wishes , and the lack of standards 
because of the private nature of the commission , 
gave the architect a considerable degree of latitude . 6 

Sonck's final drawings were dated May 1904, but 
he had been involved in the project even before the 
purchase of the lots. 7 In the construction stage , the 
exterior and the demanding programme were not 
changed in any essential way. Available for the 
project were three adjacent lots , upon which the 
hospital was located as a freely standing building , 
partly set apart from the street. In this situation 
Sonck was not bound by a closed block or a single 
facade . The Eira project provided an opportunity to 
achieve a unity of floor plan, rooms and exterior 
form. As the commissioning party wished to achieve 
an unconventional and varied organization of rooms 
and space , Sonck was now able to carry out ideas 
which he had only been able to experiment with in 
his other , more limited , secular works of architec­
ture. 

Fig. 91. First-floor plan of the Laivurinkatu side and second-floor 
plan of the T c htaa nka tu sidc. final drawings from 1904. Patients ' 
rooms o n thc Laivurinkatu side . opera ting thea tre on the Teh­
taankatu side. ( HKRVVA ). 
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111.5.2. lnterior and function 

In order to reserve the third lot for future enlarge­
ments , Sonck placed the main weight of the angular 
body of the building at the corner of the streets. The 
coordination of the respective wings on Tehtaankatu 
and Laivurinkatu is incongruous , and the differing 
lines of the body and the rooms meet in the Teh­
taankatu wing . The exterior incongruence is reflec­
ted in the interior in a number of rooms of irregular 
shape (Fig. 91). The differences of the walls of the 
wings is not caused by the sharp angle of the street 
corner , as the building is se t apart from the street. 
Sonck appears instead to have applied the require­
ments of the set town-plan to increase the variation 
of the exterior surfaces. Thus, the resulting types of 
rooms are not conditioned by the variation required 
by the original programme , but by Sonck's esthetic 
aims in the exterior architecture of the hospital. 

According to the original programme lang corri­
dors were avoided in the plan . Although the 
Laivurinkatu wing is dominated by a central corri­
dor , the latter is broken off in the middle part. The 
stone foundation and roof height of the facade are 
of uniform dimensions, but towards the south a 
fourth storey is added. Differences in elevation are 
bridged by an open stairway, the flights of which 
lead directly to the various floors. This solution, 
practical for the transport of patients , was also 
visually enriching, as the corridor provided views to 
the other floors . The technical reason for variation 
in elevation was the sharp drop of the underlying 
bedrock towards the south , whereby more space 
could be added to the Laivurinkatu wing without ex­
cavation . A uniform concrete bed was also laid. 8 

Inside the hospital the design aimed at interspers­
ing various activities without the use of completely 
separate units .9 The patients ' rooms were located in 
different parts of the building , mainly in the 
Laivurinkatu wing . Separate units on the Teh­
taankatu side were the outpatients' ward and bath­
rooms on the ground floor and the operating theatre 
and isolation ward on the first floor , both of which 
had separate entrances. Reasons for locating the 
patients' rooms in the Laivurinkatu wing were the 
peaceful setting and the purity of the air. Teh­
taankatu was a busy thoroughfare , and the area 
opening onto the south and the west was still un­
built. The rooms for the patients and the supervising 
nurse were grouped around spacious halls into a 
functionally uniform unit. 

In the Eira hospital the allocation of rooms and 
the functional principle clearly differed from the pa­
vilion system which had become common in the late 
19th century . Conspicuous examples of the pavilion 
system in Helsinki were Kirurginen sairaala ('Surgi­
cal hospital' ; F.A. Sjöström , built in 1888) and the 



extensions to the Maria hospital (Onni Törnqvist/ 
Tarjanne , completed in 1893). The Eira hospital was 
built to provide limited and specific medical treat­
ment , differing from the role of public hospitals. The 
concept involved the services of specialists, oper­
ations and a small number of patients. There was no 
need for separate pavilion wards, as the hospital did 
not admit patients with contagious diseases. 10 The 
patients were allowed to spend their time together in 
the halls adjoining their rooms. The rooms were not 
numbered , but were marked with flowers painted on 
the doors. Social reasons can also be found for the 
rejection of open wards. The open character of 
wards in public hospitals with their adjacent nurses ' 
rooms ensured efficient control , which was regarded 
as necessary because of the low social status of the 
patients and their assumed asocial behaviour. 11 The 
middle-class background of the Eira patients permit­
ted the use of separate rooms for both patients and 
nurses. 

Within the bounds of the functional division , 
Sonck created individual rooms and space with the 
use of vaulting, lighting and ornament. The interior 
on the whole is characterized by a marked 
rounding of corners and ceilings. This was related 
not only to the principles of continuity and plasticity , 
but also to hygienic considerations. Sharp corners 
easily collected dirt and the round shapes facilitated 
cleaning, essential to the upkeep of a hospital. The 
various vault types linked the rooms into series. On 
the first floor the vaulting follows from the theme of 
the tapering arch of the door and the entrance hall . 
This theme is continued in the windows of the stair­
way leading to the second floor, the barre! vaults of 
which are repeated in the round windows of the third 
floor. On the first and second floors the patients' sit­
ting rooms are set off from the busy corridor by ar­
ches built at a considerably lower elevation than the 
ceiling. 

Some of the vaults came to be included only after 
the main designs were approved . A flat ceiling was 
originally designed for the halls of the Laivurinkatu 
wing (Fig. 95). Vaulting led to a situation where this 
feature of architectural expression could not be logi­
cally linked to the bearing wall structure , and what 
was in fact a rectangular window was fitted with a 
tapering arch on the inside. In the directors' room 
of the Privatbanken building this contradiction could 
be avoided by a different division of vault surfaces . 
The vault forms were mainly derived from Gothic 
architecture, and they correspond to the overall his­
torical associations of the building. 

In the same way as the vaults, the windows had a 
functional role as weil as a psychological purpose 
based on variation. The !arge arched windows facing 
Tehtaankatu lit the operating theatre, while the 
series of round windows on Laivurinkatu provided a 

feeling of privacy for the toilets and washrooms . The 
differing windows of the main stairway , in turn , en­
hanced the impression of space . 

In addition to architectural features, variation was 
achieved in the interior by polychromy and orna­
ment. The public areas had basically light-coloured 
walls and ceilings as weil as green and red features, 
which were also used in the ornaments of negative 
re lief sunk in the walls and vaults . The colour 
scheme , the plant motifs and the floral symbols of 
the rooms emphasize nature, life and organic 
growth. Within this general level of reference , cer­
tain rooms were decorated according to their func­
tion. For example , the children patients' room had a 
trieze of animal motifs . 12 Valter Jung , together with 
Sonck's new assistant David W. Frölander (1874-
1947) , appears to have had a hand in the finishing 
of the Eira hospital. At this time Jung was leaving 
Sonck's employ . Frölander remained with Sonck , 
and he was prominently involved in later works . 13 

The furnishings of the hospital were designed by 
both assistants . Beaten metal was combined with 
varnished wood according to the same principles as 
in the Privatbanken. 

The above features of the interior carried out the 
requirements of the programme with architectural 
and decorative means. The principles of composition 
of the formal , chromatic and ornamental entity were 
both practical and esthetico-psychological in nature . 
Outside these levels Sonck had to create the neces­
sary conditions for the special functions of the build­
ing. 

Optimal ventilation and hygiene were among the 
main concepts of hospital design . The kitchens of the 
Eira hospital were located on the second floor so 
that the polluted air could be discharged immedia­
tely. The separate patients' rooms could be aired ef­
ficiently. Disinfected linen , kept in warmed closets, 
was not transported through public areas after use , 
but dropped through chutes to the laundry . 14 The 
separate entrance to the outpatients ' ward and the 
health baths on Tehtaankatu shielded the patients 
from contact with other clients or chance visitors . 
The principle of hygiene also extended to the surface 
materials . The hard and glossy stucco of the operat­
ing theatre was easy to clean and did not collect bac­
teria. At the time when the hospital was under con­
struction, the importance of hygiene was stressed not 
only in public facilities but also in the harne. For 
these reasons , Otto Wagner , among others , pre­
ferred to use hard and glossy surfaces. 15 Bacterio­
phobia ("Schmutzphobie" ) led to the decreased use 
of textiles, !arge windows and a preference for 
painted or varnished wooden surfaces. For example , 
Wilhelm Zilliacus 's ideas of hygiene and the micro­
environment guided the design of his harne and the 
Eira hospital. On a further level , this frame of refer-
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ence involved a wealth of psychological and sensory 
features . 16 

/11.5.3. The exterior 

The exterior of the Eira hospital provided Sonck 
with an opportunity of expressing architectural aims 
related to townscape, forms, materials and historical 
associations in a situation that was less bound to 
function than normally . The phases of the exterior 
architecture can be followed in three stages from the 
drawing of the Tehtaankatu wing to the approved 
designs and finally to the hospital building as com­
pleted . 

In the surrounding townscape the hospital was 
part of a uniformly planned block structure on Teh­
taankatu and also part of the villa milieu of Hu­
vilakatu. The plan of the building , freely located on 
its lots , was in a shape between an L and a T . The 
building follows the street freely and is linked to the 
structure of the adjoining block by a stone wall 
aligned with the pavement. Seen from the open 
space at the corner of the streets, the hospital forms 
part of a (arger entity of urban architecture. De­
pending on the angle of view, the volume can be 
seen either as a single unit or in two parts , appearing 
to be almost separate. 

The varied forms of the building are articulated by 
hipped roofs with !arge sides and gables. Both wings 

are delimited into similar, though not identical , form 
by the gables. Seen originally along Tehtaankatu to­
wards the street corner or from Laivurinkatu to­
wards the north , the view was dominated by a fron­
tal gable followed by the same feature in lengthwise 
perspective. However, the gable facing Tehtaankatu 
does not form a continuation of the ridge of the 
Laivurinkatu wing, but is a separate feature . Be­
cause the Laivurinkatu wing was drawn into the lot 
and trees were planted in front of it , the Teh­
taankatu wing - seen towards the south - presents 
itself as a separate volume with its own gable. In ad­
dition to the two differing street vistas, we must also 
take into account the open space at the crossing, the 
corner of which was now filled by the hospital. This 
area was later developed into a park. lt was in this 
direction that Sonck placed as a combining theme 
the only symmetrical end wall of the building. The 
!arge triangular themes thus served to link the main 
perspectives of three diagonal approaches. 

On the one hand, the Eira hospital recognized its 
urban setting with themes linked to larger entities, 
while on the other hand it strove to set itself apart 
from its milieu, shielded by trees and bushes in the 
same way as private villas. The requirements of the 
urban milieu and the public nature of the function 
of the building were combined with separateness, in 
turn providing the peace and quiet required by hos­
pital care. The above features find explanations in 
the town plan, to which the building was accommo­
dated . 

Fig. 92. Eira hospital seen from the comer of Tehtaankatu and Laivurinkatu . towards the southeast. (Photo SRM/Nils Wasastjema). 
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Fig. 93. A view o f the hospital 
along Laivurinkatu towards the 
north. (Photo SRM/Nils Wasa­
stjerna). 

In the town plans of 1887 and 1892 block no . 180, 
the site of the future hospital, was marked as an in­
dustrial area. 17 However, plans soon arose to allo­
cate the unbuilt parts of the promontory of Helsinki 
for residential purposes. In the 1900 town plan the 
structure of this area corresponds to the shape of the 
terrain. In this connection blocks 180 and 183 were 
designated for small residential lots and were further 
divided by the laying out of Huvilakatu street 
through them. 18 

In planning the hospital in 1904, Sonck proceeded 
from the villa-type housing of the blocks concerned, 
and the town plan called for small volumes. Also the 
genre of villa architecture provided a starting point 
for the picturesque design of the hospital. The situ­
ation was weil suited to Sonck's stylistic aspirations 
of the day . Although the surroundings of the hospi­
tal were still dominated by industrial plants and 
workers in 1904, the lot was a good buy , because it 
was already known that the high-class private hospi­
tal was to become part of a trendy middle-class resi­
dential area. When the promontory of Helsinki was 
set apart in 1905 as a villa area, Sonck was involved 
in the planning 19 (Fig. 96). The changes to blocks 
180 and 183 from industrial sites to villa lots , the 
construction of the hospital and the overall planning 
of the villa area were all part of an overall process, 
in which Sonck combined a building with its sur­
roundings into a three-dimensional urban entity . 

In addition to the major binding themes , the 
variety of forms is also bound by a triangular theme . 
On Tehtaankatu the form of the gable is matched by 
the roof part of the perimeter wall and on 
Laivurinkatu by the portal. Further references to the 
gable theme are the adjacent windows with their ta­
pering arches . The triangles fall into series of forms 
of different scale, seen in diagonal perspective. The 

three-dimensional facades do not employ any basic 
surface to which the other themes and motifs should 
be related. Especially on the Tehtaankatu side, the 
array of themes and forms creates a sculptural and 
plastic whole. The lack of vertical correspondence 
between the storeys makes their interpre tation more 
complex on the horizontal level as weil. Combined 
with this is the way in which comprehending the fa­
cade depends on the point of view , whereby the plas­
tic elements will display new relationships according 
to changing perspective. The facades should not then 
be regarded as a graphic image , where the ideal di­
mensions fall into a set of coordinates defined by a 
certain point of view . Nor do the proj ecting parts 
underline any parts of the building primarily related 
to function . For example, the rectangular projection 
of the second storey of the Laivurinkatu wing is 
placed in front of both the children's ward and the 
toilets. 

The volume of the building was divided into three 

Fig. 94. Main c nt rancc with the e ngraved name Eira. (Photo 
SRM/Nils Wasas tj e rn a). 
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large surfaces of material and colour located above 
each other. Uppermost is the warm red of the roof, 
followed by the light yellow of the walls and finally 
the brown stone in the lower part. 20 The mono­
chrome plaster surface, extending unbroken around 
the building, links a variety of themes and forms. 
The building is multi-coloured, but in large zones . 

The choice of materials is based on the concepts 
and initial ideas of the commissioning party, which 
did not permit an imposing result , such as in the Pri­
vatbanken building , contrary to the possible wishes 
of the architect. The masonry alone of the Tele­
phone Association building amounted to one-tenth 
of the total costs of the Eira project, including the 
price of the lot. 2 1 In this case, the starting point 
placed limits on the range of expressive means. 

The original , very free diagonal bond of the 
ground floor contained a partial allusion to un­
dressed masonry. In the approved drawings for the 
part facing Tehtaankatu , there were no longer any 
attempts at composing the seams of the rounded 
stones within the relief that emphasized individual 
stone blocks. The same primitiveness also applies to 
the vaults shown in the drawings, where the un­
framed openings are overlaid by unfinished blocks 
or wedges. In the Laivurinkatu wing the masonry is 
based on the use of a diagonal wall, and only the 
portal is laid with stones in a regular manner. The 
masonry details of the drawings resemble the final 
designs for the Telephone Association building . The 
masonry as completed was an inexpensive diagonal 
bond of irregular surface , and also the portal is of 
crudely cut blocks . The credibility of the vaulting in 
the ground floor is necessary in view of the visual 
emphasis of the upper storeys . Here, as in the Tele­
phone Association building , the visual features of 
the upper parts are transmitted to the ground floor 
by a curved , massive stone beam. In other respects 
the masonry serves as a covering and even in the sur­
rounding wall the brickwork is covered by very thin 
slabs of stone. In the Eira project, Sonck developed 
a new variant of stone wall alongside his earlier use 
of squared rubble and boulder walls. The multi-hued 
polychromy of St. John's Church and the Telephone 
Association building was now limited to enhancing 
the impression of the wall with darker pieces. 

The plaster facades of the building express the 
presence of a solid mass of wall bearing its own 
weight. Interspersed into this plastically rounded 
mass are unframed windows with sharp corners , 
which , however, do not disturb the visual impression 
of support of the actual wall . The stress of the 
arched windows is divided into the wall and the small 
and straight-topped windows do not require tectonic 
enframing motifs . The overlay of the brick body 
bearing the weight of the wall expresses only itself, 
without any imitation of other materials or the use 
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of structural concepts . In the context of architectural 
thinking stressing the intrinsic value of materials, 
features such as rustication would have created false 
associations with stone . 

Tectonic entities are located apart from the logic 
of the wall and mostly in places where the size of the 
openings exceeds the static strength of the vaults. 
Sonck had originally designed stone columns , but in 
the final version stone was used only in some of the 
consoles . The light shades of the plastered supports 
expressed the structural differences, achieved in 
stone in the Telephone Association building. The 
sparse and originally polychromic ornament of the 
exterior was on the whole concentrated on em­
phasizing certain bearing structures . lt was partly 
abstract and partly based on plant motifs. 

An example of a logical structure limited to itself 
is the balcony of the second storey in the Teh­
taankatu wing. The floor and railing are borne by 
stone consoles , and the roof is supported by co­
lumns . Beneath the balcony are windows on both 
sides of the corner. Because the corner has to bear 
the weight of the balcony and the upper part of the 
wall, the wall itself is not sufficient for this and the 
corner is fitted with a thick column . 

The most complex combination of structures is at 
the south end of the Laivurinkatu wing (Fig . 93). 
Joined at the corner of wing are the two basic struc­
tural systems of the hospital building - the selfsupp­
orting wall and the column- and -!intel system . The 
opening at the balcony on the first storey begins as 
an arch and goes on to form a straight beam sup­
ported by a column . This part is set off from the 
wall in white. Linked to the visualization of this 
feature is an actual structure, for the column at the 
corner bears the weight of a projection on the se­
cond storey . The column rising from the bottom sto­
rey does not meet the corner of the projection, but 
is left within it. The beam makes the structure logical 
and consistent. The rise of the corner begins from 
the stone wall and moves on via the stone beam at 
its end to the column . From there it is transmitted 
by the beam to the colonnade of the loggia and fi­
nally to the roof structures. A part operates on a 
visual level in the same way as the masonry, while 
part of it is structurally necessary , e.g. the column . 

The general historical level of reference of the 
hospital is medieval. Related to this are triangular 
themes , the portal , the tapering arches and the sur­
rounding wall with its roofed gate with shingle roof­
ing. In St. John's Church this theme was linked to 
the history of function. Now it was placed in another 
connection , still bound to a formal frame of refer­
ence deriving from the Middle Ages. The tectonic 
themes of the building do not employ direct histori­
cal prototypes, although the stone consoles and the 
projections supported by them refer back to tech-



Fig. 95 . Recreational area for thc patie nts on thc second floor of 
the Laivurinkatu part. (Photo SRM/Nils Wasastjerna). 

niques typical of the Middle Ages, expecially in urban 
architecture. 

In the Eira project Sonck could not rely on set 
conventions or even contemporary models. In this 
sense, the hospital was a trail-blazing work of archi­
tecture. The commissioning party had a say in the 
functional aspects , but the desired psychological at­
mosphere had to be created by the architect. Did the 
result then correspond to what was desired in the 
commission? 

When the hospital was inaugurated in the summer 
of 1905 , Professor J . V. Runeberg especially men­
tioned its cheerful and home-like atmosphere, com­
pletely different from previous hospital architec­
ture . 22 But although the commissioning party was 
satisfied with the result , the atmosphere had to make 
the desired impression on the clients. According to a 
contemporary account , the hospital succeeded in do­
ing so, for it " ... enhanced its surroundings. Built 
in a pleasing modern castle style, the exterior of the 
building contains nothing that would suggest a hospi­
tal, and when coming through the main entrance ... 
one reaches the interior , one is also struck by the 
total absence of anything resembling the traditional 
hospital barracks with their gloomy and uniform 
character and their special hospital atmosphere" 
(" . .. utgör en prydnad för omgifvningen. Uppförd i 
treflig modern borgstil äger den i sitt yttre ingenting 
som skulle leda tanken pä ett sjukhus och när man 
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Fig. 96. To wn plan fo r th e Eira villa district. originally dcsigned 
by Sonck in 1905 but approved in 1908 in this altered form. The 
lo ts o f the hospital. next to the district . are shown in black . (City 
o f Helsinki , photo SRM) . 

genom hufvudentren ... nätt byggnadens inre frap­
peras man likasä öfver den totala fränvaro af allt, 
som kunde päminna om vära traditionella gamla 
sjukhus-kasärner med deras dystra, enformiga 
sjukhus-prägel och speciella, kännspaka sjukhus- at­
mosfär. ")23 In accordance with the wishes of the 
commissioning party , the critic sees a combination 
of the modern functionalit y of the building and its 
clear difference with the traditions of hospital archi­
tecture and its negative atmosphere . The exterior is 
not seen as reflecting the content of the building , but 
as a simultaneous association with the Middle Ages 
and modern architectural expression ("modern 
castle style"). Furthermore , the building is seen as a 
successful addition to its environment. 

Like the Telephone Association building , the Eira 
hospital did not express its content by the details of 
the exterior or through individual themes . The only 
reference in this sense was the name "Eira" sculpted 
on the portal. In Scandinavian lore Eira corres­
ponded to the Hygeia of antiquity. The name came 
to apply to the whole of the surrounding section of 
Helsinki which soon came to be built on the nearby 
promontory . 
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III.6. The Kallio church 

/11. 6.1 . Initial stages and planning 

The Kallio church in Helsinki was Sonck's third city 
church project in a series beginning with the compe­
tition for St. Michael 's Church in 1894 . Like the lat­
ter and St. John's Church , the present project, for a 
working-class district of Helsinki , was tobe a central 
monument of its area. The commission was received 
also in this case through a competition . The whole 
process, from the initial competition plans to com­
pletion , lasted from 1906 to 1912. The above 
projects had already been completed when the plan­
ning of the Kallio church was begun ; St. Michael's 
Church had been inaugurated and the finishing 
touches were being put to St. John 's. Also com­
pleted at this time were the Telephone Association 
building , the Privatbanken project and the Eira hos­
pital. Sonck was thus able to draw conclusions from 
his earlier experiments in completed projects and to 
concentrate on the two-stage competition and his 
numerous alternative projects. Success in this signifi­
cant church competition again led to a renewal of 
forms and the mes , which in turn could be applied in 
other works. The series of church projects (St. Mi­
chael 's, St. John's and the Kallio church) falls into 
the space of only a few years and presents an inte­
resting variation of technical and formal features in 
identical situations . The stages of the Kallio project 
from the competition to its completion are evidenced 
by a !arge body of documentary material. 1 The avail­
able sources provide much more information on the 
interrelationship of functional requirements , the 
goals of the architect and the wishes of the client 
than in the previous commissions , which were of a 
private nature. 

The earliest plans for the Kallio church date back 
to 1901 , when the architect Josef Stenbäck pro­
posed , on his own initiative, the construction of a 
church for the local parish in the Kallio (Sw. 
Berghäll) area . This church was to be completely of 
granite from the Sörnäinen district of Helsinki , and 
not of brick overlaid and faced with stone . 2 The 
coarse outer surface would have provided savings in 
the cost of labour. This feature reappeared when 
Sonck became involved in the project. Stenbäck's 
project was part of his numerous attempts to create 
church architecture completely of stone , which have 
been analysed by Sixten Ringbom. 3 The proposal 
laid the basis for the final selection of materials for 
the future church . The concept of a stone church 
("kyrka af sten") was present in 1904 when the un­
divided Swedish and Finnish congregation of 
Helsinki entrusted the parish council with the task 
of acquiring a new church for the district of Kallio. 4 

The competition was opened in early 1906 and 
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closed on 30 April , 1906. 5 The original programme 
called for 1,400 seats. Of special interest were the 
views of the altar, which could be placed in any 
orientation desired and could have a pulpit in con­
nection with it. In addition to the actual nave of the 
church , there was also to be a parish meeting hall for 
150 persons which could be joined to the main part 
with sliding doors. The specific wishes of the pro­
gramme , differing from traditional church architec­
ture , aimed at functionality in the conducting of ser­
vices and gave the architect freedom in the planning 
of the interior. 

Wooden interior structures were permitted and 
the outside walls were to be stone- or brick-faced. Tue 
scheme envisioned a normal brick body for the 
building , where the use of stone would be limited to 
the surface . This marked a rejection of the alterna­
tive of constructing walls completely of stone, as sug­
gested in the programme for St. John 's Church. lt 
was also desired that the church would form an im­
pressive point of view for Hämeentie (present-day 
Siltasaarenkatu), rising towards it. Architectural ex­
pression was not defined in any precise terms , apart 
from the desire that the dominating forms of the 
unostentatious volume with its bell tower would he 
of "good effect" ("af god verkan" ). 

The programme of the competition stressed econ­
omy. The aim was to acquire a !arge, possibly stone­
faced church , impressively located in the surrounding 
townscape, with 500,000 marks. The limit of costs 
included technical equipment and interior decora­
tion. lt must be pointed out that the estimate for the 
body alone of the Telephone Association building 
was 450 ,000 marks . The lack of funds explains nu­
merous details that were designed by Sonck but ex­
cluded from the final version. 

Twenty-four entries were submitted ,6 and Sonck , 
working under the pseudonym of "Huss", was the 
winner. Second place was awarded to the office of 
von Essen , Kallio & Ikäläinen and Gi.Istaf Nyström 
came third. Because these projects were not re­
garded as suitable for realization, the jury invited 
the above architects to participate in a continued 
stage of the competition. Sonck again was the win­
ner with his entry "Huss-Omarbetning" (Huss re­
worked) and von Essen, Kallio & lkäläinen came 
second. Nyström declined to compete . The main 
drawings and plans were prepared by Sonck in the 
summer of 1907 , and they were approved in January 
1908. Construction was begun in the spring of the 
same year. 7 

The minutes of the jury criticized the entries as 
weil as setting more general aims of style for the 
project. 8 At first, outlines and contours were sought 
for the future church. A long-maintained aim of 
evangelical church architecture was an emphasis on 
the sermon , the main feature of the service . Also 



stressed was veracity deriving from an uncompromis­
ing adherence to the function of the church. In this 
context , traditions were not allowed to bypass needs 
and requirements .9 Liberalism and a preference for 
new solutions were expounded by the German archi­
tect Cornelius Gurlitt in the 1906 volume of the 
Handbuch der Architektur. 10 According to Gurlitt, 
Gothic or medieval architecture in general could not 
be the basis of the new , reformed church architec­
ture, mainly because of the links of the above forms 
with the Catholic Middle Ages. These views, ex­
pressed by a leading authority in the field , clearly 
differed from earlier German praxis and its influen­
ces on Finland . The so-called Eisenach regulations 
(das Eisenacher Regulativ), which had guided Pro­
testant church architecture in Germany since 1861, 
underlined the importance of historical prototypes , 
and in the 1898 version of the regulations the 
medieval period came to be the paragon. 11 The jury 
of the Kallio project, however , based its views on 
Gurlitt, who had stated that "the only aim of Pro­
testant church architecture is the creation of build­
ings following their own specific liturgy , regardless 
of whether they are linked to older styles or not." 12 

Gurlitt's views, especially critical of Neo-Gothicism, 
can be seen in the evaluations of the prize-winning 
entries. 

The minutes of the jury also presented outlines for 
the role of the church in contemporary Finnish archi­
tecture. With reference to the positive aspects of re­
form, it was pointed out that "first place must be 
given to sketches independently serving this work 
[i .e . reform] and developing and refining new forms 
in simpler and more constructive ways ... ". With 
respect to the planned church " ... it would do ir­
revocable damage to our rising field of architecture , 
if such importance were given to tradition that the 
architectural developments of the past decade could 
not be expressed in this building in a strong and pur­
poseful manner" . 13 The jury voiced its support for 
modernity in architecture in general and especially 
for its expressions of the past years in Finland. The 
use of stone was approved, especially with hewn 
surfaces and without finish . The result could thus be 
evaluated on the basis of durability , beauty and inex­
pensiveness . Esthetic evaluations were linked to 
economy and functionality. 

The general remarks of the minutes shed light on 
the result of the competition and Sonck's final entry. 
The minutes also gave Sonck permission to alter the 
drawings and plans independently . The programme 
and the minutes were drawn up by the secretary of 
the jury, Bertel Jung - a proponent of architectural 
reform . Jung had seen at close hand the problems 
encountered by Sonck in trying to modernize his 
plans for St. Michael's Church. Not long before the 
competition, Jung had stressed Sonck 's role as a 

leading figure in the reform movement of Finnish 
architecture , and he saw many of his own aims ac­
complished in Sonck's works . 14 

In the prize-winning entries the large central space 
and its adjoining short cross-arms are placed under a 
uniform vault or series of vaults. 15 The short chancel 
part brings the altar close to the assembled congre­
gation. The result was a combination of the long 
church and the centralized church type , where the 
ceiling is borne by as few vertical supports as pos­
sible. The use of such a solution may have been en­
couraged by the almost finished interior of St. John's 
Church in Tampere . lt was also preferred in contem­
porary German church architecture. 16 In addition to 
reformed church architecture , solutions of the above 
type were also applied by Otto Wagner in the Cath­
olic Steinhof church from 1905-07. 17 Background 
factors of the division of space in the entries were 
related to liturgy as weil as to Finnish and inter­
national architecture. 

The "Ad Astra" entry by von Essen, Kallio & 
lkäläinen was given a positive review, especia lly for 
its exterior. 18 Nyström's entry, "Aftonsäng" 
(Evensong), was assessed according to the general 
stylistic criteria of the minutes. In this case, criticism 
was voiced against the themes continuing the spirit 
of Neo-Gothicism , but not against the allocation of 
space or the overall form of the church. The jury 
wished to see ideas , "which have brought themselves 
to the fore in the debates of recent architecture". lt 
was also observed that "Finnish architecture has 
such a limited historical tradition behind it that there 
is no need to adhere to it strictly; on the other hand 
there is no reason to oppose the present trends of 
Finnish architecture , which by now have become al­
most unassailable" . 19 In this connection, a position 
was taken in favour of a distinct trend of develop­
ment , which had a clear and "almost unassailable" 
frame of reference. 20 

Somewhat surprisingly, the jury criticized Sonck's 
entry ("Huss") for its exterior features, such as the 
mass of the tower , details, windows and the har­
mony of dimensions, and desired a number of im­
provements21 (Figs. 97 - 98). Sonck was given first 
place because of the plan , which was seen as 
"simple, inexpensive and practical", and the overall 
volume of the church. By adding rooms behind the 
chancel and by shaping the exterior apse, Sonck was 
able to create a building resembling a long church on 
a plan conforming to a square. The impression was 
further enhanced by the placing of the tower above 
the chancel. The idea of a long church with a tower 
at one end was not new to Sonck, as he had pro­
posed a similar design already in 1894 and again in 
1897 as alternatives for St. Michael's Church. 22 

Differing from the longitudinal symmetry of space 
was the parish hall located in connection with the 
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Fi g. 97. Sonck·s cntry for the compcti tion o f a new church in Hel­
sinki . the Kallio church . 1906. First compet itio n stage. pseudo­
nym ·· Huss· · . E levation towa rds th c north . (Original and photo 
SRM) . 

chancel. The altar and pulpit were in unobstructed 
view from the hall . The dimensions of the rooms and 
spaces were regulated by squares, triangles and 
circles, from which both horizontal and vertical the­
mes were derived. The basilica system of the interior 
refers back to medieval architecture and this associ­
ation is further supported by the ribbed vaulting of 
the bays and the chancel. The system of the nave 
was new to Sonck , and the same applies also to the 
composition of the chancel, where the altar, pulpit 
and organ wall were placed above each other. This 
design was hitherto unherd -of in the Finnish 
architecture of the period, but it had already been 
presented by Sonck in 1897 for the church of 
Kylmäkoski , and did not strive towards novelty per 
se .23 On the central axis , the altar and pulpit, located 
as close as possible to the congregation, formed a 
single point of view instead of competing for attent­
ion as in traditional church architecture. 24 The im­
pressiveness of the structure was further underlined 
by the organ wall culminating in a !arge round win­
dow. The combination of an altar and a pulpit with 
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Fig. 98. The "Huss·· e ntry . floo r plan . (Original and photo SRM). 

stairs on both sides had been used in Germany for 
some time . Related to German praxis was also the 
visual lengthening of the nave with the organ and the 
choir balcony. 25 

The compact volume of the exterior is gradated 
towards the dominating tower , the spire of which 
resembles the main tower of St. John's Church in 
Tampere . By placing the portals in the north part of 
the building , Sonck was able to create an unbroken 
south facade at the end of Helsinki 's longest straight 
street axis. The scale of the apse joins the church to 
the surrounding architecture, while the tower links it 
with the overall townscape of Helsinki . The techni­
cally conventional project was based on the use of a 
granite-faced brick wall, brick vaulting and gallery 
columns of stone. 

The exterior architecture of the "Huss" entry re­
ferred back to medieval architecture on such a gen­
eral level that no reservations could be expressed 
with respect to the history of style. 26 Compared with 
Sonck 's previous church project, historicizing al­
lusions are now fewer and less marked. There are 
hardly any windows with tapering arches , but but­
tresses are still used. The jury did not condemn the 
use of historical material as such, nor did Gurlitt, 
and the crucial issue was the degree to which it was 
shaped. 



Fig. 99. A sketch from the first competition phase of the Kallio 
church , resembling Sonck's entry "Till Damaskus". (Original and 
photo SRM). 

In the competition for the Kallio church Sonck 
sounded out the preferences of the jury by submit­
ting two separate entries of almost identical floor 
plan , but of different character. The other entry, 
"Till Damaskus" (To Damascus) was placed in the 
middle range by the jury.27 (Fig. 100) Also in this 
case, the floor plan received praise , but the facades 
were observed as being ". . . too heavy and raw, 
without any impression of a church". The extremely 
centralized solution can be seen as centralized also 
on the exterior. As in St. John 's Church, the nave 
has a !arge vault, 26 metres high, the form of which 
permits the placing of windows in the upper parts. 
The verticality of the space is emphasized by multi­
coloured ribs extending from the floor to the top . 
The geometricized floor plan consists of concentric 
circles and squares. The outer square delimits the 
volume, and the inner square marks off the central 
space. The pulpit is in the traditional place next to 
the altar, but placed on the right-hand side . 

The "Huss-Omarbetning" (Huss-reworked) entry 
for the continued stage of the competition received 
the following comments from the jury: "The ex­
tremely practical and monumental plan and the se­
rene, impressive and dignified facade raise this entry 
to the level of veritable works of art". 28 Even now, 
Sonck had not decided upon the best possible so­
lution , and he presented four variants (A,B ,C and 
D). 29 These were uniform with respect to floor plan, 
volume and vaulting, differing with respect to the 
dimensions of the exterior, roof forms, the spire and 
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Fig . 100. Sonck·s other en try from the first competition stage. 
pse udonym "Till Dam askus". Scction towards the south. (Origi­
nal and photo SRM). 

the locations of the parish hall , organ and the altar­
pulpit. Because there was only variation in the com­
binations of elements that themselves remained the 
same without any alterations to the main principles, 
the alternatives are not analysed separately here. 

Fig . 101. A sketch from the second stage of the competition . 
1906 . (Original and photo SRM). 
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Fig. 102. T he e ntry. pseudon ym „Huss - O marbetning„ for the 
second stage o f the competitio n . E levat ion facing south and the 
view towards the southwest . Arkitekten VII 1906. p . 108. 

The mam changes were in the adoption of com­
plete symmetry, based on the lengthwise axis. In the 
" Huss" entry the parish hall stressed the west part 
of the ax is. In the continuation stage , a symmetrical 
matching part was designed for the hall and distinct 
pavilions were placed on both sides of the tower. 
This was achieved by several means, including the 
ra ising of rooms originally planned for the basement , 
such as the caretaker's apartment . These rooms were 
moved upwards as part of the visible volume of the 
church. At the same time , the mass of the tower was 
diminished and its end was joined more closely to 
the body of the building, as desired by the jury. 
Characteristic of a ll of the later entries were the 
same changes to the exterior, geometricity and the 
use of right angles. The form of expression is ab­
stracted , and medieval allusions, such as the but­
tresses, were left out and not replaced by other ma­
te ri al of a distinct historical character. The shaping 
of the nave as a basilica and the adjoining tower 
se rve as a link with the traditions of church architec­
ture. 

The new designs are composed of distinct parts. 
Plastic continuity is not aimed at in the volume , nor 
are the various parts joined by softl y curving forms. 
The basis of the design consists of the nave , the 
tower, the pavilions and the apse, forming the cross 
of the exterio r volume . This cross, however , does 
not refl ect the short-armed cross of the interior. The 
entries employ the traditional theme of church archi­
tecture, both in floor plan and volume, while the 
basilica form applies to the nave and the cathedral is 
part of the surrounding townscape . The surfaces are 
articulated partly by tectonic themes, and the co­
lumns of the portals support a heavy system of 
beams , while the arched portal remains inside them 
as a separa te theme. The division of form developed 
in earlier works was now related to symmetry and 
axes. The array of arches was limited to a uniform 
se ries of rounded form s. 
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Fig. 103 . O ne of the numerous ske tches see king the form for the 
spire. (Original a nd pho to SRM) . 

The round-arch theme gives a specific tone to the 
interior. For example , the forms of the vaults or 
series of domes are transmitted to the round arches 
of the walls and the arched windows. Along the axis, 
the round-arch theme extends from the window of 
the north wall to the arches of the main vault and fi­
nally to the enframing arch of the chancel. The con-

Fig. 104. A ske teh for a variant with regularly bonded stone. (Ori­
gina l and photo SRM). 



sistent uniformity of this space , already bound by 
symmetry and its axis, is stressed further , in com­
parison with the varying vaults and explicit asym­
metrical forms of St. John 's Church . Sonck pro­
ceeded from the particular to the general level -
from individual themes to dominating axes and units 
of scale . The level of historical association is mainly 
Romanesque , but even this is expressed generally 
through the overall round-arch theme. Ornaments 
are either abstract or botanical along with Christian 
symbolism. 

The entries show Sonck's new way of creating vol­
ume . The entity as a whole rests upon the axis , and 
it is not disturbed by changes in the smaller parts . 
Once a part with the whole had been defined in re­
Iation to the whole , it could then be shaped indepen­
dently , as long as the halves of the axis remained 
identical. This solution permitted changes to various 
parts even at a late stage of the work, as in the 
search for the final form of the apse and the spire . 
This procedure differed from the St. John 's and Eira 
projects, where themes of different size reiterated 
the volume and its vertical division through diago­
nals . In the Kallio church individual changes within 
the modules did not change the balance of the 
whole. In a sense, Sonck returned to the classicizing 
concept that had dominated late 19th-century archi­
tecture with its axes and systems of pavilions. The 
tectonic themes developed in the designs did not 
conform to any set canon , nor do they constitute a 
system encompassing the volume. 

The perspective illustration of the south end de­
monstrates Sonck 's aims with respect to the sur­
rounding townscape30 (Fig. 102) . The future build­
ings of the area are presented in multi- storeyed 
form with facades and roof contours much more sub­
dued than in Sonck's urban visions only a few years 
previously . These reforms marked an end to pictu­
resque, historicizing urban architecture. The volume 
and the tower of the church were seen in the setting 
of uniform , multi-storeyed buildings, which partly 
explains the height of the tower . Planning and design 
were not guided in any way by the contrast of the 
completed church with the low buildings still stand­
ing in the area at the time. 

The main drawings , dated June 1907, were pre­
ceded by a year of planning work , during which the 
final Iocation of the altar and the pulpit were left 
open to be decided upon by the architect. 31 The 
sketches of this period show the difficulties Sonck 
had in shaping the spire , a feature central to the sur­
rounding townscape (Fig. 103). Around this time 
Sonck's assistant, D. W. Frölander, came to the 
fore, and he prepared all the coloured drawings of 
the final stage . 32 In one of the perspective sketches 
the stone covering is shown as ashlar of even 
height33 (Fig. 104). The choice of squared rubble 

Fig. 105. The south elevatio n in nearly complete form. only Ihe 
spire was re mode lled fo r the fin al ve rsio n . Drawing by David . W . 
Frö la nde r . probabl y from 1907. (O ri gin al and photo SRM) . 

was thus not unequivocal , and the cration of a reg­
ular volume corresponded to the nature of the reg­
ular stone material. 

In both the exterior and the interior, the main 
designs of the church were a synthesis of the pro­
posals and entries of the preceding stage . The main 
changes were to the tower, where the walled upper 
part culminated in a conical roof of copper plate . 
This material was also used in the roofing of the 
apse. For Sonck , and other Finnish architects of the 
period, models for the new material - shiny meta! 
surfaces - were found in new Central European 
architecture, especially in the works of the Wagner 
school. 34 The various parts of the volume were now 
linked by uniform horizontals and verticals, such as 
the transformation of the apse columns of the south 
end into the pillars of the tower and the encircling 
columns of the end. 

While the volume and its dimensions remained 
much the same , major changes were made in the in­
terior except for the floor plan. The vaulting of the 
central space was converted into a single !arge barre! 
vault and three openings for the gallery. The new 
division of bays corresponded to the increase of win­
dows in the central vault from six to eight. The 
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Fig . 106. Final main drawings . 1907. East eleva tio n. (Archives o f 
He lsinki Evangc lica l-Luthe ra n Congrega tions. photo SRM). 

changes to the main vault simplified the array of 
forms in the nave and was linked , as discussed be­
low , to changes in building technique . 

The main drawings and plans , prepared in the 
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Fig . 107. Floo r pl an as executed. (O riginal and photo SRM). 
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Fig. 108. Main drawings. section towa rds the west. (Original and 
pho to as in Fig. 106) 

summer of 1907 and approved in January the follow­
ing year, were the last ones to present the building 
as a whole . 35 (Figs . 106, 108) They show how the 
original rich colour scheme of the interior was re­
duced to light shades and simplicity because of re­
ductions to the original plans . Changes carried out 
during the construction stage are referred to only in 
written sources. After the main drawings were ap­
proved , Sonck was given "artistic licence" with re­
spect to changes. The client 's liberal attitude was ex­
plained as being due to the importance of the 
project. Work on the foundation was begun in May 
1908, after which the fin al decisions were made con­
cerning the materials and the structures , but changes 
were made even after this stage. 36 The master-buil­
der F. H. Wäänänen , recently returned from a study 
trip to the Continent, was appointed supervisor of 
the demanding construction work. 37 

l//.6.2. Construction and the final result 

The main material of the church , originally even in 
the structures, was stone. In order to economize , 
Sonck simplified the stone covering of the exterior. 38 

The coarse granite of fractured surface (räkoppig) 
was eight to twenty centimetres thick with binding 
stones 30 cm deep located in between . The more 



Fig. 109. The Kallio church from 
the southwest . (Phot o SRM/ 
Roos). 

smoothly cut lighter parts stand out from the single­
hued surface . The guiding principle was that of com­
pletely grey monochromy. Sonck reduced the num­
ber of ornamental motifs , and fi elds of ornament 
were left mainly in the tower and the frieze of the 
apse. Only the decoration of the main portal was 
"sculpted" (skulpterad), while the other parts were 
"hewn" (hugget) .39 

Stone structures were originally planned for the 
interior as weil. The intended stone columns, stand­
ing on the bedrock foundation , would have sup­
ported the galleries, the concrete central vault, the 
upper part of the wall and the ceiling. 40 Also the 
supports embedded into the brick walls were to be 
of stone. The structural combination of stone and 
concrete would have decreased the need for support­
ing brickwork . Unlike St. John 's Church , the 
masonry of the Kallio church was not only intended 
to cover the brickwork and support the galleries, but 

also the outside walls and the ceiling were to have 
been supported by completely stone-laid structures. 
Had the original plans been executed , Sonck would 
have been able to extend the themes of the Tele­
phone Association building to the body of a !arger 
building. A visual counte rpart in the composition of 
the ex terior was planned fo r the bearing vertical 
structures. For example , a smaller tectonic system 
located between the !arger supports would have 
borne the weight of the field above the windows , 
transmitting it via the ga llery arches to the columns 
and the foundation. This structural division is re­
peated in the ex te rior. In a manne r similar to the 
Telephone Association building, the masonry in­
volves two structural principles. The walls of the side 
naves, the pavilions and the tower present bearing 
masonry , corresponding to the brick wall behind 
them. Pill ars and beams were used only in the win­
dows. The second principle, expressing the relation-
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Fig. 110. The church from the northeast. (Photo SRM/Savialoff). 

ship of borne and supporting parts, is present either 
in the structures or in their visual duplication , as in 
the nave part, the apse and the pillars of the tower. 

Originally, even the roof would have continued 
the masonry , extending in an unbroken manner from 
the foundation , but during the actual construction 
work the original slate roofing was replaced by cop­
per plate .41 The decisive alteration with respect to 
masonry was the use of concrete structures in both 
the walls and the interior. Concrete was chosen in 
the main drawing stage, while in the earlier plans the 
vaulting was of brick. The concrete of the main vault 
was linked with a form that was as plain as possible 
with strengthened arches and their interspersed 
fields . The degree to which concrete was used is hard 
to determine , for the structures were not marked in 
colour in the drawings . Although concrete was in­
tended for the floors of the galleries, stone was still 
intended for the vertical supports , and a combi­
nation of stone and concrete was still presented in 
the estimate of costs . In the summer of 1908, August 
Kiökemeister , of the Allgemeine Beton und Eisen­
gesellschaft firm of Berlin, was contracted for the 
laying of concrete, "according to drawings presented 
to me" ( enligt mig förevisade ritningar) . According 
to these plans , concrete was used in all of the vaults, 
the intermediary floors , the galleries and their balus­
trades as weil as the columnar structure, previously 
designed in stone . Also concreted were the inter­
mediary floors of the tower and the foundation of 
the spire. Kiökemeister informed the architect that 
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he was using the Hennebique system. The vaults of 
the main nave and the galleries , however , were 
made "according to a special design given to me" 
( enligt mig lemnad specialritning) . A vailable sources 
do not mention the expert concerned, but Hjalmar 
Castren appears to have been the most probable 
choice at the time for such a demanding task. 42 The 
concrete work of the Kallio church was based on 
German standards, experience and execution via the 
local representative. The planning , however , was by 
Finnish experts . 

Apart from the use of concrete the building was to 
have other modern structures as weil . The roof of 
the nave was to have trusses of steel, but for reasons 
of economy timber supports were used. The con­
crete work of the tower was also reduced. During 
the planning process modern solutions such as con­
crete and steel were chosen to replace the traditional 
means of stone, brick and wood, but in the building 
stage some of the new solutions were rejected . 

A similar rejection of aims initially agreed upon 
also concerned the interior of the church. Originally , 
the frieze of the gallery railing and all of the capitals 
were to be covered with gold Ieaf, but in the final 
stage the capitals were left with an unfinished 
surface of cast material. 43 Unlike stone, the mater­
ials that were used did not embody esthetic values 

Fig. 111 . The apse of the southern facade. (Photo SRM/Kari Hak­
li). 



of their own , and the designed effects were based on 
the finish of the surface , e .g. plaster, the stucco of 
the columns and the gold of the capitals. Even the 
rich painted decoration of the main vault was rejec­
ted. The interior decoration also reflected the bare 
and unadorned character of the final version . 
Among other features, the plain and unpromirrent 
lighting fixtures created an unbroken impression of 
space in the main vault. The common denominator 
was abstraction . The interior did not have any sym­
bolically laden , decorative or figurative programme, 
and there was even no altarpiece. The stylized orna­
mental motifs, derived from nature , were not linked 
to structure through any organic analogies, as in St. 
John's Church. The painted motifs only serve to ar­
ticulate the various surfaces. The originally planned 
decoration of the main vault would have given the 
series of arches the impression of an open leafed 
vault. 

The placing of the organ was dictated by the pro­
gramme of interior furnishing. Despite numerous ef­
forts, Oskar Merikanto and Heikki Klemetti , the 
musical experts of the project , were not able to 
change Sonck's original plan,44 according to which 
the organ pipes in the chancel were only part of the 
equipment and the main part of the organ was in the 
gallery of the north wall. 45 The organ wall located 
behind the altar was an integral part of the interior 
architecture and its colour scheme, to which the op­
timum use of the organ was subordinated (Fig. 112). 
This was a poor location in view of audibility and the 
maintenance of the organ. 

The artistic ensemble concept of the St. John's 
Church project was now repeated in a minor way by 
commissioning the carillon tune from Jean Si­
belius .46 There is no mention of who was responsible 
for the painted decoration or works of art that were 
possibly to be acquired .47 A number of reliefs in 
plaster by Sigrid af Forselles were placed in the 
church . These were offered by a group of women 
artists . 48 They were not related to Sonck's architec­
tural aims , and he does not appear to have been con­
sulted in the matter. 

When the church came under construction Sonck 
presented his wishes concerning the nearby sur­
roundings. In the autumn of 1908 he drew up a plan, 
according to which "shops and bazaars" (butiker och 
basarer) were to be located in the high, terraced east 
wall of the church .49 The addition of business activi ­
ties to the basic structures of the church would have 
linked it to the secular reality of its surroundings . In 
a sense , this idea was a continuation of Sonck 's ear­
lier concepts , based on the stratification and density 
of medieval urban architecture , but also economic 
reasons were involved . The suggestion was, how­
ever, rejected as "repulsive and undignified" (anstöt­
lig och ovärdigt) .50 Within the bounds of the avail-
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Fig. 112. A ske tch showing the co mbination of altar. pulpit and 
organ wall . (Original and photo SRM) . 

able town plan, the church was given a visible lo­
cation enhancing its dominating role in the towns­
cape. Leading to the square of the church were five 
streets, one of which even provided the diagonal 
view , aimed at in Sonck 's earlier church projects. In 
1910 Sonck proposed that the surrounding unbuilt 
area should be purchased by the parish, so that the 
church could be isolated with arcades or other struc­
tures .5 1 A few years earlier he had specifically 
wished to place buildings in the immediate vicinity 
of St. Michael's Church. Now , the Kallio church was 
to be left standing on its square as an independent 
monument. 

The church was inaugurated on l September 1912, 
prior to the final inspection. The building committee 
officially forwarded the building to the parish in the 
autumn of 1913 , and it came to be known as the 
Kallio church. 52 

The exterior corresponded to the main drawings 
from 1907. Changes were mainly made in the num­
ber of portals , the covering materials and the north 
facade. In the latter part the originally planned 
arched window was converted into rectangular form 
with four openings divided by six stone pillars . 
The architectural aim was the correspondence of the 
facades. Unlike the long sides, the end walls could 
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Fig. 113. The nave o f the Kallio church towards the south . (Photo 
He lsinki City Museum Picture Archives). 

not be identical. The new design corresponded to 
the dimensions of the apse, creating verticals extend­
ing from below to the spire of the tower. The upper 
part of the tower was the last feature to be decided 
upon, and it was not drawn even in the final design 
for the stones of the facade. 53 In the end, Sonck 
chose the form of a vaulted pavilion , of square base 
and lower than originally planned. This part was 
joined to the square base of the body through a cir­
cular railing . In this connection the apse was fitted 
with a cupola. The width of the south side corres-

Fig. 114 . The navc towards the no rth . (Photo Helsinki City Muse­
um Picture A rchives/Erik Sundströ m). 
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ponds to the overall length of the church. Matching 
both of the above is the height of the body of the 
tower as far as the foundation of the spire . Thus , all 
of the main dimensions of volume correspond to 
each other both horizontally and vertically . The 
spire was not included in the system of dimensions 
and proportions, and it could be designed sepa­
rately. In its accomplished form, the church clearly dis­
played the way in which its volume was composed 
of distinct units of space. The apse , the pavilions , the 
tower , the nave part and the structures of the portals 
present themselves as cylinders, oblongs and cubes . 
For example , the nave part is delimited into rec­
tangular form by sheet-like end walls extending past 
the volume. 

The floor plan combines two liturgical traditions 
(Fig . 108) . The centralized design of the actual in­
terior underlines the character of a Protestant church 
serving the purpose of preaching. However , in the 
form of a basilica it refers back to the Middle Ages 
as a specific type of space , but not on the level of 
forms . The churches of St. Michael's and St. John 's 
were both combinations of the hall-type church and 
a pseudo basilica . In St. Michael 's Church in Turku 
the tall windows provided light for both floors of the 
side naves, while in Tampere this was arranged by 
windows on both floors . In the Kallio church the 
light from above in the main vault part extends 
throughout the main nave and to the narrow gal­
leries, while the side naves on the ground floor have 
separate windows . The exterior contours of the 
church are based on the Latin cross , from which a 
tall tower rises . In other words, the result is the sys­
tem employed in Romanesque cathedrals. Sonck was 
able to apply on a very general level a historical and 
international architectonic type , linking it to indi­
vidual forms, interiors and liturgical requirements 
alien to its original starting point. 

The early planning stage and the masonry work 
continued themes already present in St. John 's 
Church, but in the later stages and during the actual 
construction of the church a picturesque adaptation 
of medieval forms gave way to a centralized , axial 
and geometricized result. Although the round arches 
can be traced back to Romanesque architecture , the 
church does not contain any distinct historical refer­
ences with associations to specific periods or re­
gions. 54 Despite this , the vaulting system is 
hie rarchical, for the part covering the pulpit and al­
tar - corresponding in principle to the chancel vault 
- is fitted with ribbed tapering arches , which , how­
ever, extend to a round, flat ceiling. The spire of St. 
John 's Church , with its allusions to the Middle Ages, 
changed from the original "Huss" entry through the 
planning and construction process, so that the com­
bination of a central tower and four towers at the 
corners is no langer as distinct as originally pre-



sented. Related to the reduction of identifiable his­
torical references was the use of cubic forms and the 
abstract nature of the decoration. In the early plans 
the monochromy of the exterior was to have been 
accentuated by the shiny roofing of the apse and the 
tower and the crosses of similar hues of the frieze of 
the apse . Inside the church a metallic gloss was to 
have been achieved with gilding. These features 
were based on international sources and influences , 
mainly from the Yiennese modernists. As discussed 
above, Germany was the main source of influences , 
primarily relating to the design of the chancel, the 
views of the jury based on Gurlitt, the floor plan 
and also the use of concrete . 55 German influences 
can also be seen in the curving system of stairs in the 
south end. This feature was familiar for example 
from the works of the architects Schilling & Gräb­
ner. 56 The joining of the parish meeting rooms as a 
visible part of the church may derive from Anglo­
American models. 57 In St. John 's Church the parish 
hall was located beneath the body of the building, 
while in Kallio the hall and the parish offices pro­
vided a reason to build the south pavilions on both 
sides of the tower, a feature essential to the overall 
division of volume. 

The Kallio church applied the medieval cathedral 
tradition in its volume and main part. This was ac­
complished in a way that in a highly generalizing 
sense fits in with the historicist conception of archi­
tecture on the level of types and forms . The varied 
use of the tradition of religious architecture can also 
be seen in the dual character of the interior. The div­
ision of space conforms to the basic type created by 
the Catholic Middle Ages from the architecture of 
antiquity. On the other hand, the uniform, square 
space joined to the superimposed combination of the 
altar and the pulpit without an altarpiece "reformed" 
the Lutheran church of the remnants of Catholic 
iconolatry . The combination chosen by Sonck de­
rives from early Reformed meeting houses, known 
from Europe and North America. In this case, mod­
ernity signified a return to the original sources of 
Protestant liturgy, in the way presented by Gurlitt 
and desired by the competition jury. The role of this 
church in the overall transition of Finnish architec­
ture towards symmetry, axes and nascent classicism 
can be compared to the designs for the new railway 
station in Helsinki from the 1904 competition entry 
and the abstract and geometricized appearancc of 
the building when completed . This also applies to 
the technique of building in concrete - the large 
concrete vaults of the station halls were built at the 
same time as the Kallio church. Eliel Saarinen's 1904 
project for the railway station is one of the most 
probable Finnish prototypes for Sonck's design . 
Some of the features of the "Huss-Omarbetning" 
(Huss reworked) entry , such as the !arge arched win-

Fig. 11 5. Yiew to the north fro m the o ld centre of the town along 
thc Unioninkatu axis with the Kallio Church closing thc vi sta . 
(Photo Pekka Korvenmaa) . 

dow, symmetry and the portal pavilions , find paral­
lels in the main facade of the railway station. The 
upper part of Saarinen's tower is also present in the 
sketches for the church. In the end , this relationship 
may have been reversed . Sonck 's tower , like the fi­
nal tower of the station, is not a static rectangle , but 
a form in which the stressed profile tapers upwards . 

The simplification of the interior vaulting co­
incided with the adoption of a new technique, i.e. 
concrete. In itself , this did not require formal alter­
ations , nor did it dictate the forms used . Changes 
occurred primarily in the area of esthetic intention . 
The vaults of the first planning stage could weil have 
been built of concrete . For example in Germany , the 
static properties of concrete - differing from brick­
work - had already been exploited in vaults of 
highly varied form and even in outright duplicates of 
Gothic vaulting. 58 

The rote of the church in the townscape involved 
three levels . Seen at close range from the square and 
the connecting streets , the church was a freely stand­
ing plastic volume , in accordance with Sonck's 
wishes. Seen from the centre of Helsinki it was the 
culmination and point of view of a central north­
south thoroughfare. The spire, rising to 94 metres 
above sea level , dominated the northern horizon of 
the city. lt provided a scenic dominant for the sec­
tions north of Pitkäsilta Bridge, in the same way as 
the Cathedral and the Church of St. John were the 
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respective landmarks of the city centre and the 
southern parts of Helsinki (Fig. 115). 

For Sonck , this project was a catalyst and testing 
ground for new ideas in the same way as St. John's 
Church had been for secular works following its 
main drawing stage. In this sense , the Kallio church 
was a watershed in Sonck's architectural production. 
The initial plans were continuations of themes from 
earlier years , while many of the features of the final 
result were reflected in ensuing works , to be dis­
cussed below. In the field of church architecture the 
project showed how the architect had matured to 
using permanent models, and Sonck was to apply the 
division of volume created for the church up to the 
1930s. However , the reforming concept of 1906 had 
by this time become outmoded. With respect to 
technique , the Kallio project was analogous to St. 
John 's Church . In the latter , brick structures were 
replaced by stone during the actual construction 
work . Sonck varied the use of stone over the follow­
ing years . In the Kallio church this material was orig­
inally intended to dominate the whole in as varied a 
way as possible, but the planned structures were re­
placed by concrete . 

In 1911 Sigurd Frosterus published a review of the 
church in the journal Arkitekten , which is interest­
ing in many respects. Frosterus connects the role of 
the church in the history of style with Sonck 's per­
sonal development as an architect. 59 The review is 
written in a positive vein , although Frosterus main­
tains that Sonck presented the character of the in­
terior much too clearly in the exterior , though he 
acknowledges an "organic" connection between the 
two . For Frosterus , the praiseworthy feature was not 
the correspondence of the interior and the exterior , 
but the expression of the interior through the ex­
terior. Remarking positively upon the volume and 
especially the tower , Frosterus suggests the sphinx 
as an analogy for the whole . In the series of three 
churches by Sonck the unrestricted floor plan of St. 
John 's came to be expressed in the exterior of the 
Kallio church. lt was in this synthesis that Sonck 
found his footing. Frosterus does not distinguish his­
torical themes or motifs, and describes the church as 
the successful result of a "tendency towards libera­
tion" (frigörelsetendens) . In Sonck's architecture the 
gradual disappearance of historical themes is linked 
with the maturing of his career and the process by 
which he "found his footing". Frosterus 's evaluation 
of the church corresponds by and !arge to the wishes 
regarding style presented by the competition jury in 
1906. Not only one of the leaders in the development 
of style in Finnish architecture , Sonck was also sensi­
tive to the desires of his colleagues concerning this 
course of development. 
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III. 7. Sonck's project for Parliament House 
in Helsinki 

lt was seen above how the features of the planning 
and construction stages of St. John 's Church were 
applied in secular works of the period, as weil as 
in a competition entry for a major public work of 
architecture . This situation repeated itself with the 
Kallio church. In the continued planning stage of the 
church , following the main drawings of the summer 
of 1907 , an architectural competition was declared in 
the autumn of the same year for the House of Parlia­
ment to be built in Helsinki . The competition closed 
in the early winter of 1908 .1 The competition in­
volved the creation of an edifice for the new single­
chamber parliament of the Grand Duchy of Finland , 
achieved through reforms enacted in 1906. Most of 
the renowned Finnish architects of the day partici­
pated. The winning entry was by Eliel Saarinen , and 
Sonck was placed fourth. Parliament House was fi­
nally built in different form after Finland gained in­
dependence. 

The planned location of the building on Tähti­
torninmäki hill in Helsinki would have dominated 
the southern townscape of Helsinki as seen from the 
centre , and also the horizon towards the sea. 
Stressed in the programme of rooms and space were 
the assembly hall, the rooms of the select commit­
tees , the impressive vestibules and the stairways . 
Most of the entries were dominated by axial 
symmetry, tower motifs and emphasized central por­
tals. 2 

Sonck , together with D. W. Frölander, partici­
pated with an entry called "Plenum" .3 In this 
project, the portal, forming a continuation of the 
axis of Unioninkatu , is followed by a completely 
symmetrical floor plan . Branching off from the cen­
tral part are two wings, and a !arge tapering tower 
rises from the first cross-arm . This feature presents a 
clear contrast with the otherwise horizontal whole. 
The leading theme of the interior is the rise of the 
monumental stairway to the glass-domed central hall 
under the tower, which is followed by the !arge 
assembly hall . The cross-like form of the hall, with 
narrow galleries , resembles the nave of the Kallio 
church . Seating requirements were considerable also 
in this case , as weil as good lighting conditions , visi­
bility and audibility. The rostrum is located in the 
part corresponding to the chancel of the church. 

The compact parts of the flat-ceiling volume of the 
"Plenum" project consist of cubes and rectangles. 
The straight surfaces of the facades are dominated 
by a plain composition of verticals , which was 
shaped into a colossal system without capitals in the 
main facade on the north side . The most plastic 
feature is the colonnade supporting the grand attic 



Fig. 116. Competition entry for Parliament House in Helsinki , 
1908. Pse udonym ""Plenum··. IV prize. Assisted by D . W. Frölan­
der. Yiew towards the southwest. Arkitekten II 1908. p . 25 . 

of the portal. The pink granite exterior surface was 
designed as squared rubble. 

In the plans and designs of the Kallio church the 
above features were also used in connection with 
axial symmetry . Similarities can be seen in the series 
of facades and in the perspective illustration . The 
division of the north or main facade is the same as in 
the church, while the portal structure and its co­
lumns correspond to the apse. This was also true of 
the south facade of the "Plenum" project and the 
north facade of the church. In side view, the series 
formed by the portico , tower , pavilions and 
assembly hall resembles that of the apse, tower, pa­
vilions and nave of the church . The windows provid­
ing light for the glassed dome repeat the bell-open­
ings of the church tower . In perspective view from 
the side, the T-shaped volume which was to be seen 
diagonally from below covers the rear parts of the 
building from view. The composition developed in 
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Fig . 117. Plan of the main noor. (Original and photo SRM) . 

Fig. 11 8. East e levation. (O ri ginal and photo SRM). 

the church project was now reshaped to form the 
framework of the programme required by the Parlia­
ment House project. 

The jury especially praised the use of the tower.4 

observing that the exterior "expresses its character 
excellently" . The ex terior architecture of Sonck 's 
entry was regarded as positive in other respects as 
weil . 5 Sonck applied the successful basic solutions of 
a religious building to the House of Parliament , and 
even in this case the result was seen as clearly ex­
pressing the function of the building. Joint features 
of both projects were their large size, public nature 
and location in the townscape . 

There were other coinciding features in this situ­
ation as weil . The same architect served as an assis­
tant in both cases. Tue relationship of the church with 
its surroundings and axis had already been decided 
upon . In the Parliament House project, Sonck was 
given the potential opportunity of placing two con­
temporary monumental buildings at the ends of the 
same axis, i.e . Unioninkatu street. In both buildings, 
the line of the street would have continued in the 
lengthwise axes of symmetry . Sonck 's desire for a 
greater emphasis on classicizing features was , in 
turn , exce llently suited to the tradition of charac­
terization of parliamentary edifices. The " Plenum" 
proj ect showed how the conclusions concerning vol­
ume, surfaces and historical themes developed in the 
pl anning process of the church had a wider basis and 
could thus be applied in other tasks as weil. As in 
the earlier National Museum entry , ideas developed 
in connection with a church project were transferred 
to the plans and designs of an extensive , but uncom­
pleted, secular work of architecture. 
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111.8. The building of the Mortgage 
Association of Finland 

II/. 8.1. Points of departure 

The building designed in 1907 for the Mortgage As­
sociation of Finland (Fi. Suomen Hypoteekkiyhdis­
tys) and completed in 1909 continued the series of 
bank premises designed by Sonck for the centre of 
Helsinki , which had begun with the Privatbanken. 
The present project was also on the Esplanades (at 
no . 16 South Esplanade) and involved a four-storey 
new building to serve the needs of the dient and a 
number of tenants. The impressive head office of the 
Mortgage Association continued a programme of 
construction by banks and insurance companies, 
based on the expanding market of capital. This pro­
cess had already created impressive edifices for the 
Wasa Banken bank and the Pohjola insurance com­
pany, and within a few years its was to indude the 
Stock Exchange building and the buildings of the 
Kaleva , Suomi and Salama insurance companies in 
the centre of Helsinki. In this case , Sonck was again 
involved in planning a building of a public nature 
with private funds . 

The activities of the Mortgage Association of Fin­
land, founded in 1861 , differed from those of the com­
mercial banks , and it did not have to compete for 
customers with impressive premises . 1 A favourable 
economic dimate and the desire to acquire perma­
nent premises of its own made the building project a 
viable alternative in the early years of the 20th cen­
tury . When the tot at 16 South Esplanade was 
bought in 1906 the intention was to indude in the 
programme of construction a !arge number of pre­
mises for rent to provide returns on the capital 
invested. 2 The tot was at some distance from the 
centre formed by the main thoroughfares of 
Unioninkatu , Aleksanterinkatu and the North Es­
planade . lt was , however , dose to the focus of busi­
ness life and on the routes leading to the Market 
Square and Erottaja at the end of the Esplanades. 3 

There was no architectural competition for the 
new building , and the board of the bank chose Sonck 
directly for the task. The reasons for this are sug­
gested by the membership of the board. In 1906, 
Emil Schybergson was elected managing director of 
the Mortgage Association . As director of the Privat­
banken , he had commissioned the renovation of the 
latter's premises from Sonck. 4 The successful result 
and the relationship of dient and architect now pro­
moted Sonck as the architect of private capital in 
Helsinki at a stage when the business centre of 
Helsinki was being restructured to a marked degree. 
Schybergson took the initiative in the matter, andin 
January 1907 , together with other members of the 
board and a "certain" architect , he began pre-
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parations on the project. 5 A few weeks later , the 
board was presented with Sonck's proposal for the 
programme of rooms and space . The envisioned 
building was to be four storeys high on the side fac­
ing the street and three storeys high on the side of 
the yard . lt was to indude the premises of the dient 
as weil as business premises of varying size with ac­
cess from the street. 6 

When receiving the commission, Sonck was pre­
paring the main drawings of the alternatives for the 
second stage of the Kallio church competition. In 
these designs , axial symmetry was already a domi­
nating feature and reinforced concrete was planned 
for the vault structures . At this stage, also the tec­
tonic themes of the church were developed, such as 
the colonnade of the south end . As a whole, the 
design and construction of the Mortgage Association 
building coincides with the Kallio project. The prob­
lems encountered in the former may have had some 
effect on the decisions regarding the church. Despite 
different starting points, the simultaneous planning 
of two stone-dad public buildings led to similar so­
lutions of form , materials and building technique. 

Sonck carried out the planning in three months , 
and the main drawings were approved in April 
1907. 7 His earlier achievements , such as business 
premises , stone facades and a bank, contained par­
tial solutions for the new project. The task now was 
to create a synthesis for the needs of several 
businesses of different types and for a bank in a cen­
tral location in the nation 's capital. After the board 
had inspected the finished drawings, Sonck and 
Schybergson were given total responsibility for the 
costs of the project. 8 Sonck was given more or less 
complete freedom of action with respect to the 
choice of material, but as Sonck's and Schybergson's 
mutual decisions were not reported in any way , 
there is no detailed evidence of them . In the summer 
of 1907 the older wooden buildings on the site were 
demolished , and on the 29th of November the same 
year the building had reached roofing height. 9 Work 
proceeded at a fast pace in view of the extent of the 
project , and the building was completed in the 
spring of 1909 . 10 The basic architectural solutions of 
rooms , materials, structures and expression were 
created within the span of a few months , and their 
realization took only a short time from early summer 
to late autumn . 

Both in planning and execution , the Mortgage As­
sociation project was a fluid and uniform process, in 
which the architect was trusted and was able to work 
with a relatively free budget. The dient , the director 
of a significant banking establishment, was person­
ally responsible for the progress of the work and co­
operated dosely with the designer in choosing ma­
terials and structures. Schybergson funnelled the 
bank's funds into an impressive building project, 



considerably exceeding the original estimate of costs. 
In addition to creating functioning premises of a rep­
resentative nature , the commission also strove to il­
lustrate on the level of the townscape the client 's 
wealth and culturally-minded aims. 

After the planning stage of the winter of 1907 the 
facade was changed only in minor details. The com­
position of the preliminary pencil sketch is based on 
horizontal and vertical rectangles, the relationships 
of which are dictated by the symmetry following 
from the central portal (Fig. 119). These themes, the 
side projections and the attic delimit a completely 
plastic two-storey colonnade in the middle of the 
rectangle of the facade. The uniform rectangle of the 
facade, lacking a roof moulding , is for the most part 
separated from the pavement. The basic solution of 
the floor plan was also retained . Corresponding to 
the central axis of the facade is the main stairway, 
providing access to the front and rear parts of the 
volume. The deep and narrow Jot does not include a 
skylit yard, as the body of the building is detached 
from the fire-proof walls at the sides, and there is a 
skylight in the banking hall of the ground floor. The 
rooms facing the street encircle the central office hall 
almost symmetrically. The smaller units in the rear 
part were designed for apartments, but became in­
terconnected business premises . The relationship of 
planned and executed features corresponded in this 
respect to the Helsinki Telephone Association build­
ing . lt was also related to the changing of the centre 
of Helsinki into an area purely serving the needs of 
the business community , whereby the previously sig­
nificant construction of housing was removed com­
pletely to other parts of the city . 

/l/.8.2. The facade 

In the following, the facade of the building is dis­
cussed separately, as the alterations to structures and 
the division of rooms did not affect it. In the pre limi­
nary sketch stage, the architect concentrated on ma­
terials, structural articulation and details . Tectoni­
cally the facade was a continuation of the the mes 
executed in the Telephone Association building and 
planned for the Kallio church , with previously ap­
plied themes linked to the new principles of compo­
sition. 

The main drawings of April 1907 differed from the 
final version in a few details. The !arge decorative 
fields of the upper parts of the projections were re­
moved , as weil as the heraldic field from above the 
main entrance. The capitals of the colonnade and 
the pilasters were redesigned , and the front yard set 
off by a small fence was only included in the alter-

Fig. 119. Sketch from 1907 for the facade of the Mortgage Asso­
ciation bu ilding. South Esplanade 16. Helsinki . 1907-09. (Original 
Mortgagc Association of Finland. photo SRM). 

ation plans of 1913 . 11 Despite this , it was an import­
ant part of the original whole , as shown by the sket­
ches. The appearance of the building as executed 
can be seen in a later, undated, watercoloured 
drawing of the facade. 12 (Fig. 120) 

The static nature of the facade is achieved by the 
dominant contours of the rectangular form , the hori­
zontals of the li stels and the verticals of the columns 
and pilasters (Fig. 123) . In axial symmetry, all of the 
themes have identical counterparts. Within this con­
text , the various parts form a structurally logical sys­
tem with partly visual and partly real means. The 
composition was executed in stone. A granite 
surface for the facade was already decided upon be­
fore the main drawings were approved . The material 
used is light-grey Uusikaupunki granite, supplied by 
Suomen Kiviteollisuus Oy. 13 Sonck had the stone 
polished to a smooth finish . 14 An overall single-hued 
monochromy was achieved in the same way as in the 
Kallio church with a single dominating material. The 

Fig. 120. Drawing frän 1907. by D.W . Frölander. Arkirekren IV 
1909, p. 51. 
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reduced, linear bond of the facade material ex­
pressed the concept of a bearing wall, but the effect 
achieved by the vertical and horizontal elements is 
stronger. 

The structural concept of the facade is best 
revealed in single-level frontal perspective, which 
corresponds to the view from Esplanade Park. Pro­
ceeding from below , the projections can be seen as 
separate units with the central part of the facade 
standing apart. The pavilion system delimiting the 
front yard forms , in visual terms , the basis of the 
upper storeys of the projections . Prototypes for this 
can be seen in neoclassical buildings in Helsinki. 15 

The pilasters of low relief support a strongly ex­
pressed column-and-lintel system, and the round arch 
system of the simple rhythmic bay is expressed with 
voussoirs . The capitals are formed with an ornamen­
tal zone. Rising from the column-and-lintel part to the 
horizontal liste! between the third and fourth storeys 
are two structures - a wall with solid rustication and 
a pilaster placed angularly in the central part and 
serving as a continuation of the system of the ground 
floor. The structural principle of the attic part is 
more diffuse . 

The column-and-lintel system, borne by the em­
phasized ashlar of the arches in the ground floor of 
the central part , supports four completely plastic 
stone columns extending to the architrave dividing 
the third and fourth floors . At the sides of the co­
lumns are pilasters linked to the projections. 16 The 
columns continue to form supports for the fourth 
storey with a secondary zone behind them , separat­
ing the second and third storeys . As in the Tele­
phone Association building , here too a supporting 
stone colonnade was built within a stone-faced brick 
wall. The colossal colonnade of the Mortgage As­
sociation building is linked to a classicizing frame of 
reference , but - like the pavilions - it is without 
any specific allusions to the styles of the past. 

The non-classical and layered capitals of the eo-

Fig . 121. Plans o f the first and seco nd floors. 1907 . (HKRVVA). 
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Fig. 122. Lo ngitudin al scctio n towards the east. 1907. 
(HKRVVA) 

lumns support in stages the beam, the liste! and fi­
nally the uppermost level of the entablature, which 
in turn forms the horizontal liste! of the whole fa­
cade. After carrying out their classical function, 
these parts are continued in the surface decoration 
of the attic storey . The varied interpretations of this 
storey are added to by the fact that it ends in a den­
ticulated frieze and a secondary attic above it. 

The obvious classicizing features of the Mortgage 
Association building did not imply a return to the 
principles explicitly rejected by Sonck and other 
young architects of the turn of the century. In terms 
of the Vitruvian-Albertian canon , the facade is an 
unorthodox combination of various systems , the 
logic of which can be derived from the major systems 
of architectural history , as in the pavilions. In the 
Mortgage Association project Sonck, for the first 
time since his student days of the early 1890s, 
designed a symmetrical classicizing facade. This in­
volved principles which he had learned, but were 
now applied freely as a tectonic system without spe­
cific historical details. The decoration was also ab­
stract , with its non-figurative or stylized botanical 
motifs. He was assisted by D . W. Frölander , and the 
water-coloured drawing of the final version was 
signed "Lars Sonck lnvenit - D.W. Frölander 
Pinxit". 17 

Also in this case Sonck wanted the building to 
!end shape to its immediate location , and the gra­
dation of the facade can be seen especially in side 
view. From this perspective , also the colonnade 
stands apart as an independent feature with the wall 
behind obscured from view. The subdued and serene 
nature of the design and the stress on horizontals 
imply a concept of townscape differing from that of 
the Telephone Association building. The Mortgage 
Association building was designed as part of a 
multi-layered and continuous wall of street-fronts. 

The facade contains features in common with the 
older buildings on the South Esplanade . In the ad­
jacent block was the Wasa Banken building, built in 



Fig. 123 . The Mortgage Associ­
ation building soon after com­
pletion. lt is today surrounded by 
multi-storey commercial buildings. 
(Photo SRM/Nils Wasastjerna) . 

1899 , which also had a stone-faced monochrome 
facade. In addition to the material and the round 
arches of the ground floor, the identical enframing 
motif of the central portals was another shared 
feature. Sonck's gradated band of ornament is a 
direct replication of the older building. 18 With re­
spect to the colonnade reference is made to the 
nearby Governor-General's residence , designed by 
C. L. Engel and built in 1824 for the local military 
commander. This was the most valuable building on 
the Esplanade in terms of function. In Engel 's build­
ing are six almost plastic recessed columns be­
tween the side projections. The columns support a 
straight attic part. Sonck's building displayed thus 
connections with significant buildings already stand­
ing on the South Esplanade. The series of arches and 
the division of storeys also linked it to the row of 
buildings on the North Esplanade, located opposite. 
The method of dividing four storeys into three main 
zones is the same one that, for example, Theodor 
Höijer applied to his five-storey facades. Also in this 
sense, Sonck returned to 19th-century principles of 
composition and through them to the facade divi­
sions of the Renaissance . 19 

Upon completion in 1909, the Mortgage Associ­
ation building , or its facade, was the subject of great 

interest in the press . 20 Sigurd Frosterus wrote a re­
view of it in Arkitekten. 2 1 Frosterus regarded the 
use of a smooth stone surface as a modern feature, 
related to the culture of machines, and was happy to 
see granite finally used in a way that corresponded 
more closely to the techniques afforded by modern 
machinery than the " rustic rubble wall" . The dimen­
sions of the facade , the capitals of the columns and 
especially their extensions were regarded as success­
ful features. Sonck was commended for the consist­
ent way in which he had carried out the difficult task 
of abstracting the ornament , as weil as for his "se­
rene command" and "maturity" . In his review, Fros­
terus stressed the modernity and organic nature of 
the design , the use of abstraction and the free appli­
cation of classical material . With respect to the re­
lationship of the function to the exterior , " the monu­
mental nature of the bank building was admirably 
merged with its practical function ." 

In his article " Modern Helsingforsarkitektur" 
(Modern architecture in Helsinki) Jac. Ahrenberg 
also discussed this new work by Sonck. 22 He first 
criticized sharply the architecture of Helsinki in re­
cent years. The town plan was created for buildings 
whose effect is based on "plastic" volume and not on 
picturesque means. For Ahrenberg, the picturesque 
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involved the "newest school" of architecture up to 
the year 1907. Ahrenberg reiterated his conception 
of style , already presented in 1898. 23 He had pointed 
out how classicism was a suitable method of design 
for Helsinki , as it was based on historical strata, i.e. 
the heritage of neoclassicism . Medieval themes and 
motifs were not suitable for secular buildings, for 
they did not have any Finnish prototypes, of which 
the new works could be regarded as a continuation. 
The Mortgage Association building was seen by Ah­
renberg as being linked in an exemplary way to the 
positive starting points as defined by himself. He 
observed that Sonck had understood correctly the 
basic spirit of the town plan. In its main details, the 
facade of the building conformed to the concepts of 
the "old school" of architecture (i.e. ante 1880s) with 
respect to simplicity, balance and harmony. The 
result was a "plastic" whole . Ahrenberg went on to 
point out how Sonck had also succeeded in applying 
the best features of the "new school" , such as respect 
for materials and climate , accommodating details to 
material and their individual use. He described the 
columns and their capitals as "brilliant" . Generally 
speaking, Ahrenberg saw the Mortgage Association 
building as "the best creation of urban architecture 
in Finland by the new school" . 

Frosterus regarded the building as an example of 
modernity , a re jection of the imitation of nature and 
as an organic merging of the exterior with function . 
For Ahrenberg , this work signified a return to the 
traditional classical ideal of Helsinki , with the ad­
dition of new features to established tradition. The 
building was at the same time an example of reform 
and freedom from tradition as weil as a continuation 
of the classical tradition and a new stage in its evo­
lution. The facade material was praised by Frosterus 
as an expression of modern "machine culture", while 
Ahrenberg commended it for reasons of climate , 
Sonck was thus able to convince two leading critics 
of different generations and opposite points of view. 

II/. 8. 3. The structures and the interior 

Of definite influence for the interior architecture and 
the alterations from the sketches to the main dra­
wing stage was the use of reinforced concrete in the 
bearing structures, intermediary floors , stairways 
and vaults. This material also speeded the construc­
tion of the building. The special plans and designs 
were again prepared by Hjalmar Castren, and they 
were executed in the Hennebique technique by Au­
gust Kiökemeister , as in the Kallio project. 24 The 
facade of the Mortgage Association building was the 
subject of much concern and considerable costs, and 
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Fig. 124. The banking hall of Suomen Kauppapankki on the 
ground floor. Furniture later removed . Hirn 1906-. p. 283. 

the result was widely recognized . Behind this ruled 
the considerations of economy and efficiency of 
modern business premises , and the desired result 
was achieved by experts using the latest technology . 
To a greater extent than in the Telephone Associ­
ation building concrete dominated the shaping of the 
interior , and the architectural solutions were clearly 
influenced by a construction engineer. 

The ground floor , reserved for business premises 
and offices, was designed as a separate entity , while 
the floor plans of the three upper storeys are almost 
identical (Fig. 121) . Concrete permitted the opening 
of the rear part into a !arge , two-storey-high space 
and the clear marking of a route leading there from 
the main entrance . The only vertical supports of the 
hall , measuring 11 x 11 metres , were concrete co­
lumns bearing the weight of the partition wall of the 
upper floors. The high space was divided by an en­
circling balcony of concrete , to which an open stair­
way led from the central part. 

The main room of the ground floor was the office 
hall of the Suomen Kauppapankki Oy bank25 (Fig. 
124). Its requirements resembled those of the Privat­
banken project. The bank was on the ground floor 
of a !arger building , and the portal was subordinated 
to the overall composition of the facade . In com­
pleted form, the building repeated the division of 
rooms and space of the Privatbanken with its direc­
tors ' rooms, vault and the stairway leading to it. The 
series of rooms leading from the street was also simi­
lar. The rooms of the bank differ, however, from 
Jung's decorative and richly-coloured scheme. In the 
hall of the Kauppapankki bank the monochromy of 
the exterior was paralleled by a neutral light colour 
scheme . There was no programme for the abstract 
decoration , nor did it refer on the symbolic level to 
anything other than itself, such as an organic or his­
torical plane of reference. The reduction and ab­
straction of visual imagery, already observed in the 
Kallio church and even more distinct in this case, 
was linked to a more general trend that had by now 



Fig. 125 . The customer office of the Mortgage Association facing 
South Esplanade with furniture by D.W. Frölander (later moved 
to other premises). Arkitekten I 1910, p. 3. 

become common in Finnish architecture . In the case 
of Sonck , we must also take into account the signifi­
cant role of his assistant architects, especially D. W. 
Frölander. 

Features resembling the Privatbanken are also the 
!arge columns between the vestibule and the main 
hall. These supports for the partition walls of the 
upper storeys create an axial structuring of a space 
which is entered asymmetrically. Sonck had again 
created a basically classicizing in antis space. The 
columns were differentiated from the otherwise con­
crete supports of the building by the use of Yehmaa 
red-brown granite in partly polished and partly 
coarse-surface monoliths .26 

Sonck envisioned for the hall a three-nave division 
as in the Privatbanken , a U-shaped counter and a 
window in the end part. Concrete structures made it 
possible to leave the floor free of vertical supports. 
The final L-shaped counter set off a similar-shaped 
area for the bank officials and a rectangular area for 
the customers. Surrounding the hall is a structure 
lower than the skylight , supporting the flat ceiling , 
differing from the form presented in the main draw­
ings. 27 

Related to the more general classicizing themes of 
the building is the cassette system following the div­
ision of the above supporting structures. In the 
banking hall, concrete affects both the functional 
and expressive aspects of the design. The result finds 
a comparison in the Privatbanken in the same way 
as the Kallio project can be compared to St. John 's 
church. The problem of identical function was solved 
with different results but with a floor plan closely 
resembling the former. In both cases the changes 
were related to a new type of structure. 

The rooms behind the main stairway in the upper 
storeys were originally intended to be Jet out as of­
fice space. Also in these parts of the building, con­
crete permitted the creation of flexible floor plans , 

which could be altered to suit the needs of the ten­
ants. The similarity of the rooms facing the street 
was related to their function. On the third floor, 
above the client's premises, were the offices of the 
Municipalities' Mortgage Fund and the Finnish Real 
Estate Bank. 28 The second and third floors thus re­
quired space for serving customers, executives' 
rooms and related office space. Because the activi­
ties concerned did not resemble those of the com­
mercial bank located downstairs , direct access from 
the street was not necessary . 

The actual premises of the Mortgage Association 
were furnished by Frölander, while the next floor 
was decorated by Sigurd Frosterus. 29 The symmetri­
cal, short and wide central hall posed a problem for 
Frölander (Fig. 125) . There was not much distance 
between the doorway and the window wall, nor was 
there much room for the bank clerks or the cus­
tomers . Frölander's solution employed a curving 
counter, almost as wide as the room itself, in which 
the central part curved towards the window wall, 
stressing the symmetry of the room and the central 
axis of the whole building. Sonck's facade was reflec­
ted not only in the furnishings but also in the articu­
lation of the hall. 30 The beams of concrete articulat­
ing the ceiling are supported by the wall pillars be­
tween the windows. There is a tectonic composition 
of features also on the opposite wall . Thus, the hall 
is shaped by the supporting frame of the building, 
the supports of the window wall, the ceiling beams 
and - linked to these - the articulation of the en­
trance wall - i .e. a variation of the stylobate-co­
lumn-entablature system. The division of parts cor­
responds to the portal in reverse . Because the hall is 
on the street side of the second floor, according to 
the piano nobile tradition, the axis following from 
the facade does not lead directly into it, and the ex­
terior themes are again encountered in the part be­
yond the stairway. The fourth-floor windows facing 
the street were sacrificed by Sonck to obtain the un­
broken wall surface aimed at in the design. Because 
the ceiling of this part was not an intermediary floor, 
Sonck made a window in it and shaped a curving 
concrete vault for the room. The vertical themes of 
the exterior extended as far as the floor below, and 
accordingly the rooms in question did not require 
any vertical articulation. 

The finishing of the building was carried out with­
out any regard for costs .31 Examples of work ex­
pended on the materials are the silver handles of the 
main door and their beaten parts , made by the Koru 
Oy firm of Eino Schroderus after clay models by 
Frölander. The visible materials, related to architec­
tural expression , did not greatly differ from Sonck's 
earlier works , but they were used in a different way. 
The working and finishing of stone was already pres­
ent, and the use of meta! changed. The numerous 
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embossed works of the interior no longer em­
phasized the relationship of the artisan and his tools 
with the materials . The aim now was to achieve a 
finished and luxurious effect. On the outside were 
fi e lds of ornament in silver in the main door , and 
meta! was also used in the facade . Carl Slotte 's firm 
was paid for the partial gilding of some details in the 
facade. 32 The gilding has by now disappeared and its 
original extent is hard to determine. This detail de­
monstrates the use of a combination of precious 
meta! and stone surfaces , as in the main drawings of 
the Kallio church. Differing from the increased tend­
ency towards abstraction and anti-naturalism are the 
naturalistic feline figures in silver in the main door. 
These continued in miniature form the dassical 
tradition of guarding animals . 33 

Because of the attention to details and finish, costs 
were exceeded by over half a million marks. 34 The 
largest single expenditures were for concrete, c. 
90,000 marks , and for the masonry of the facade and 
banking hall, c. 100,000 marks. 35 The surface of the 
facade and the columns thus came to cost more than 
the reinforced-concrete framework of the whole 
building . 36 

The role of the Mortgage Association, and 
especially Schybergson, as Sonck 's generous 
sponsor , was widely noted . In his review of the in­
terior of the building, Gustaf Strengell pointed out 
how monetary institutions had been the main 
sponsors of "the modern orientation of architecture" 
since its beginning, in the same way as the bankers 
of Renaissance Florence . 37 According to him, most 
of the leading architectural achievements of recent 
years had come about through their initiative; 
broad-minded executives had had the foresight to 
interpret the signs of the times and to strive towards 
new and creative solutions in building. Strengell 
linked the representatives of the booming economy 
with the aims for modernity - expressed as im­
pressive building projects which were of benefit to 
all . In this sense, Sonck's co-operation with the 
Mortgage Association no doubt appeared successful. 
The result generated positive interest among both 
older and younger architects, and was recognized for 
its modernity, in turn seen as reflecting the modern 
approach and attitudes of the dient. 
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III. 9. The Helsinki Stock Exchange 
building 

111. 9. 1. Structures and division of space 

The Helsinki Stock Exchange , designed by Sonck in 
1901 and completed in 1912, was the largest com­
mission he had hitherto received from a private 
dient. The project was commissioned by the leading 
capital-owners of Helsinki and the whole of Finland. 
The building with its special demands on rooms and 
space and its varied functions was to be located in 
the central business area of Helsinki at Fabianinkatu 
14, between the Esplanade and Aleksanterinkatu. 
Although Sonck could rely on his experiences in the 
Mortgage Association project, the Stock Exchange 
was nevertheless a completely new type of project 
for him and Finnish architecture in general. 

The economic boom which had speeded Sonck's 
former projects was also reflected in investments and 
trading in stocks and bonds . 1 This area of economic 
activity in Finland was poorly organized at the time, 
which impaired business on a nationwide level. 2 A 
number of leading businessmen in Helsinki, led by 
Julius Tallberg, purchased a lot at Fabianinkatu 14 
in 1907 with the intention of keeping its price stable 
for the needs of a future Stock Exchange company . 
In March 1910 the same persons founded the Stock 
Exchange company (Aktiebolaget Börs) of 
Helsinki . 3 The early stages of the company , the 
stock exchange operating in its premises and the 
Stock Exchange Club , coincided with and affected 
the construction of the building and the programme 
entailed in it. 

Membership in the Stock Exchange Club, located 
in the building , was linked to the financing of the 
project. The premises acquired by the dub and the 
share-holding company of the building were to be 
rented to the Stock Exchange. The Stock Exchange 
Club was to be an association for the persons in con­
trol of Finland 's leading firms , capital interests and 
landed property. The executive level of the Swe­
dish-speaking business community , which still domi­
nated Finnish economic life, immediately joined the 
dub. 4 Membership in this commercially-minded elite 
body, which at first had few ties with cultural or aca­
demic life, provided effortless private contacts with 
the leading strata of Finnish society . In view of this 
background it is not at all surprising that the list of 
charter members , comprising industrialists and mer­
chants such as von Julin , Frenckell, Stockmann and 
Fazer, also induded many of Finland's leading archi­
tects and naturally Sonck. 5 

Although Tallberg was one of the leaders of the 
initial stages and his favourite , Eliel Saarinen, was 
also a charter member of the dub, the design was 
commissioned from Sonck. An influential group of 



Fig . 126. Prc liminary design fro m 19 10 fo r the facade o f the Hel­
sinki Stock E xcha nge building. Fab ianinkatu 14 . He lsinki . 
19 10- 12. Arki1ek1en II 19 10. p . 26. 

banke rs acting in the background included Sonck 's 
old sponsors. Axe l Ehrn rooth of the Priva tbanken 
and E mil Schybergson of the Mortgage Associa tio n . 6 

The new building of the Mo rtgage Associ ation bore 
witness to Sonck 's skills in the design of impress ive 
and fun cti onal busin ess premises. In any case , Sonck 
had the sketches of the floo r plans and the faca de 
re ady by the early winte r of 1910 . before the co m­
pany was even fo unded. 7 The main drawings we re 
approved in April and construction was begun im­
medi ate ly in the spring of 1910.8 By June the fo llow­
ing yea r the parts facing the stree t were fini shed and 
the tenants of the premises we re able to take occu­
pancy in Jul y. The inte rior , including the stock ex­
change, the club and the restau rants, was fini shed hy 
the winte r of 191 2. 9 The proj ect kept to the estimate 
of costs, but the origina l budget was on a generous 
scale. Cos ts amo unted to c. 1.5 millio n marks, over 
three times the cost of the Kallio church which was 
under construction at the same time. 10 

So nck had o nly rece ntly solved the proble ms of 
design of a rel ati ve ly la rge business build ing situated 
in a similar block structure. The programme of the 
Stock Exchange project was, howeve r , more ex ten-

Fig. 127. Main drawings fro m 19 10. (He lsinki Stock Excha nge . 
pho to Kai Nordbe rg. co llec tio ns of Jo nathan Moorhouse) . 

sive and functio na ll y mo re va ried . Requirements in­
cluded the stock exchange with its ha ll and offi ces , 
the large Stock Exchange Club , o ffi ces fo r rent , a 
separa te cafe-restaurant and shops o n the strce t­
fro nt. The va lue of the narrow and deep lo t required 
an effec ti ve use of ava ilable space. In the Mortgage 
Association building Sonck had crea ted lightwells by 
dividing the body of the building in two and by se­
parating it fro m the adj acent fire-proof wa lls. T he 
same solutio n was applied to the Stock Exchange 
building, but with a cove red skylit ya rd in the ce ntre . 
The leading principle was the complete concen­
tration of rooms and space along the length wise ax is 
with resulting mirro r-like symmetry (Fig. 128). In 
this project Sonck deve loped to the ex treme the 
axia lity devised fo r the Kallio church and the Mort­
gage Assoc iatio n building. Afte r this. it was onl y 
necessary to place the rooms and space along both 
sides of the ax is beginn ing at the ce ntral port al of the 
facade and continuing to the rear part of the vo lume . 
The rooms required by the various functio ns with 
the ir diffe rent shapes and forms grow from the ce n­
tral axis towards the sides of the lo t. 

Sonck divided the body o f the building into fun c­
tio nal zones ex tending fro m the stree tfro nt to the 
rear pa rts (Fig . 129). In the first zone were the shops 
of the ground fl oo r and the o ffi ces of the upper sto­
reys . Repeated in the street-fro nt was a divisio n es­
tablished in the cit y blocks already in the 1880s, 
a lbeit without apartments, which Sonck did not eve n 
ske tch fo r the lot. The divisio n o f rooms in the iden­
tica l offi ce fl oors rese mbled the design of the Mort-
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Fig. 128. Plan of thc sernnd lloor. 111a1n drawings. 19 10. 
(HK RYVA). 
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gage Associatio n building. T he main stairways of the 
fo llowing zone with their li fts se rved the needs of 
ve rtical communica tion in the building, prov iding 
access fro m the side parts to the stree tfront premises 
and the offi ces of the second zone. With their ha ll s 
these parts a re linked to the fin al zone , in which the 
restaurant , the two-sto rey stock exchange hall and 
the club we re located above each other. Also in this 
part were maintenance fac ilities and secondary stair­
ways. The importance o f the stock exchange hall is 
stressed by its own mo numental stairway. leading 
from the courtyard directly to the ha ll on the seco nd 
floor . The building e mploys two systems of com­
municatio ns, one based on circul atio n and the other 
on the lengthwise axis. 

The courtyard provides access to a ll o f the sur­
rounding rooms through passages and vestibules 
which open onto it and are lit by the skylight. Move­
ment o n the uppe rmost fl oor is in reve rse through a 
balcony passage with access directly to the club . 
There is another route a lo ng the ce nt ra l axis which 
is based o n bo th function al and hierarchic principles . 
This project executed o n a !a rger scale the seri es of 
rooms and space already designed fo r the Privat­
banken and the Mortgage Associatio n building. lt 
leads from the street through a low, barre l-vaulted 
passage to the !arge four- storey hi gh skylit co urt­
ya rd. From the re, the broke r invo lved in the primary 
function o f the building is led to the !arge twin stair­
case , th rough an emphas ized porta l aga in onto the 
cent ra l ax is and th rough a vestibule into the stock 
exchange ha ll . The seq uence of space , va rying in 
volume and lighting, leads to the focus of the who le 
building, the rear part of the ha ll , where the masters 
of ceremony, the directors of the exchange, a re 
seated in a recess of chancel-like form , controlling 
the activities conducted in the hall and the reby the 
basic functio n of the whole space . Placed at the e nd 
of the axis, they are turned towards it. The stock 
exchange ha ll , located in the pi ano nobile of the se­
cond floor and at the end of the vo lume , opens to 
the viewer o nl y aft er the ritua li stic a rchitectural p ro­
menade underlined by the monume ntal sta ircase. 
The axis a rti culating the facade of the building and 

Fig. 129. T he Helsinki Stock Ex­
change building, longitudinal sec­
tio n towards south , ma in draw­
ings , 19 10. (HKRVVA) . 

94 

its division of rooms and space a lso provides a 
hierarchic aspect fo r the who le. lt proceeds from the 
eve ryday reality of the stree t and the shops towards 
the higher structures of the business wo rld , with its 
abstract activities of prices and rates. 

In Sonck 's division of vo lume the rooms we re lit 
fro m the stree t , the sides o f the vo lume , the glass­
roofed courtya rd and in the club premises fro rn a 
skylight. The needs of lighting we re se rved a lso by 
the glassed roof of the courtya rd , based on both con­
ve ntional and modern solutions. T his structure of 
stee l, glass and concre te measures c. 20 x 12 metres. 
lts double structure is based o n a pre-stressed steel 
framework , in which glass panes were affixed to the 
upper and lower surfaces. Thus, one !a rge roof truss 
supports both the outer roof and the inner glass ceil­
ing suspended from it. As it was not necessa ry to 
support the upper part with the framewo rk of the 
inner panes, which did not have to be built in the 
fo rm of beams crossing the courtya rd , it was poss ibl e 
to make the inne r fr amewo rk as unobtrusive as pos­
sible. Like the construction of the equipment ha ll of 
the Telephone Associat ion building, this indepen­
dent structure did not t ransmit pressure outwards. 
Thus , it could be lodged in the concrete structure of 
the fo urth sto rey resting upon the encircling passage­
way of the inner walls . In this case , the coffered 
suppo rting framework of the Kauppapankki banking 
hall was enlarged and opened to fo rm a passage 
under the skylight for inte r-building communication . 
The light we ight of the inner glass structure and its 
sparse a rticulatio n a re linked to the nature of the 
courtya rd as a roofed outdoor space . The ceiling 
does not indicate any structures related to the in­
te rior space, as in the Privatbanken, but forms a 
glass she ll between the courtya rd and the open sky 
above . 

The sto reys are merged into a structural whole hy 
the system of concrete pilla rs rising from the foun­
dation . As the re was no need fo r bearing partition 
walls , it was possible to va ry the square rooms be­
hind the main sta ircase and the design of the sto reys 
in the rear part and to obta in !arge window surfaces. 
The se ries of ve rti cal suppo rts divides the body of 



the building beginning from the streetfront acco rding 
to the function divisio n described above. At the rear 
o f the tot it proceeds from the foundations o f the 
basement to the restaurant on the ground fl oor , 
fro m there to the ga lle ry columns of the stock ex­
ch ange hall , and further o n as the inte rio r suppo rting 
structure o f the club restaurant. Jo ined to this co­
lumnar syste m are the beams of the re inforcecl-con­
cre te inte rmedi ary fl oors and partly also the passage 
of the fo urth fl oor and the curving concre te vaults. 

There is no info rm ation on the designe r of the 
concrete structures o r the skylight. lt is clea r that 
So nck must have used outside experts . as in the 
Mo rtgage Associ atio n building and the Kallio church 
proj ects. The lay ing of co ncrete was carried o ut by 
the Helsingin Sementti- & Asfalttiliike firm . 11 

111. 9.2. The fa cade 

The facade of the Stock Exchange building was also 
based o n a bearing brick wall covered with granite , 
and its form was not influenced by the new concrete 
technique applied in the body of the building or by 
the co mbination o f stee l and glass used in the light­
ing. Sonck had now given up his fo rmer method of 
placing bearing structures o f stone in brick walls . 
The pill ars of the facade bear the attic storey, behind 
which , howeve r, a re no rooms requiring support s. 
The pillars are of such deep form that they appear to 
be an independe nt system. a lthough in fact they are 
joined to the wall pill ars which bear the weight. Un­
like the design of the Mortgage Association building, 
the stone structures now suppo rt parts that are not 
essentia l in terms of fun ction. but a re necessary fo r 
the overall composition . 

The various fea tures of the initia l pl ans drawn up 
in the winter of 19 10, such as symmetry, the a rched 
windows of the gro und floo rs . the divi sio n of projec­
tio ns , the a rched po rta l and the straight roof li stet, 
we re all retained 12 (Fig. 126) . The perspective illus­
tra tion of these plans shows how the recesses of the 
ends of the facade we re intended to se parate the 
building from the acljo ining facades of the stree tfront 
to form a detached fi e ld . This soluti on continues in a 
more subdued way Sonck 's earlie r aims of separa ting 
the facade of the building into a theme rendering 
form to the immedi ate surroundings. In the Mort­
gage Association building Sonck had recessed the 
facade from the pavement. Howeve r, this effect 
would be lost when the adjoining lots were built to 
their permissible extent, whereby the facade wo uld 
be partl y obscured . This solution was also unecon­
omical in its use of available space . T he Stock Ex­
change building signified a change towards lower re-

lief in both volume and facade surfaces. Rectangu­
la rity was now exte nded to the o uter surface of the 
volume . and the diffe rences of levels were to be de­
creased . 

Because of the narrow street , the facade is seen 
sideways , and with the exclusio n of the recessing of 
the ends from the actual themes of the builcling, the 
projections and the central part a re delimited as a 
whole re fl ecting the vo lume behind them. In the 
proj ectio ns of the sketch , the roof liste t turns to­
wards the inner parts of the tot , indicating the real 
width of the building. Sonck's intention of crea ting 
the illusion of a free ly-standing mo nument in the 
closed street se tting is best seen in a ske tch distri­
buted to the participants of the founding meeting of 
the Stock Exchange Club . 13 In the initial pl ans 
Sonck had still designed the portal as a strongly pro­
truding cubic vo lume. In the end , the overall line of 
the stree tfront was not changed , and the faca de 
close ly foll ows throughout its whole height the 
course of the stree t. A polychrome horizontal zonal 
division, achieved by the variatio n of materia l and 
stressing the two uppe rmost storeys of the facade , 
was to remain in the ske tches, and was not executed . 
The system of ve rtical supports was to be changed 
as weil. 

The classicistic division of parts prese nted in the 
ske tches was based on the ground floor , a mezza­
nine, a piano nobilc under the colossal o rder of the 
colo nnade and a lower fourth storey. The piano no­
bile was emphasized by its own height as well as by 
the completely pl astic co lumns standing apart fro m 
the wall. There we re no functional or symbolic 
grounds fo r this design. The three upper floors we re 
almost identical. and the design could not refl ect the 
loca tion of the two-storey-high stock exchange ha ll . 
Sonck saw the facade as a truly independent e l­
ement. The tecto nic a rticulation of the uppe r sto reys 
and the windows witho ut divisio ns of panes present 
the storeys as on open colonnade facing the stree t. 
A s in the Mortgage Associ atio n building, the verti­
cals of the columns extend into the decoration of the 
attic . The ske tch fo r the facade rese mbles in both 
compositio n ancl in the divisio n of storeys G ustaf 
Nyström's facade of the head offi ce of the Unio n 
Bank o f Finland fro m 1898. 

The main drawings and the fin al ve rsio n o f the fa ­
cade which correspo nded to them close ly resc mble 
the sketches (Figs. 127, 130). Symmetry following the 
central axis binds the compositio n. which is divided 
into three main fi e lds both ho ri zont ally and ve rti­
ca ll y and employing rectangles and arcs. T he use of 
right angles extended also to the sharp-edged demar­
cation of the various leve ls of re lief. and accordingly 
the columns are repl aced with pil aste rs. The three­
part ho rizontal divisio n. based on strongly accentu­
ated li ste ls . co nsists of the cent ra l fi e ld and the 
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projections , while the zones at the sides are of secon­
dary nature . Verticalization is increased by the ar­
ticulation of pilasters in the uppermost storeys, by 
increasing the he ight of the pilasters and by extend­
ing the narrow division of windows to the second sto­
rey. 

In frontal view, the facade is of horizontal form; 
the ratio of width to height is c . 2: 1. and the stra ight 
roof liste l delimits the levels marked by the horizontal 
li ste ls. In act ual fact. the facade presents itself in dia­
gonal view. T his emphasizes the vertica l accents. in 
which the major theme of the projections is repeated 
by the articulation of the pilasters. to wh ich the enf­
rame ment of the portal is a lso linked. The row of 
pilaste rs is so deep in the central field that the hori­
zontal zone betwee n the third and fourth floors re­
mains o ut of view in the same way as the windows. 
In his earlier works Sonck often used triangles of dif­
fe rent sizes in combining the various parts of asym­
metrical facades . The combining theme of the Stock 
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Fig. 130. The facade of the 
He lsinki Stock Exchange building 
o n Fabianinkatu. See also Fig. 11 . 
(Photo SRM/Ka ri Hakli ). 

Exchange building is rectangular verticality. varied 
through the use of scale . 

Within the context of increased abstraction and 
geometricity, the facade contains themes familiar 
from earlier works. The field of pilaste rs is deep en­
ough to serve as a bearing theme. Despite its 
classicizing character. its system employs ahistorical 
details. After the window leve l of the fourth storey 
the pilasters merge through decoration into the fol­
lowing field. ending only in the very low attic. The 
end part s, located in the attic in the main drawings, 
resembled Ionic capitals placed sideways, but in the 
final version this feature was altered and moved to 

where the trunk of the pilasters begins to be covered 
wit h decoration . The abstraction of classicism also 
involved a re jection of the e ntasis characteristic of 
the colonnade of the Mo rtgage Association building. 

The articulation of the light-grey, monochrome 
granite at tempts to re fl ect various structural prin­
ciples also in this case. However , this is done in a 



Fig. 131. The central part of thc facadc. (Photo SRM ). 

reduced manner correspo nding to the alluding 
character of the tectonics. The ashla r wall of even 
he ight in the ground floor and the marked wedging 
of the a rches are logical features with respect to the 

Fig . 132 . Detail s of thc uppcrmost parts o f the siele proj ections of 
the facade. (Photo SRM) . 

7 - Kon·enmaa 

upper storeys, based 011 the small-scale rubble bond 
and the combination of verticals and horizontals. 
The articulation of the winclows without a partitio n 
se para ting the interior from the ex te rior suggests the 
impression of an open tecto nic sys tem a lready aimecl 
at in the Telephone Association building. The sup­
ports required by the !a rge glass surfaces o f the 
a rched winclows were made as unobtrusive as poss­
ible. 

The sparse decoration is not re lated to the ac tivi­
ti es and functions behind the facade, and the main 
functi on of the building is given in the tex t "Börs" 
(Stock exchange) engraved in the portal. In the 
Mo rtgage Association project decoration was still 
part of the actual sto ne surface, but now the themes 
and motifs are mainly separated from the straight 
leve ls of the facade. They are re lated to nature and, 
surpri singly e nough , pa rtl y fi gurative . However , this 
does not imply any leve l of metaphor linked to or­
ga nic nature . and the o rnaments and motifs repeat 
compositions based 011 natural materials , but re­
moved from their original contex t and employed as 
decora tion alone . For exa mple, in the additi ve fields 
of decora tion of the upper pa rts of the projectio ns , 
wreaths are affixed to the wall with garlands des­
cending from them (Fig . 132). The backward-curved 
profiles of the projections , in the same way as the 
corresponding theme in the Mortgage Association 
building , are familiar from the Yiennese modernism 
of the period . In the Sonck Exchange building 
project Sonck was assisted by the architects Max 
Frelander and Gösta Kulvik . 14 Frelander, who was 
responsible for the decora tion , had been familiar 
with Sonck's wishes concerning stonework ever since 
the St. Michael's Church project. 

II/. 9.3. The courtyard and the stock exchange hall 

While the facade was part of the surrounding towns­
cape , the courtyard was intended fo r the users of the 
building (Fig. 133) . Apart from lighting the floors, it 
a lso provided access to the actual rooms and space 
of the interior through th e two main stairways, an 
open staircase leading to the second sto rey and via a 
po rta l located benea th the latt er. The functional div­
ision is in turn the subject o f ri ch a rticulation . in con­
trast with the eve n grey of the facade. Like the fa­
cade, the courtyard is also divided into three su­
perimposed zones. now indica ted pol ychromica lly 
with mate ri a ls and colo urs . The rectangular themes 
of the ex te rior are replaced by perpendicularity in 
th e courtya rd. This fea ture was most marked in the 
ske tches rese mbling the final versions of the Kallio 
church. In these the twin staircase of the courtyard 
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was of curved form , and low series of domes were 
intended for the passages of the various floors. In 
the realized version, the arch theme is repea ted for 
example in the portals, the balconies, the arcade and 
in the plans of the stairways. 

Like the facade, the courtyard combines mea ns of 
expression based on tectonics and the bear ing wall. 
The open colonnade of the grou nd floor supports the 
landing of the !arge staircase of the rear wall , and on 
the fourt h floor the vertical divisions of the passage 
support the sky light. T he main sta ircases ope n onto 
the courtyard through colossal columns, bearing -
via the series of arches - the wa ll of the fourth sto­
rey. As in the Mortgage Association building, the 
division of storeys behind these parts is separated 
from the columns. In other words, the tectonics of 
the courtyard is not visual, bu t real. The bare brick 
wall of the second and third sto reys does not require 
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Fig. 133. The courtyard of the 
Stock Exchange building with the 
sta irs leading to the stock ex­
change ha ll. (Photo SRM/Heikki 
Havas). 

articulation and the openings face the encircling 
passage. 

The levels of meaning in the courtyard part , trans­
ce nding considerations of utility , are related to 
hierarchy and to multilayered and metaphorical his­
torical mate rial. The axis of the courtyard culminates 
in the brass gate above the twin staircase, the only 
!arge and shiny meta! surface in the yard. The gate 
leads on to the stock exchange hall , the main part of 
the building . The impressive rise is divided into sev­
eral 90-degree turns and the staircase is further en­
hanced with white marble on the landings and the 
banisters . The staircase refers back to Baroque 
architecture and as such it is supported by the more 
general , histo ri cizing leve l of association of the 
courtyard . The core of a modern business edifice 
was shaped as the cour d'honneur of a castle, with 
access to the main volume in the rear part. The 



courtya rd was originall y marked in the designs as 
"Vinterträdgärden" (winter ga rden), and it was in­
tended as a place to linger in . When the building was 
completed , the courtyard was fitt ed with benches, 
tables, plants and bushes. 15 The unplastered brick­
work and the greenery underlined the nature of the 
courtyard as an outdoor space. 

T he open colonnades of the side walls of the 
courtya rd. and especia ll y their perforated capitals 
and series of arches, allude to Byzantin e form s. This 
explicit reference to architectu ra l history is executed 
with orthodox structures , fo r example in the brick­
work of the arches and in the dimensions of the 
whole in re lation to the wall. Within the fr ee combi­
nations of historical motifs in the courtyard the the­
mes progress from the !arge Baroque staircase to the 
tradition of castle architecture in general, and via the 
bare brick wall to the o lder architecture of the Baltic 
region and further to the Byza ntine world. T he ar­
ticulation of the courtya rd does not contain detail s 
specifically alluding to the tradition of classicism. lt 
is to be noted that Sonck derived the characterization 
of the colossal colonnade from an histo rical stratum 
that , after the exoticism of the 19th century , had 
again begun to inte rest early 20th-century architects 
because of its structural principles. 

In Sonck 's works unplastered brickwork now be­
gan to replace natural stone . Brick rohbau had 
dominated his architecture in the mid-1 890s, mainly 
in connection with historical fo rms derived fro m the 
Baltic region. The return to this mate rial was aga in 
related to the above cultural sphere, but the starting 
points we re now in contemporary Scandinav ian bri ck 
architecture, as represe nted by Martin Nyrop , Rag­
nar Östberg and Anton Rosen , among others. For 
example, unplastered red brick was used in the 
courtya rd of the Copenhage n City Hall with its sky­
light and round arches. The town hall was completed 
in 1905 and it was the subj ect of much interest. T he 
pl anning of the Stockholm City Hall , a major monu­
ment of Scandinavian architecture , had begun al­
ready in 1901. 16 In the drawings from 1907. a granite 
surface was pl anned fo r the building, but Östberg fi ­
nally decided upon red brickwork of va ried fo rms 
stressing the artisanry of the construction process. 
Debate concerning the relative meri ts of brick and 
stone was fa mili ar to Sonck as weil , and he discussed 
the architectu ral prob lems of the Stockholm City 
Hall in correspondence with his fri end Östberg. 17 

lt appears that around the turn of the 19 1 Os Scan­
din avian brick architecture became an example to 
Finnish architects on a more ge neral level. IK In Swe­
den and Denm ark it had a histori cal and regional 
meaning, whereas it had not domin ated the earlier 
architecture of Finl and . In this respect. Sonck's ex­
tensive brick architecture of the ea rl y 19 lüs did not 
contain references to these . but was related more to 

the reduction of histo ri ca l and metaphorical el­
ements. U ndressed stone was also give n up fo r 
reasons of economy. 1

'
1 Stone facades we re expen­

sive , as shown by the Mortgage Associ ation build­
ing. In any case, the Stock Exchange building signi ­
fi ed a period of tra nsition for Sonck in hi s choice of 
material. T he last granite facade of his public works 
of architecture continued the use of masonry cove r­
ing a bri ck wa ll , devised already in the 1890s. The 
unplastered red brick of the courtyard was to domi­
nate the facades of Sonck's fo llowing works. 

A chronologically more recent prototype for the 
use of brick in the Stock Exchange building can be 
seen in Holland , in the Amsterdam Stock E xchange, 
built in 1903 acco rding to the designs of H .P.P. Ber­
lage and fa mous for its innovative architecture . 20 In 
this building the unplastered brick surfaces are com­
bined with undressed stone and the skylit courtyards 
are fitt ed with arcades. The A msterdam Stock Ex­
change provided models in both function and means 
of architectural expression. 

T he ax is of the Helsin ki Stock Exchange building 
se rved to separate its users. and the fin al part. the 
stock exchange hall , was reserved fo r the brokers 
ca rry ing out the unde rl ying motive of the whole 
pro ject (Figs . 134 - 135). T he rectangular exchange 

Fig. 134. Thc stock cxchangc hall. Hirn 1906-. p . 282 . 
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hall corresponds in height to two normal storeys and 
has a gallery. The space culminates in a podium at 
the rear wall, from where trading activities are direc­
ted and supervised. This area was emphasized in the 
main drawings with a part resembling an exedra and 
a curving vault , but the upper vault was later ex­
cluded. The floor area was reserved for trading and 
the gallery was for the public . In view of the central 
importance of the hall, the articulation is restrained . 
A festive impression , abundance of materials and 
polychromy were reserved for the courtyard. 21 The 
design , based on a rectangular module, is derived 
from the bearing concrete body of the building, 
which is also the basis for the large-scale classicizing 
coffering of the ceiling. The hall does not include any 
levels of association employing materials, imagery or 
ornaments . In principle and in form , dimensions and 
inner division, the hall is the same as the nave of the 
Kallio church , but with level vaulting. Possible sym­
bolic content may be found in the asceticism of Pro­
testant culture. This highest locus of trading in the 
fruits of labour and enterprise , one of the foun­
dations of modern society, was to be businesslike, 
stressing its function without outside effects. 

II/. 9.4. The nature of the achievement 

In the Stock Exchange building Sonck was able to 
create a venue for Finland's leading capital-owners, 
whose status he had approached through mem­
bership in the same club. In many respects, this work 
was a culmination of several courses of development 
which had taken shape in the previous works dis-
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Fig. 135. The stock exchange hall 
in use. (Photo Helsinki City Muse­
um Picture Archives/Erik Sund­
ström). 

cussed above . This project involved influential past 
and potential clients, and the programme was more 
varied than in the earlier business edifice projects. 
The composition of the facade and the rooms took 
to an extreme the axial symmetry presented already 
in the first stage of the Kallio church project. U nspe­
cific classicizing, related to the above work , and the 
abstraction of ornament were developed further. 
The concrete structure of the building allowed a 
more flexible use of space than before. Furthermore, 
Sonck permitted these structures to be present in the 
interior architecture. In view of the consolidation of 
the business centre of Helsinki at the time, Sonck 
was able to make good use of a difficult site, with a 
narrow and deep lot. The main function of the het­
erogenous programme , trading in stock and bonds, 
was brought to the fore through the architectural ar­
ticulation of the courtyard. 

The Helsinki Stock Exchange was a new func­
tional type in Finnish business architecture. Carl 
Ludvig Engel had already planned a stock exchange 
for Helsinki in 1814, but this idea did not correspond 
to the needs of the business community at the 
time. 22 lt was only almost a century later that the 
Finnish economy had the needs and facilities re­
quired by a stock exchange . But even in this case , 
Finnish architecture did not acquire a building type 
established elsewhere and solely intended for trading 
in stocks and bonds. Sonck's work clearly differed 
from the building type developed in Europe over the 
past two hundred years , where trading is carried out 
on a !arge scale in an exchange hall occupying the 
main part of the building . Sufficient for Finland's 
capital markets was a separate hall, and the 
traditional yard was executed in a courtyard serving 



other functions. Accordingly. the functional division 
of the Amsterdam Stock Exchange cannot be re­
garded as an example. although this building may 
have influenced the design of the courtyard and the 
choice of materials. The programme of Berlage's ex­
tensive work applies as a whole to wholesale tracling 
and brokerage activities carried out in two large 
courtyarcls. 

The symmetric floor plan of the Helsinki Stock 
Exchange , the dominance of the axis and the 
classicizing facade signifiecl a partial return to prin­
ciples common in the early 1890s. Where Sonck's 
studies of that period reflected universal themes de­
rived from classicism. this project stressed 
universality and the rational principles of business 
edifices. The classicizing trends of the 19th century 
and the almost universally accepted principles of 
Neo-Gothicism provided solutions to architectural 
problems in varied cultural contexts.2-' In the early 
years of the 20th century, Sonck. along with many 
other Finnish architects, attempted to reject these 
principles , emphasizing regional traditions, materials 
and climate. The elements thus selected were then 
combined with projects of a new type. A few years 
later, already in the Mortgage Association building, 
but especially in the Stock Exchange project, Sonck 
rejected the use of allusions to non-classicizing re­
gionality and specific historical strata in general. The 
abstracted classicism of thc Stock Exchange is 
universal, and its materials and tectonics do not 
present associations with archaic stages or 11011-

European ancient cultures. There is no need to seek 
any programmatic, historical themes behind the 
eclectic multilayered character of the courtyard. The 
universality of the facade is matched by the articu­
lation of the floor plan 011 the basis of a few prin­
ciples of access and communication, and by pro­
visions for previously unanticipated activities. Even 
the stock exchange hall is given the generalizing 
shape of a !arge meeting hall. 24 

Many of the practices developed in the Kallio 
church and the Mortgage Association building 
projects were applied in the Stock Exchange. In 
turn, the features of the latter were to dominate a 
major part of Sonck's future works. The building 
thus created a convention for Sonck's secular works 
in the same way as the Kallio church influenced his 
later church architecture. With the exception of 
wooden architecture, the change of design principles 
applied to all areas, including freely standing volu­
mes. In a sense, the Helsinki Stock Exchange in­
cluded the features of Sonck's earlier works as weil 
as the use of axes and classicism of his student days. 
The details of this building that shaped the conven­
tion of his individual style were linked to a general 
trend towards more regular principles of compo­
sition in Finnish architecture. 

In its setting the building dicl not strive to establish 
links with the older strata of the surrounding town­
scape. On the other hand, the above-mentioned cor­
respondence of the facade division with Gustaf 
Nyström 's bank building on Aleksanterinkatu may 
weil be a cleliberate comment 011 the works of his 
former teacher. The latter building had marked the 
beginning of a series of facades in stone , which 
Sonck's work now continued a decade later. 25 At the 
same time. the Stock Exchange building was one of 
the last works in this series of facades . The compo­
sition signified an absolution of the architecture of 
the last decades of the 19th century on the level of 
principle. if not in its individual themes. 

This building too was reviewed in Arkitekten by 
Sigurd Frosterus. 26 The positive review did not ana­
lyse the relationship of the facade with the rest of the 
building . Surprisingly enough, the courtyard is not 
mentioned once , and the text concentrates 011 the 
facade. lt is linked to the function by presenting the 
connection of the narrow ancl repetitive window div­
ision with the variability of the interior rooms. This 
was, however. very difficult because of the sym­
metric rooms designed by Sonck for the streetfront. 
The review stressed the individuality and inclepen­
dence of the facade , combining these attributes to 
Sonck·s architectural persona. Frosterus wrote how 
"Sonck has a special talent for composing a facade 
as an objcct in itself, an objet d'art, complete as such 
. . . as an ornament'' ("Sonck äger en sällsynt 
förmäga att komponera en facad som ett slutet 
föremäl. ett objet d'art, som är helt för sig . .. som 
ett ornament. "). The reviewer observes how this 
transcends functional requirements, for example 
with respect to lighting. Concerning the relationships 
of Sonck's production , the nature of his architecture 
and Finnish architecture in general it was pointed 
out that "there is a confident rhythm and beat in 
Sonck's play with masses ancl proportions , far ex­
ceeding conventional norms. He is a sound and in­
dividual personalit y boldly expressing himself, and 
as an architect in the true sense of the term there is 
hardly anyone in Finland, who stands on his own 
footing as much as Sonck" ("Det vilar en säker rytm 
och takt över Soncks längt ifrän det hävdvunnas nor­
mer avlägsnade lek med massor och proportioner, 
det är en sund och säregen personlighet, som här 
oförskräckt uttalar sig och säsom arkitekt i ordets 
egentliga betyclelse st är väl ingen i värt land sä helt 
pä egen grund som Sonck."). The essence of the 
architect's profession was defined as an individual 
approach and the ability to shape and compose , 
which again was personified by Sonck and expressed 
in his Stock Exchange building. 

In 1912, when the Stock Exchange had been 
openecl and the Kallio church had been inaugurated , 
Sonck was in his early forties with almost two de-
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cades of experience as a successful privately practising 
architect. His several commissions . executed with 
speed, had permitted experimentation with new 
ideas in often simultaneous works. Apart from Fin­
land, Sonck was recognized in Scandinavia and 
known also on the Continent. The above reviews 
place him in the fore of renewal and the develop­
ment of style. Also in this sense. the Stock Exchange 
building was a culmination of his career. On a more 
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general level. it was to marl< the slowing down of a 
rich and productive series of innovations. However, 
still . in 1912 August Bru11ius of Sweden defined 
Sonck 's role in the field of Scandinavian architecture 
in the following terms: "The Stock Exchange build­
ing is the most severe. the most sparse and the pu­
rest work of the new generation ... " ( Börshuset är 
det strängaste , knappaste och renaste den nya gener­
ationen gjort ... " ) n 



IV. THEMES 

IV .1. Clientele 

Sonck was highly productive already in the early 
stages of his career as we il as in the period now 
under review. He was also able to see most of his 
designs completed and executed not lang after the 
drawing and planning stage. With the exception of 
his church projects , he did not however win any of 
the architectural competitions which he entered over 
the years. In the discussion concerning Sonck's con­
tacts with his clientele church projects will be ex­
cluded , as they were a specific building type , appar­
ently weil suited to Sonck . 

lt was mentioned in Chapter 11 that Sonck gradu­
ally approached the influential building clients of 
Helsinki . The commission given by the Helsinki Te­
lephone Association in 190 l can be regarded as a 
breakthrough in this respect. A vailable sources do 
not teil whether this was due to the reputation Sonck 
had achieved as the original designer of the churches 
of St. Michael 's and St. John 's and a number of 
apartment buildings , or if it was based on his already 
existing contacts with the executives of the company 
commissioning the project. In any case , it led to co­
operation with Emil Schybergson, who was a mem­
ber of the board of the Telephone Association and a 
director of the Privatbanken bank. He hired Sonck 
to carry out the renovations of the bank in 1903, the 
same year that the planning of the Telephone As­
sociation building was begun. The funds of the next 
project , the Eira hospital, were managed by the Pri­
vatbanken. Axel Ehrnrooth , the other director of 
the bank , founded an apartment building company 
together with Wilhelm Zilliacus, who was head of 
the hospital and responsible for its building project. 

When the Mortgage Association began to plan a 
building for its own use in 1906, Schybergson had 
become its managing director. Hired for this purpose 
was Sonck , with whom earlier cooperation had led 
to buildings which were publicly recognized . Fur­
thermore , when the Helsinki Stock Exchange de­
cided to commission the planning of its new building 
from Sonck , background figures were his old spon­
sors Schybergson, Ehrnrooth and Karl Stockmann, 
head of the Stockmann trading hause , whose com­
missions from Sonck were mentioned in Chapter II. 

In 1909 , when the Mortgage Association building 
was nearing completion , Sonck designed an apart ­
ment building at Maneesikatu 4 in Helsinki. The 
main commissioning party of this project was Emil 
Schybergson and the building was known as the 
"Schybergson House" (Schybergsonska huset). 1 

While involved in the design of the above works , 
Sonck was also active in founding the Kulosaari villa 
community near Helsinki . The share-holding com­
pany established for this purpose , AB Brändö Yillas­
tad, came to include Schybergson in 1910.2 

Sonck received his major private commissions 
from a small group of Swedish-speaking capital­
owners in Helsinki , and most of these projects in­
volved Emil Schybergson. Schybergson , howeve r, 
was always the represe ntative of a larger com­
missioning party , either as its director or board 
member. He did not primarily employ Sonck for 
projects involving his own property or name, a l­
though he was obviously active in producing the 
desired achitectural results. A more direct contact 
between the architect and his clients was , however, 
prese nt in Stockmann 's commissions for projects 
relating to various areas of his public and private 
life . 

Sonck was thus able to secure the confidence and 
trust of a few persons, representing several com­
missioning parties at different times. This occurred 
at a stage when the Finnish economy provided op­
portunities for large-scale, impressive building 
projects . Achievements in this area compensated for 
Sonck's poor success in competitions for secu lar 
works of architecture , and led to the construct ion of 
the buildings upon which Sonck 's later fame was 
largely based along with hi s church projects. 

At this time the lead ing sectors of the Finnish 
economy were mainly in the hands of the Swedish­
speaking minority, with a correspondi ng division in 
the language background of the architectural pro­
fession. For this reason , the preference for Sonck as 
a Swedish-speaking Finn should not be seen in the 
context of any specific links with cultural or 
language-related policies. Despite this , Sonck 's con­
tacts with Finnish-speaking clients were clearly 
fewer . Nor did he involve himself with orientations 
in the arts or cultural life displ aying links with a past 
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seen in Finnish-natio nal te rms. With some degree of 
po la ri zatio n . we may aga in prese nt as a contrast 
E lie l Saa rinen and his ro le. fo r exampl e . in shaping 
the architectural visions of the Kaleval a Society. ' 1 n 
a sense, So nck·s own cultural background of fa mily, 
home region and schooling. hi s clear o ri entatio n to­
wards Scandinavia and the network o f hi s clients 
form a natura l contex t within the upper strata of 
Swedish-speaking socie ty and it s broader frame of 
refe rence o f Weste rn-minded cultural inte rests. 
This. howe ve r. was the o rga nic co ntinuatio n of a 
long traditio n of culture and economy and not a pro­
gramm atic a im. for example of the Swedish-minded 
circles of the day . In o th e r words. the means o f 
a rchitectural expressio n employed by Sonck do not 
conta in signs of any ideologica l striving to introduce 
into Finland the specifi c features o f olde r o r newer 
Swedish a rchitecture. 4 

IV .2. Materials and structures 

IV.2. / . Brick 

The facades of Sonck's urban a rchitecture were ori ­
gina ll y domin ated by unpl astered red brick . The 
main drawings of St. Mich ae r s Church prese nt a 
Neo-Gothic brick church, enh anced with Ge rman 
proto types , and the means o f express io n o f this ma­
teri al were a lso employed in Sonck ·s first apartment 
building proj ect , the Ligne ll building in Hanko (Fig. 
147) . Sonck searched fo r a way out of the dominat­
ing l 9th-century practice of producing an often 
class icizing structural im age of plaster on a bearing 
brick wall. Even when wo rked pl astica ll y. a ba re 
brick surface could be comprehended as the exte rio r 
co ntinuatio n of a bearing basic wall. As unit s. bricks 
we re small e no ugh for decorative de tail s which were 
linked to the surface of the facade in te rms of mate r­
ial. 

The problem of brick-faced a rchitecture was the 
lack of do mestic production of high-class facade 
brick and the e nsuing high costs in comparison with 
plaste red walls. 1 Furthermore. Sonck 's expression , 
de ri ving from the brick Gothic architecture of the 
Baltic lands, began to become outmoded in view of 
the reform movements of Continental and partl y 
also Scandinav ian a rchitecture in the late 1890s. 
Thus, even ge neral tre nds in style ca lled fo r the 
re jection of expensive brick facades . In any case . 
brick was withdrawn from the facade surface in 
So nck's works of the turn o f the century. lt aga in 
served onl y as the body or ske leton of the building, 
while the exte rior appeara nce was ch aracte rized by 
varying stylistic trendes in o the r materi als. 
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When Sonck aga in bega n to create more de tailed 
and nuanced facades o n the bas ic wall in his more 
demanding wo rks of the ea rl y 1900s. undressed 
sto ne was the materia l chose n. U ni for m . unrusti­
cated plaste r surfaces re mained in use. howeve r. and 
they we re used fo r exa mple in the E ira hospit al and 
in an apartment building design from 1905 at 
Fabianinkatu 14 in Helsinki . In the pe riod fro m 1898 
to 19 10 , brick , used o nl y in the fr amewo rk struc­
tures, was not included in architectural express io n. 
The brick sur faces o f St. Michae l's C hurch. inaugu­
rated in 1905 , were designed some ten yea rs pre­
vio usly. 

Surfaces of undressed stone were however a 
sho rt-t erm phe no me no n. and Sonck came to use un­
pl aste red red bri ck aga in in the faca des of the apart ­
ment building built in 19 10 at Maneesikatu 4 in 
Helsinki . Subsequently, brick was used in the court­
ya rd of the Stock Exchange building, and it late r be­
came the do minant exte rior mate ri al of Sonck 's ur­
ban architecture. Altho ugh the Finnish brick in­
dustry had deve loped over the course o f ten yea rs, 
Sonck 's brick faca des of the l 9 1 Os did not use this 
materi a l but mainly Scandinav ian products , wh ich 
corresponded to the idea tional background of the 
brick facades. 2 Brick no lo nge r came to be replaced 
by o the r mate ri als , and it defin ed the exte rio r of 
Sonck's majo r wo rks in the 1920s and '30s . His last 
public works. the Church o f Mikae l Agricola in 
Helsinki (1 932-35) (Fig. 25) and the Maarian­
hamina Town Hall ( 1938 -39) (Fig. 26) were based 
on the means of expression prov ided by brick wa ll s. 
In the form er project this was present in the exte rio r 
and in the latte r in the audito rium resembling the 
court ya rd o f the Helsinki Stock Exchange . Sonck's 
reputation. however. is mostly based on his few 
stone facades. In broader pe rspective, these were 
only part of a sho rter episode in his career. Brick 
marked the beginning of Sonck 's la rge-scale works; 
it was a lways present behind diffe rent mate r­
ia ls and it recove red its role as a pe rmanent sur face 
mate ri a l. The experiments with sto ne occurred as if 
in parentheses within the above broader co urse of 
deve lopment. But at the same time that brick re­
turned to So nck's facades, its structu ra l significance 
began to be replaced by a new mate ri a l, re info rced 
concre te . 

IV. 2.2 . Stone 

The facades of most of the buildings discussed above 
we re covered with Finnish sto ne , granite and stea­
tit e. Their va rying ways of shaping and the compo­
sitio n of the facade blocks were a major a rchitectural 
effect in Sonck's designs . Masonry was fir st present 



in unrea li zed plans. lt came to be app lied in the first 
yea rs of the 20th ce ntury, after which it dominated 
Sonck 's architecture fo r a few yea rs , and finall y lost 
importance near the end of the period unde r revicw. 

Sonck's architecture in stone. o rigina ll y re lated to 
church designs , was part of a long and origina ll y 
medieval Finnish tradition , later sporadically rep­
resented by the stone churches of Juva ( 185 1-63) 
and Kitee (1882-86 , 1890). In his study of the late 
19th- and early 20th-century natural stone move ment 
in Nordic architecture . Sixt e n Ringbom has pointed 
out how especia ll y in No rwegian church architect ure 
of the ea rl y 1890s undressed sto ne was related to a 
re jecti on of Neo-Gothicism. copyi ng interna tional 
mode ls and prototypes. ·' The realization of a new , 
natio nall y o ri ented architect ure with domestic stone 
mate ri a ls was discussed and expe rimented with in 
the Nordic co untries when Sonck was embarking 
upon his architectura l career . In connection with 
churches , architecture in sto ne could be seen both as 
a reviva l of o lde r domesti c traditions and as the fol­
lowin g o f newer inte rn ational trends. Stone offered a 
synthes is of histori ca l consciousness and mode rnit y. 

Sonck began his work in stone architecture in the 
spring of 1894 with his study fo r a chapel ("Esk iss 
till en kapellkyrka" ) d raw n up in the la te r stages of 
his architectural studies and with his entry for the 
Turku church compe titio n (Fig. 27) . The ex terio r of 
his winning entry was based on stone ashl ar. which 
was late r replaced by red brick in the main drawings. 
The free des ign , albe it in skctch-like form . of the 
above was continued in a study for a rural church 
("Eskiss till en landskyrka") from 1897 andin the fi­
nal designs for the church of Kylmäkoski (1898) 
which were appare ntl y based on the latter. -1 (Figs. 
60 - 6 1) Although the design was clearly based on 
the Neo-Gothic trad iti on . it also contains se ries of 
rou nd arches referring to Romanesque architecture 
as weil as unconventiona l fea tures . prese nt in 
Sonck 's o ther works of the period. St. John's C hurch 
in Tampere was to be the realization of thi s combi­
natio n of new trends expressed in undressed stone. 
with a leve l of refe rence deriving ge ne rall y from the 
Middle Ages but large ly adapted from its hi storica l 
points of departure. The origi ns of E uropea n stone 
architecture we re in Roma nesq ue sto ne churches. 
and in many countries, such as Ge rmany and Nor­
way , stone and this pe riod were seen as interlinked . 
Sonck. on the o ther hand . did not combine his use 
of stone with any overa ll historical leve l of associ­
atio n . 

A lthough stone was an important mate ri al for 
Sonck , his works of the ea rl y 20th ce ntury did not 
strive towa rds the structura l consistency of Josef 
Stenbäck , the most productive church architect of 
the turn of the century . Stenbäck specifically wished 
to develop wall structures completely of stone. 5 

Sonck . however . aimed at simil ar solutions in the 
late 1890s. The church designed for the pa ri sh of 
Kylmäkosk i and drawn in two stages between 1897 
and 1898 was tobe completely of stone. 6 (Fig. 6 1) 
Thus. Sonck 's unrea li zed ea rl y plans were part of a 
total concept employing the structura l properties of 
stone . Participating in the Tampere church competi­
tio n in 1900, Sonck was ab le to draw conclusions 
conce rning Stenbäck's completed projects , which 
had presented problems wit h respect to moisture. 
The programme of the St . Jo hn 's Church compet­
ition would have permitted walls completely of 
sto ne. had Sonck so desired. 7 The basic walls of the 
church are. however . of brick , as in a ll of Sonck 's 
stone-faced buildings. The varying bonds of St. 
John 's Church and the ensuing works with stone 
surfaces strive to express the structure of the wall as 
a logical and credible who le. The diminishing of this 
principle in re lation to o ther a ims guiding the design 
of facades was linked to the more general frame of 
reference discussed above. 

While the masonry of the churches was still being 
planned. Sonck expe rimented with granite in the 
ground floors of his urban multi-storey buildings . 
The two buildings of the Suomi insura nce company 
in Helsinki, built in 1900 . had a squared rubble bond 
(Fig. 148) . The original designs of the Tirkkonen 
building in Tampere had !a rge shop windows with 
basket vaults opened into the diagonal masonry. The 
openings in the final ve rsio n were of a sma lle r div­
isio n th an inte nded. The covering of the beari ng 
brick wall wit h a di agona l wall of stone, squared 
rubble or as hl ar did not present any ma jor structura l 
problems. lf. however . openings were tobe made in 
the masonry. with restri ct ions o n credible ways of 
vaulting. o r if they were to have straight top parts, 
sto ne had to be placed in positions that actually bore 
the we ight. Prob lems re lated to ve rtical and horizon­
ta l supports fo rm a second main theme in Sonck's 
use of stone. 

In a building from 1900 at the corner of 
Fredrikinkatu and Uudenmaa nkatu streets 111 

He lsinki Sonck placed a !a rge, monolithic stone col­
umn in the ground floor (Fig. 148, left). The cube­
shaped Romanesq ue capita l of this part is no t 
related in any way to the o the rwise overall­
European and non-historicizing appearance of the 
building. Bearing sto ne structures were next ex­
ecuted in the monolithic granite columns supporting 
the ga lle ries of St. Michae l's C hurch . As di scussed 
above , the massive col umns of St. John 's Church , 
bearing the weight of the ga lle ri es and the main 
vault , were also of stone. In addition to columnsd 
and pillars bearing the vaults and galleries , the 
church includes clear post-and-beam structures. of 
which the main o ne is in the doorway leading to the 
nave. The monolithic block o r slab structure is pre-
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sented in an extremely reduced and simplified man­
ner. In the National Museum project irregular stone 
supports composed of bo ulders were suggested both 
fo r the inte rio r and for the facade. 

Sonck's use of sto ne soon came to include clea rl y 
structu ra l entities. To so me ex tent he used the stone 
covering the brick wall to give the impress ion of a 
wall built completely of stone , and to an increasing 
degree he shaped bearing stone structures based on 
the post-and-beam system. The buildings to which 
these structures we re applied had the medieval 
pe riod as a ge neral leve l of histo ri ca l reference . This 
contex t was exce ptio nall y we il suited to the use of 
sto ne walls. vaulting and also upright supports bear­
ing the weight of a rches . T he same applies to the 
sto ne consoles of the volumes protruding from the 
facades. Systems based o n upright and horizontal 
suppo rts we re. howeve r, traditionall y comprehended 
th rough the traditio n of classicism. Despite this, 
Sonck did no t combine these ma jor , and to a !arge 
degree antithe tic , t raditio ns. He articulated his tec­
to nics in sto ne to refe r to architectu ra l periods 
o utside the tradition of the High Middle Ages as 
weil as cl assicism. Because the chains of associatio n 
executed in stone applied to the inte rpretation of 
histo ri cal material, they will be discussed in furth er 
de tail below as part of Sonck 's conceptio n of history. 
Suffice it to note here that the va rious associations 
and d iffuse references of Sonck's architecture in 
sto ne we re we il suited to his overa ll a im of avoiding 
any all-encompassing styli sti c or historical fr ame­
work . By presenting the innate structural properties 
of the mate ria l, i.e . stone. a dominant ··style" could 
be avo ided and express io n could be shaped on the 
basis of the materi a l itse lf. it s surface and its struc­
ture . For example, G ustaf Strengell, in his 1903 
analysis of contempo rary Finnish architecture , 
linked the sto ne architecture o f St. John 's Church to 
two art isti c trends. T he " li ve ly and efficient " 
characte r of the church was a link with " the romantic 
school". O n the other hand. the use of natural ma­
te ri als. with ve ry little fini sh , was "verism", i.e. ex­
treme naturalism.~ Sonck 's wo rks thus executed , 
th rough the medium of sto ne, romantic o r pictu­
resque features with natu ra li sti c means. 

T he facade of the Telepho ne Associatio n building 
combined ashlar , vaulting and an impressive column­
and-linte l composition with the intentio n of crea ting 
the image of a se lf-supporting stone wall (Fig. 74 ) . A 
sufficiently deep stone structure would no do ubt 
bear its own we ight according to the principles de­
mo nstrated by Sonck , as the structu ral system was so 
consiste nt. This permitted Sonck to open a colon­
nade in the middle part , where the window surface 
placed behind the mono lithic suppo rts underlines the 
separate and independent ch aracter of the structure . 
The same applies to the deeply recessed window 
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panes of the ground floor. In both shape and 
masonry the Telepho ne Association building 
resembles certain works by H .H .Richardson , and its 
faca de is an illusory counterpart to the bearing wa lls 
o f the latte r which were often built complete ly of 
sto ne . In So nck 's work , this illusory trait co uld a lso 
ex tend to the covering of ve rtical brick suppo rts with 
sto ne . whe re required by the means of expressio n of 
the who le . We may refer in this connectio n to the 
thick L-based suppo rts continuing the row of mo no­
lithic stone columns in the cent ra l nave of the Priva t­
banke n. 1 n these parts the stone cove ring the bea r­
ing brick pillar incorporates the supports on the level 
o f expressio n with the structu ra l concepts of the 
space as a who le. The suppo rts , in turn , bear the 
we ight of a la rge sto ne slab . 

Stone prese nted associatio ns not only with the his­
to ry of a rchitecture and structu rality but a lso with 
natu re. its source of o rigin . In some of Richardson 's 
wo rks (Ames Gate Lodge, North Easton , 1880-
188 1: R.T. Paine House, Wa ltham, 1884-87) the re 
is a tendency to create architecture directly with the 
materials provided by nature, ra ndo ml y la id irreg­
ular sto ne blocks .9 The result displ ays the work of 
nature itse lf as part of geological histo ry. A direct 
link between the building and the mate ri a ls of its lo­
ca tion is similarly indicated by the use of rocks and 
sto nes shaped by the Ice Age . The masonry of the 
perimeter wall of St. John 's Church and the planned 
laid sto newo rk of the Eira hospital closely resemble 
the features of the above-mentioned works by Rich­
ardson (Fig. 137). This also applies to the enfram­
ing slabs used in the windows of the ground floor of 
the Eira hospital. As Sonck did not design stone 
architecture for ru ra l locations at this time , it re­
mains unknown how he wo uld have accommodated 
the natu ra l conditio ns of a site with irregular stone 
materia l. T he perspective illustra tion of Villa Nils 
Berg in the archipelago of Stockho lm (1 901) has a 
Richardsonian fo undatio n la id of irregular stones , 
and the fo undatio n of Villa Aino la ( 1904) in Järven­
pää continues the visible o utcrop of bedrock left as 
an integral part of the design . 

T he covering of the bearing brick wall with stone 
could be used to refer to a bearing structure witho ut 
any counterpart in reality, but a lso to a surface, 
which did not require any structural confirm atio n. 
Sonck applied the first-mentioned principle , which 
was also the prevailing practice in Finnish and Scan­
din avian architecture of the period . lt also se rved as 
a reference to the older periods of a rchitecture in 
sto ne. When O tto Wagner used sto ne in the facade 
of the Postsparkasse in Vienn a in 1903-06, the 
frame of reference was modern technology. The 
bolts or rivets in the thin marble slabs covering the 
brick wall we re intended to crea te the impression of 
the methods of constructio n of the industrial era . 



T he marble slabs we re . howeve r. affi xed to the wa ll 
with mortar . '0 In ea rl y 20th -century Finl and . stone 
covering on normal brickwo rk alluded to a so lid and 
histo ri cizing stone wa ll . while in Yienna it suggested 
o nly itse lf , i.e . a light cove ring. 

Along with a number of o the r features . the design 
and construction o f the Kallio church renewed 
Sonck's re lationship with stone. lt was see n above 
how it was to domin ate the ex terio r in the planning 
stage and to se rve as the main ve rtica l supports of 
the church . This did not apply onl y to the columns 
suppo rting the ga lle ri es and vauits. as in St. Jo hn ·s 
Church , but also to the oute r wa ll s and the roof. 
Had it bee n built in this way. the Kallio church 
wo uld have bee n the culmin ation of So nck·s de­
cade-long experimentation with sto ne structures . In 
this proj ect stone was fin a lly used eve n less than in 
St. John 's Church. which. however. did not imply a 
re turn to bearing brick structures but the adoption 
of a new type of structure. i. e . re info rced concrete. 

In the fo llowing majo r works. the Mo rtgage As­
sociation building and the Helsinki Stock Exchange. 
the stone covering of the facades was ve ry thin and 
smoothly dressed . Additio nal fea tures were the 
stone columns of the facade and the banking hall of 
the Mortgage Associatio n building. The colossa l co­
lumns of the facade, composed of drums. no la nger 
demonstrated any specific type of structu ra lity 
re lated to stone , but were pa rt of a more general, 
classicizing frame of reference . The smooth surfaces 
of the facades of these buildings were in turn linked 
not onl y to the development of stone dress ing 
technique. as demonstrated by Ringbom , but a lso to 
cl assicizing design and abstraction. The ba nd of the 
sto ne surfaces is still marked with distinct seams, but 

Fig. 137. St. John 's Church , wcst 
facade. (Photo SRM/Heikki Ha­
vas). 

Fig. 136. T he stone foundation of Lasses Villa. (Photo Pekka 
Korvc nmaa). 

especia ll y in the Stock Exchange building they for m 
a graphic and abstract patte rn on the flush surfaces 
ra ther than a structu ra l who le . T his change is re lated 
to the process whereby classicizing unive rsa l fea tures 
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replaced approaches stressing regionality , subjec­
tivity and the specific. Even in later works , Sonck 
used stone surfaces, as in the Villa Alfred Korddin 
(Luonnonmaa. Naantali , 1916) , but he began to pre­
fer bare brick surfaces and uniform , plaste red fa­
cades. 

In the 1890s Sonck was one of the first Finnish 
architects to emphasize both structural and decora­
tive properties of stone. This applied, however , to 
plans and designs, and Sonck's first stone facades 
were built only as late as 1903. Prior to this , 
churches had been built in stone, and the properties 
of domestic stone materials had been demonstrated 
in Helsinki in the Finnish Theatre (Nation al 
Theatre, Onni Törnqvist (Tarjanne) , 1900-1901) 
and in the edifice of the Pohjola insurance company , 
designed by Gesellius, Lindgren & Saarinen (1899 -
1901 ). When Sonck was finally able to introduce his 
own stone facade in the townscape of Helsinki in the 
Telephone Association building (1904-05), the 
result was one of the most consistent structural enti­
ties in the early 20th-century stone architecture of 
Finland . 

The smoothing of Sonck 's stone facade s and their 
re jection after the early years of the 191 Os was part 
of the overall trend that marked an end to the so­
called natural stone movement that had flourished 
for approximately a decade. 11 Thus, Sonck's com­
pleted works in stone are part of a technically 
broader course of development started by others , 
but they include some of its most monumental 
achievements. This is exemplified by the stonework 
of St. John 's Church and especially the columns of 
the interior . The tectonic compositions of the Tele­
phone Association building, in turn, served to create 
an extremely independent character for masonry 
that still only covered the brickwork. This occurred 
at a stage when the plastic working of stone and its 
deep re lief were in the process of being rejected. 

IV.2 .3. Iran 

The most significant iron structures m the above 
works were appended to the actual body of the 
building , as in the ceiling of the exchange hall of 
the Telephone Association building and in the sky­
lights of the Privatbanken, the Mortgage Association 
building and on the larges t scale in the Stock Ex­
change building. Sonck did not add these features to 
his repertoire of expression. although light from 
above was an important feature for the perception 
of space and the mood of the buildings. Nor did the 
use of iron structures relate in any way to regional 
trends , traditions or adherence to the properties of 
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specific materials. lt was for this very reason that the 
skylight structure of the Privatbanken was shaped in 
the form of a woode n system of beams. This practice 
was adopted by ot her architects of the period as 
weil. For example, in the Pohjola building by Gesel­
lius , Lindgren, Saarinen the heavy wooden col­
umns with large fittings that supported the ceiling 
of the customer hall were only shells fitted onto 
slender iron columns. 

lron structures, e.g. skylight supports, had not be­
come common in late l 9th-century Finnish architec­
ture to the same degree as on the Continent. Cast 
iron had had a certain symbolic value as a metaphor 
of the industrial e ra , and this materi al could in some 
cases be presented in a highly visible manner . as in 
the !arge lamp posts of the House of the Estates in 
Helsinki , designed by Gustaf Nyström (1 890). The 
use of vertical structural elements of iron, i .e . cast­
iron columns , was a fairly common practice in the 
architecture of business premises in cities , and 
beams were used for example in staircases . On the 
other hand, it was a lien to Sonck·s architectural 
views of the ea rl y 20th century to present industri a lly 
made and finished elements. For example, the !arge 
iron structure of the Telephone Association building 
could be seen only by the worke rs (Fig . 76 ). Nor did 
Sonck use iron columns or study the problems 
rel ated to them . because the project in which they 
could have been called for. the Telephone Associ­
ation building , could already be built in concrete . 
Sonck 's use of iron falls into a period of transition, 
when cast iron had begun to fall out of use in Fin­
land. Wrought iron, which was lighter and structur­
ally more versatile , was used in the exchange hall 
of the Telephone Association building. Steel, the 
most developed product in this series of materials, 
came into use a few years later in the roof trusses of 
the Mortgage Association building. Iron was of 
course used on a permanent basis in Sonck's works , 
but only in unseen form inside the reinforced con­
crete. When Sonck designed the halls with skylights 
of the Stockmann department store (1912-13) , the 
structures were made of this material. 

Iran structures required the aid of outside experts , 
and for example the Telephone Association project 
enlisted the services of the engineer Hjalmar Castren 
which had become indispensable to Sonck and most 
other Finnish architects of the period . Although the 
iron structures of the Telephone Association build­
ing could have been made in Finland, they were or­
dered from Germany. The steel roof trusses of the 
banking hall of the Mortgage Association building 
were of domestic manufacture . The material of these 
purely utilitarian structures was based on economic 
considerations, and not ideological reasons as to a 
great extent in the case of stone . 



IV. 2 .4. Concrete 

Reinforced concre te . which had beco me commo n in 
Finland around the turn of the century, was adopted 
by Sonck at a re lati vely ea rl y stage. The Telephone 
Associ atio n building was one of the first building 
projects in Finland in which the Hennebique system 
was applied extensive ly. 12 Sonck had a lready used 
concrete in the renovations of the floo rs of the 
medieval stone church of Kemiö in 1903, 1·' and a 
la rge slab of concre te was laid fo r the found ation of 
the Ei ra hospital in 1904 . 

1 n the architecture o f business edifices co ncrete 
had distinct advantages, as see n in the divisio n of 
space of the Mortgage Association building. In the 
Stock Exchange this mate ri al was applied in an even 
more consistent way. The vertical supports loca ted 
throughout the body, and the concre te levels joined 
to them , made it possible to create roo ms that could 
be fl exibly divided according to need and they also 
pe rmitted the creation of the large stock exchange 
hall. The adoption of the new structures can pe rhaps 
be seen best in the various stages of the Kallio 
church project . where the a rchitect studied the vari ­
ous re lationships of brick , sto ne and fin a ll y concre te . 

which was used . 
Of the co mpeting systems of concrete structures 

avail able at the beginning of the century, the 
Hennebique system was chose n for the Te lephone 
Associ ation building, the Kallio church and the 
Mortgage Associatio n building . The standard of the 
Finnish concre te industry made it necessary to order 
the ready-made iron structures th at were to be laid 
with concre te fro m abroad . in this case from Ge r­
man y. Fo r example the concrete work of the Mort­
gage Associ ati on building required the fo llowing 
chain of events: the architect (So nck) designs the 
building and requests the ass istance of a co nstruction 
enginee r (Castren) in connection with the structures . 
The enginee r's ca lcul atio ns are passed on to 
Kiökemeiste r , the local represe ntati ve of the 
Hennebique system , who o rders the structures from 
G erm any, and the ir erectio n is given to a sub-co n­
tracto r , the He lsingin Seme ntti- ja Asfalttiliik e firm . 

For Sonck, concre te was an economic mate ri al for 
the body o f the building and the inte rior. lt did not 
require much space, it could bear loads and it was 
a lso fire-proof. The increased use of this materi a l 
was suited to Sonck 's overa ll class icizing and ab­
stracting a ims, which did not require a grea t dea l of 
plastic fini shing. The structural features of concrete 
could also be applied with ease in classicizing themes . 
An example of this is the coffered ceiling of the 
stock exchange hall . lt might also be suggested that 
Sonck did not design distinct capitals in co ncrete 
because the principles deve lo ped fo r the mate ri a ls of 
olde r pe riods did not apply to the new structures. 

T his, howeve r , was not the case , fo r the detail s and 
fini sh o f concrete corresponded to th emes and motifs 
develo ped in stone and pl aste r. Lik ewise, the sim­
plicity of the large barre l va ult of the Kallio church 
does not refl ect any new mode o f a rchitectural think­
ing dictated by a new type of structure . The large 
brick-la id central vault o f St. John's Church was by 
no means less de manding . and its technical ex­
ecutio n could have bee n used for the barre l vault o f 
the Kallio church . 

Concre te was no t to have any effect on the ex­
te riors of Sonck 's buildings. A ltho ugh the stone 
surfaces became simple r from the Telephone Associ­
ation building to the Stock Exchange. they had no 
contact with the body of the building. for they were 
affixed to the brick wall and not the concrete parts 
which dete rmined the di vision o f space . The inde­
pende nce of the facades is clea rl y desc ri bed in 

Sigurd Froste rus's reviews, which do not even me n­
tio n the structures of the interior , despite the fact 
that they represe nt the ratio na l concre te a rchitecture 
propagated by him only a fe w yea rs before. O f im­
portance for Froste rus was onl y that which the a rchi­
tect had prese nted fo r view . 

Mentioned above in several connections was the 
construction enginee r Hj almar Castre n , the designe r 
o f the co ncrete structures of most of Sonck's build­
ings. As Castren also assisted several o the r architects 
of the pe riod , such as Gustaf Nyströ m and Se lim A. 
Lindqvist , it is obvio us that the fi e ld of design had 
undergone clear changes in the span of a few years. 
A few experts , skill ed in esse ntia l construction 
techniques. pl ayed a role in the contempora neous 
wo rks of several architects. The overa ll co ncept was 
no doubt th at of the a rchitect , but the di visions 
defin ed by the engineering expert o n the basis o f the 
properties of re inforced concrete we re part o f the 
synthesis of the comple ted building. In Finland the 
close cooperatio n of constructi on engineers and 
a rchitects appea rs to have prevented a dichotomy o f 
des ign between " techno logy" and "culture··, in 
which the a rchitects would only have had the task of 
decorati ve ly shaping the structures o f the engince rs 
into "a rchitecture". This may also have bee n due to 
the po lytechnica l background of t ra ining of both 
groups. 1-' A clear example o f this in Sonck's wo rks 
is a large wate rfront warehouse at Kata jano kk a in 
Helsinki . designed in 19 11 and built be tween 191 3 
and 1928 ( Fig. 16). T he calcul atio ns for the concrete 
framewo rk we re prepared by a constructio n engi­
neer , the design of the body was by the architect Se­
lim A. Lindqvist and the compe titio n fo r the facade 
was won by Sonck. 15 

So nck' s attitude regarding concre te . and the stage 
when he bega n to apply this mate ri al, correspo nded 
to the practice common amo ng the leading a rchit ects 
of the pe riod . Structural properties we re sometimes 

109 



utilized in an impressive manner , as in the vau lts of 
the ha lls of the Helsinki Railway Station . built at the 
same time as the Kallio church. However . architec­
tural expression was rare ly based on concrete struc­
tures. An exception is Selim A. Lindqvist , who 
strove to express the features of the concrete struc­
tures of his business edifices a lso in their ex te ri or 
architecture. 

IV.2.5. Th e materials of the details 

The materials and structures discussed above were 
of primary importance for the actual construction of 
the buildings concerned. a lthough stone facades 
covered both technique and finish. In addition, the 
materia ls of smalle r parts. such as doors. ra ilings and 
facade details , were also of import ance for the 
whole. In a few rare cases Sonck used stone in the 
fini sh of the interior , as in the entrance hall of the 
Privatbanken , but the materials were mostl y wood , 
meta! and plaster. 

A leading theme of the use of materials in the 
innovative architecture of the turn of the century 
was the concept of "authenticity" , which was only 
rarely defined. In practice it meant the rej ection of 
materia l imit ation which had previously been com­
mo n . The change in the va lues of expression of ma­
teria ls was partly based on increased affl uence , 
which permitted grea ter investments in surface ma­
teria ls. For example in the Privatbanken project, 
Finnish sto ne replaced stone imitations which had 
previously req uired skill ed stucco technique. On the 
other hand , if stucco was chosen for reasons of dura­
bility, as in the walls of the Telephone Association 
building, it was no langer used to crea te the im­
pression of stone. Wooden parts were only var­
nished , so th at the origi nal surface structure would 
remain visible. This applied to both outer doors and 
to permanent furnishings. as in St. John·s Church 
and the Privatbanken . In the portals. combinations 
of stone, wood and meta! embossings created a tri ad 
of "authe ntic" materials. 

At this time Sonck also added details to his fa­
cades with the mes and motifs corresponding to the 
properties of the materi als used . such as sto ne or 
plaste r. A few years earli er. Sonck had reversed the 
prevailing trend of imitatio n characteri zing Finnish 
architecture, in which wooden architecture mainly 
strove to imitate features of brick and plaster based 
the ashlar walls . In the Lignell building in Hanko 
(1896-97) Sonck placed colonnettes of brick and 
pl aster at the sides of the main portal. which imi­
tated the fo rms of Kareli an architecture in wood . 
These features were also present in the drawings of 
the Tirkkonen building in Tampere and the spa hotel 
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in Hanko , both from 1898 (Fig . 149) . In the freely 
eclectic express io n of his urban multi-storey build­
ings Sonck thus used themes and motifs specific to 
his wooden architecture which were derived from 
rural society , as for example in Lasses Villa. 

The use of meta! details corresponded to the con­
cepts assoc iated with the iron structures. Where 
meta! was prese nt , it was to be worked and finished 
by hand . The railing supports of the Tirkkonen 
building were still cast, but in the following buildings 
they were made of beaten bars and plates. Wrought 
iron experienced a renaissance around the turn of 
the century. with especially art nouveau as a back­
ground factor. The curving contours of the latter 
were based, for example in the a rchitecture of Victor 
Horta , on the use of wrought-iron detail s . This also 
applies to the works of the so-called Nancy school. 
Not o nly in details, but also in !a rger structures , the 
use of wrought iron was based o n the metallurgical 
traditions of Belgium and Southeast France. On the 
inte rnational level this techno logy was already o ut­
moded. Thus, it was based on local traditions and 
technology and it could be parallelled with contem­
porary Finnish wooden architecture and the features 
renewing its preserved practices. Sonck 's use of 
wrought iron in Finland was related to international 
currents and not to any revitalizing of old domestic 
techniques. 

With the decreased allegorical and metaphorical 
content of buildings and the generalization of levels 
of associatio n, the use of meta! became mainly dec­
orat ive and aimed at creating the impression of 
luxury . The Kallio church was to have gilded capitals 
and bronze-coloured exterior de tails . The spire 
would have been crowned by a high meta! cylinder. 
Gold and silver were in turn planned for the facade 
of the Mortgage Association building . These were 
explicit features contrasting with the monochrome 
grey of the facade. The point of departure of this 
method was in the Yiennese a rchitecture and crafts­
manship of the period , a dominating feature of 
which was the underlining of simple forms with 
luxurio us deta ils . 

IV .3. Composition and volume 

Sonck's urban buildings of the late 1890s were all on 
corner lots , and the junctions of the facades were 
emphasized with !arge gables ( the Lignell building, 
the Tirkkonen building and the Fredrikinkatu 35 
building in Helsinki) and with towers added to them 
(the Hanko spa hotel , the Pohjoisranta 10 building 
in Helsinki) . The corner theme was often repeated 



as a balancing and symmetricizing factor at the op­
posite end of the facade. This method of design and 
composition was common to the architecture of 
Helsinki at this time , and it was linked to non­
classicizing themes and surface articulation. The high 
transverse gables could be inte rpreted both in te rms 
of the French Renaissance and also via the medi eval 
urban architecture of the Baltic region . 1 In Sonck's 
works, such as the Tirkkonen building, 
themes se rving the needs of composition were not 
linked to any specific historicizing frame of refe r­
ence. 

When Sonck moved on to highly plastic2 volume 
des ign and the openings began to have features 
clearly derived from medieval architecture , the tri­
angular gable themes became even more important 
in both the composition and the related assoc iations. 
lt was discussed above how the repeated se ries of tri­
angular gables articulated the main facade of St. 
John 's Church, and how in the Telepho ne Associ­
ation building the portal theme corresponded to the 
large triangle of the spire . In the Eira hospital the 
large triangles not o nly characteri zed the facades but 
a lso served as focal points for various views of the 
building . In this situatio n, the triangular forms 
served a diagonal principle of composition creating 
uniformity in explicitly non-axial facades and vo l­
umes . Designed in va rying size, they lead one 's view 
obliquely over the facades, as for example in the 
Tehtaankatu facade of the Eira hospita l from the 
large gable to the smalle r roof over the gate. In this 
way, a diagonal network is created across the fa­
cades, enriching the variety of form already achieved 
with inte r-storey van at1o n. Unlike in ax ial 
symmetry, these diagonals do not structure the 
whole from a single point - the inte rpretation re­
quires a changing point of view. 

The diagonals also prov ide a rhythm for the vol­
ume. The four corner towers of St. John 's Church 
form pairs in which the majo r themes of the main 
facade find a correspondence in the diagonally lo­
cated small towers. Achieved in this way are two in­
te rsecting lines crossing the volume at different e le­
va tions. In inte rior architecture this practice is best 
seen in the Privatbanken, in which the impression of 
space was manipulated with diagonal views, actua ll y 
or illusorily opening from the series of arches. The 
gabies and tapering arches of St. John 's served an 
overall spirit freely associated with the Middle Ages, 
to which also belonged the vaulting of the interiors 
and perimeter walls of stone with gates. Thus , the 
geometric forms essenti al for the composition were 
made to se rve the other levels of meaning implied 
by the whole . 

Along with axial symmetry , the composition as a 
whole changed. The freely sta nding Kallio church 
has only one binding vertical , the rise of which is 

linked to the lower themes of the facades, made as 
symmetrica ll y as possible . In the Mo rtgage Associ­
ation building and the Stock Exchange , the central 
axis divides the facades into identical halves . T heir 
composition can be comprehended immediate ly and 
from any po int of view chosen . The clear verticals 
and horizontals form a bo und system , employing as 
its e lements rectangles or static a rcs. The exclusion 
of the roofs as part of the compositio n removed their 
former diagonals, and verticalization beca me the 
o nly movement present in the facades. The e lements 
of composition are a rti culated mainly in a classici­
zing manner , which corresponds to the leading his­
torical app lications of ax ial symmetry. Classicizing , 
to be discussed in furth er detail below , was part of 
the gene ral styli stic trends of the pe riod and could 
easily lead to compositions specific to its traditio n . I 
would , however . regard the principles introduced by 
Sonck from 1906 to 1910 to his facades and vo lumes 
as mainly a rchitecturaI devices rather than attempts 
to re instate an overa ll classicizing concept of a rchi­
tecture. The guiding central axis was first used in the 
competition entry for the Kallio church , which still 
had medieval features. The dominating lengthwise 
ax is of the completed project can of course be de­
rived from medieval cathedrals and need not be in­
te rpreted in terms of the classical tradition . In the 
Kallio church and the project for the House of Par­
li ament , a street axis articulating the town pl an 
served to define the composition of the buildings 
which were to be located at its ends. A s a point of 
departure, the central ax is was in a sense unive rsal 
and without any specific styli stic allusions, as it was 
present th roughout the history of Western architec­
ture. Howeve r , Sonck's buildings, as part of the 
mainstream of Romanticism and the picturesque, 
employed with their medieval characte ri zation a 
completely different kind of a rti culatio n . The ax ial 
principle made it possible to apply, fo r exa mple , 
Baroque themes, as in the courtyard of the Stock 
Exchange building. In his works Sonck did not blend 
the principles of the main periods of architectural 
history. In this sense, his chronologica ll y varying 
compositions and their historical assoc iations fo rm 
an entity , differing from certa in practices app lied in 
late 19th-century Finland . In these cases an ot her­
wise axially symmetric facade with projections could 
be characterized with medieval themes . 

Corresponding to changes in the composi tion of 
the facades was the development of the contours of 
the vo lume , i.e. the floor plan , the wall surfaces and 
roof shapes . In the T elepho ne Association building 
and the Eira hospita l the base of the volume was 
fl exible in relatio n to the course of the adjace nt 
stree t. Eve n this was varied by balco nies and other 
projections in the differe nt sto reys. T he buildings 
have high , steeply-pitched roofs and towers . T he ex-
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Fig. 138. Co mpetition entry for a primary school in Helsinki . 1905 
("Sol'"). Raken1aja IX 1905. p. 77. 

te rior dispersion of volume can be clearly seen also 
in the churches of St. Michae l and St. John , both of 
which have a clear central ax is leading from the mai n 
entrance to the altar. Sonck deve loped these aims to 
the utmost in a competitio n entry from 1905 for a 
primary school on Tehtaankatu in Helsinki. -' (Figs . 
138- 139) This project , under the pse udonym of 
"Sol" (Sun) resembles to some degree the Tele­
phone Association building, but its unres tricted lo­
cation made it possible for Sonck to ex tend the vol­
ume into a plastic whole, defin ed by the classrooms 
and spreading radially from the staircase. The 
marked variations of re lief in the surfaccs of the Ei ra 
hospital were in turn accommodated in a more sub­
dued manner in an unrea lized proj ect for an apart­
ment building (Fabianinkatu 14 , Helsi nki , 1905) with 
a facade following the line of the pavement and 
bound by the adjacent fire-proof walls. 4 (Fig. 140) 
The articulation of the above works was also guided 
by individua li zing aims within the context of a given 
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Fig. 139. Competition entry "Sol". second fl oor. Raken1aja I X 
1905. appendix of pla tes XVII. 
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Fig. 140. Design for a buildi ng at Fabianinkatu 14. Helsinki. 1905. 
(Origi nal and photo SRM ). 

urban setting, regarded as un sa tisfactory. This could 
be clearly seen in the Telephone Association build­
tn g. 

Symmetry based on the central ax is was executed 
within the bounds of the contours of the volum e. 
The Mortgage Association building, was still with­
drawn from the pavement, but the fields of the fa­
cade were a ligned with it. T he exterior surface of the 
Stock Exchange building close ly fo llowed the 
perimeter of the Jot , without major diffe rences be­
tween storeys. In both cases, the volume ends in a 
dominating horizontal. These works were business 
edifices on narrow lots. However , we can speak of 
an overall change in the shaping of vo lume only 
when these principles were applied in freely standing 
buildings. 

In Vienna, Otto Wagner and his students deve l­
oped alternatives to the approaches of the 1890s with 
the ir deep relief and clear a llusions to the history of 
architectural styles. The new concepts strove to­
wards simple, geometric basic forms . Stereometrie 
volumes consisti ng of rectangular parts we re covered 
with smooth , light-coloured plaster surfaces. Back­
ground factors of the light-coloured cubic forms 

Pavlltonklluonnoa ~Ar 1900". 

Fig. 141. Competition entry from 1898 for the Finnish pavilion at 
the Paris World Fa ir of 1900 ("Är 1900") . Suomen Teollisuuslehti 
no. 19, 1898. p . 223. 



Fig. 142. Competition entry fo r an 
an museum in Turku . 1900 
(" Athene ''). (Turku A rt Museum . 
pho to Pekka Korve nmaa). 

we re geometric simplification and the ve rnacular 
architecture of the Medite rranean, especially lt aly, 
which was seen as having retained a traditio n free 
fro m ''styles" o r "civilization". For example, in 1896 
Josef Hoffm an published a se ries of ske tches fro m 
Capri , illustrating these ideas. Sonck himself had 
visited Capri during his tour of ltaly in 1901.5 

In Sonck 's production , the first refl ections of the 
above themes deve loped by the Viennese modernists 
were his project for the Finnish Pavilion at the Paris 
World Fair of 1900 (1898) and his entry in the com­
petition for the Turku art museum (1900). 6 (Figs . 

Fig. 143. Design fo r Villa Stock­
mann/Baumgartner . ltäinen Puis­
to tie 17. Helsinki . 19 11 -13. Demo­
lished . (Original and photo SRM) . 

8 - Korn·rmuw 

14 1-142) The light-coloured and smoothly plaste red 
rectangle of the museum project can be de rived from 
J. M . O lbrich , whose Seeession building co uld also 
have bee n a functio nal model fo r the muse um. 
Sonck appears to have turned towards Yienna again 
in the Kallio church and Mortgage Associa tion 
building proj ects, as discussed in connectio n with 
their decoration . 

Cubic forms and white surfaces , partl y inspired by 
the anonymous architecture of the Medite rranean, 
were rea li zed above all in the affluent suburban vil­
las of Vienna . When Sonck was given a simil ar task 
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Fig. 144 . Armfe ltintie 4 . Eira villa district. He lsi nki . 191 1-13 . La­
tc r a ltcrcd . (Pho to SRM/Ni ls Wasastjern a). 

for the first time in 1911 , the project was for the 
"villa" of the businessman Karl Stockmann in Kai­
vopuisto in Helsinki (Fig . 143) . The simplified , 
smooth and white rectangular for m of the Villa 
Stockman n/Baumgartner was related to correspond­
ing works by Otto Wagner , Otto Schönthal and 
others , but it also expressed So nck 's ai ms regarding 
the axial symmetry of the floor plan and the facades. 
Of interest is the rejection of a clearly visible roof 
part , which retained contours of the ste reometric 
body. These features were to dominate Sonck's 
architecture for a few years , and stereometricity was 
app lied in projects as varied as the Helsinki City 
Hall (competi tion entry, 19 13) and the main building 
of a manor (Villa Billnäs, Pinjainen, 1917). 7 (Fig. 
178, 146) 
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Fig. 146. Villa Billnäs , Billnäs. Pohja . 19 17. (Photo SRM/Asko 
Salokorpi). 

The above stages in compos1t1on and the for­
mat ion of volume , diffe ring complete ly from each 
o the r , were inte rspe rsed in the se nse that the domi­
nating the mes of the latter period were already de­
veloped within the former. An exa mple of this is the 
columnar opening bo unded by the wall surface. This 
feature first appea red in the initia l designs of the 
Telephone Association building in 1903 and was exe­
cuted in a !arger size than o riginally planned . At the 
same time , Sonck pl aced this theme in the second 
storey of the end facing the stree t in the hall of the 
Privatban ken. In the "Sol" school project of 1905 
(Fig . 138) it grew within a rectangul ar field to be­
come a two-storey-high colossal colonnade. The next 
time, but without the triangul ar the me of the roof, 
the combin ation was used in the end pavilions of the 

Fig. 145 . Erottajankatu 4 - Bule­
va rdi 2-4. Helsinki , 1911-13. (Pho­
to SRM/E rik Sundström). 



Fig. 147. The Ligne ll build ing. 
H anko. 1896. Sec a lso Fig. 2. 
(Pho to S RM/Nils Wasastj e rna) . 

main fa cades of th e compe tition entry for the House 
of Parliament (1907) (Fig. 116) . Coinciding with thi s 
des ign , the theme was made th e dominant fea ture of 
the entire facade of the Mortgage Association build­
ing . Working from thi s theme , Sonck designed the 
who le of the part facing Erottaja in the Keskuskir­
japaino printing premises (H elsinki . 1911 - 13) (Fig. 
145) . The composition deve loped in anti-cl assical 
fo rm , but the colossa l system of the ''Sol" project 
was classicized in accordance with the frame of re fe r­
ence of Sonck 's future buildings. 

IV .4. Surface and decoration 

Mentioned in C hapte r III we re seve ral works in 
which the surface of the facade was uni fo rm and un­
broken , with smooth curves around the corne rs . T his 
was said to diffe r , for example , from late l 9th-ce n­
tury architecture deriving from the cl ass ica l pe riods 
o f style. What were the po int s of depa rture o f 
So nck's concept of sur face? 

So nck embarked upo n his ca reer at a stage when 
the markedl y plasti c facade a rchitecture. especiall y 
o f the 1880s . invo lvin g column themes and rusti­
cation was be ing re jected. T his co-occurred with in­
creased building activity afte r the eco no mic de­
pression of the mid-1 890s. In the Li gne ll building, 
Sonck attempted to utili ze the deco rative prope rti es 
o f unplaste red brick. which was related to the usc of 
this mate rial in St. Michae l' s C hurch . lt was onl y 

aro und the turn of the ce ntu ry in fo ur multi-sto rey 
urban buildings (the T irkko ne n building in Tampere , 
Pohj oisra nta 10 and Fredrikinkatu 10 in Helsinki 
and the Hanko spa ho tel) that Sonck achieved a con­
sistent sur face technique, which clea rly diffe red fro m 
the a rticul atio ns th at had dominated the previous 
majo r pe riod of constructio n . These buildings em­
ploy a smooth , unbroken and contiguous pl aste r 
surface , with a basic surface defined by !arge fi e lds 
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Fig. 1-t8 . U ude nrn aa nk atu 25 - Fn: drikinkat u 35. Helsinki. 1899-
1900 . O nni Tö rnq vist (Ta rja nn <:) dcs igncd thc fl oor pla ns. ( Pho to 
SRM) . 
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and no plastic motifs or themes protruding to form 
relief. In almost all cases, the fields of ornament are 
withdrawn into the basic surface . The windows have 
arched and profiled enframements, but even this de­
tail is executed in negative relief. This method of 
working inside the bounds of the basic surface was 
most clearly present in the designs of the Hanko spa 
hotel , where the corner tower is completely recessed 
from the rest of the facade , and its cylindrical form 
is shown only through an opening in the main 
surface (Fig . 149) . These principles were combined 
with sharp-edged , rectangular volumes in Sonck's 
projects for the Finnish pavilion at the Paris World 
Fair and the Turku art museum from 1900. 

Easily malleable plaster was weil suited to gently 
curving forms , but did not in itself guide Sonck in his 
choice of relationship between the basic surface and 
the secondary themes . The starting point here was a 
departure from the means of surface articulation ap­
plied in the classicist concept of architecture. In the 
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Fig. 150. A detail of the facade of Hotel Kämp in Helsinki by 
Theodor Höijer. comple ted in 1887. (Photo SRM/Ingervo). 
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Fig. 149. Design for a spa hotel in 
Hanko with health bath facilities 
on the first floor. 1898. completed 
in 1900. (Hanko City Archives. 
photo Hanko Museum). 

eclectic classicist architecture of the late 19th-cen­
tury in Finland, especially in the works of Theodor 
Höijer, facades were shaped outwards from the basic 
surface of the wall . Added to the facade, mostly 
rusticated and giving the impression of bearing 
weight, were ornaments, such as cartouches , or tec­
tonic compositions, such as aedicular themes . The 
result was a vivid relief, rich in forms, where the 
surface was dispersed into a thick and layered com­
bination of different themes. 1 (Fig. 150) Sonck re­
versed this practice by stressing the basic wall and 
keeping its surface with its impression of solidity as 
unbroken as possible. Deep relief was abandoned, 
for the themes and motifs were only slightly with­
drawn into the surface. 

These concepts may have been partly inspired hy 
the above-mentioned Viennese modernism but also 
by architecture free of references to the history of 
style which was already present in Helsinki in 1898, 
and in which similar means were applied. The Tall­
berg building at Katajanokka (Gesellius, Lindgren, 
Saarinen, 1897-98) demonstrated the concepts 
adopted and further developed by Sonck at the stage 
when he began to design the above-mentioned 
works. An apartment building at Fabianinkatu 17 
also by Gesellius, Lindgren, Saarinen (1900-01) 
and similar works at Katajanokka in Helsinki in­
volved consistent applications of the same principle 
within a considerably simpler language of forms. 
Thus, smooth plaster surfaces came to be used in 
most of the urban architecture of Finland in the 
1900s. 2 

Although Sonck's works of the early 1900s dif­
fered in many essential ways from his previous 
works, the surface concepts of the latter were further 
developed and applied in stone in St. John's Church 
and in plaster in the Eira hospital. Surfaces extend-



ing in smooth and curved forms past the joints of 
volume parts were now executed in the technically 
demanding material of granite. At the same time the 
massive character of the wall was stressed by deeply 
recessing the window panes from the exterior 
surface. In the Telephone Association building the 
colonnade is a significant feature , insofar as the 
classicistic facade architecture of the late 19th cen­
tury also used plastically shaped upright supports. In 
most cases these were outside the basic wall and they 
bore similarly protruding parts such as entablatures 
and pediments which added to the relief of the fa­
cade. Sonck placed his colonnade, shaped as an 
open arcade inside the wall and partly within its 
structure, with a resulting unbroken exterior surface . 
At this stage, Sonck abandoned even the last en­
framing themes of the windows. In the stone facades 
they were parts left empty in the ashlar or enframed 
by the masonry of the vault , while in the plastered 
wall of the Eira hospital they were sharpedged open­
ings in the surface. There were no langer any inter­
mediary profiles between the unbroken surface and 
the seam of the opening. Sonck also abandoned the 
plastic shaping of the part where the wall surface 
joined the roof , which in the previous buildings had 
still referred back to the basic tenets of classicism. 
The development of the surface concepts was paral­
lelled by composition. While the triangular themes , 
already present in previous works , were given ad­
ditional importance in both composition and mean­
ing , the principle of unbroken surface grew in im­
portance and was used to refer to structural systems. 

The above articulation of surface integrated the 
ornamental motifs of sunken relief into the material 
of the surface, stone and plaster on the exterior and 
stucco and plaster in the interior. This also applied 
to the columns, and the decoration of the capitals of 
the Telephone Association building and the Eira 
hospital was placed within the cylindrical surfaces. 
The same principle was also employed in the massive 
cubic capitals of the columns in the entrance of the 
Privatbanken. 

The rounding of outer corners, and volume parts 
joining each other in curves without clear borders , 
allude to the plasticity of form. The rejection of ste­
reometricity, which was mainly characteristic of 
classicistic architecture , was no doubt part of a 
wider, anti-classical frame of reference . In his 
surface design, Sonck did not , however, return to 
any other , or older, concept of architecture. Though 
personal innovativeness should not be disregarded , 
outside impulses and influences may be demon­
strated. One of these was without doubt late 19th­
century American architecture , especially H. H . Ri­
chardson and his later influence. The adoption of 
Richardson 's plastic language of form was also facili­
tated by the fact that it was executed in stone, the 

Fig. 15 1. ··O1ofsborg··. Kauppiaank atu 7. He lsinki. 1900-02 by 
Gesellius. Lindgren. Saa rinen. (Photo SRM/Ka ri Hakli) . 

problems of which were studied by Sonck at this 
time. England, the othe r centre of the Anglo-Ameri­
can sphere, also offered contemporary exa mples. 
such as the works of C. R . Macintosh and C.A. Voy­
sey, in which light-coloured plaster surfaces were 
used. Despite its stereometric overall appearance , 
Yiennese modernism approached the relationship of 
walls and openings with the same principles that 
Sonck had adopted , for example in the Eira hospi tal 
project. In the Finnish context we must again refer 
to the works of Gesellius, Lindgren, Saarinen . 
Their early 20th-century apartment buildings in 
Helsinki , such as the Olofsborg building 
(Kauppiaankatu 7, 1901 - 02) (Fig. 15 l) and the 
EOL building (Luotsikatu 5, 1901-03) had plasti­
cally shaped volumes with uniform plaster surfaces , 
and they preceded Sonck's project for the 
Fabianinkatu 14 building, which closely resembled 
them . A light-coloured plaster surface was also used 
in the Suur-Merijoki manor (1901 - 03) with its L­
shaped , freely standing volume. Sonck had seen the 
building in the winter of 1904 on an excursion ar­
ranged by the Architects ' Club , immediatel y before 
the preparation of the designs for the Eira hospital. 3 

The continuous stone facade surface was broken 
up into a mosaic-like relief articulated by individual 
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Fig. 152 . T he tomb of Rudolf Kolstcr in thc O ld Cemetcry in 
Helsinki . 1901 -03 . (Photo Pckka Korvc nm aa ). 

stones, and the ove ra ll theme was di spe rsed into a 
sensorily ri ch field , shaped by the effects of 
light and shade. Although the basic surface of the 
wall was ke pt unbroken , its individual ievels de­
pe ncled o n the va ri atio n of relie f of the stones . 
A lo ng with curved jo ints ancl corne rs, thi s feature 
obscured clea r bo rde rs. For example , the corner of 
the tower in the Te lepho ne Association builcling has 
a granula r appea rance. Eve n as a who le, the build­
ing cloes no t appea r in any graphic way, emphasizing 
contour , ancl the various pa rts are seen without any 
clistinct borde rs (Fig. 75). 4 

Plastic fo rm was an overriding aim in Sonck 's 
works of these years, extencling from the sculptu ra l 
ancl three-climensiona l shaping of the townscape to 
grave mo numents . For example , the small-sca le 
stone sepulchre of Rudo lf Ko lste r in the Old Ce me­
te ry of He lsinki ( 190 1- 03) di splays the same prin­
ciples of contiguous fo rm and plasti city as St. Jo hn 's 
Church (Fig. 152 ). 

The surface technique di scussed above ch anged 
with the Mortgage Assoc iatio n builclin g and 
especia ll y the Helsinki Stock Exchange proj ect. 
With the adoption of smooth stone surfaces . So nck 
began to stress the bo rde rs of the faca cl e pa rt s. The 
planes of the rectangul ar edges in the Stock Ex­
change builcling stand out as auto no mo us pa rts of 
the facacl e with graphic cl a rity. Also the decora ti ve 
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Fig. 153. T he tomb of Lars Sonck "s parcnts in the graveya rd of the 
Finström Church. c. 191 5. (Photo SRM/Pekka Korvenmaa). 

themes stand o ut as three-dimensio nal additio ns to 
the bas ic surface . The cliffe rences a lso applied to the 
des ign of the capita ls. We may compare. fo r exa m­
ple . the capit als o f va ri ed fo rm in the Mo rtgage A s­
sociation building with th c end pa rt s of the ga ll e ry 
columns of St . John 's Church . In the Mortgage As­
sociation building the the mes and motifs of the capi ­
ta ls a re added to the core and grow out o f it. 

In additio n to the above ch anges in surfa ce fo rms 
and structure . the colo ur schemes of the buildings 
also ch anged fro m po lychro my to monochrom y. In 
the 1890s Sonck had appl ied po lych romy in three 
ways: by combining white -pl aste red surfaces with 
brick , by pa inting ove r complete ly plaste red facades 
and by using facade stones o f diffe rent co lo ur. The 
first-m e ntioned feature finds an expl anatio n in the 
medieva l a llusio ns of Sonck's wo rks in brick, provid­
ing histo ri ca l grouncls fo r the plastc rcd surfaces. In 
the next stage, for example in the T irkko nen build­
ing, use o f colo ur was conce ntrated to acce ntuate the 
decorative fi e lds o f the o the rwise single-hued fa­
cades. Po lychrome stone a rchitecture was already 
prese nt in Sonck's ea rl y chape l stud y, and it was fur­
the r developed in his study for a ru ra l church from 
1897 (" E skiss till en landskyrka" ) . The two last-men­
tioned practices ca me to be used in So nck's wo rks 
of the early 1900s, and brick surfaces were rejected . 

In the wo rks of the ea rl y 1900s, the relationship 



of plaster surfaces and polychrom y is demonstrated 
only in the Eira hospit al. The two colours of its fa­
cades, white and ye llow . are a rticul ated in structural 
terms so that the wall is ye llow and the o the r sup­
porting structures such as the conso les and columns 
are white. Multi-coloured decoratio n was give n to 
the capita ls of the columns to furth e r outlinc the re­
lationship of be arin g and borne parts. The uniform 
wall surface was thus not broken eve n with the use 
of colour. The overall impression is domin atecl by 
the three superimposed fi e lds of co lo ur in the roof. 
the facades and the stone foundation. ~ 

Polychromy in stone was reali zed in St. John 's 
Church, but especially in the Telephone Association 
building , where the stones of diffe rent colour do not 
form patte rns or fields o f o rnament but are com­
bined in a "de libe rately ranclom" fashion. In this 
sense, the building differs from late 19th-century 
practices of polychromy, which aimcd at demo nstrat­
ing the character of the facade or to create fi e lds of 
geometric patte rns . For example . Richardson used 
polychromy (Trinity Church : Austin Hall : Ames 
Memorial Library) , but with the aim of overall , reg­
ular fields of patterns . Sonck's effects were thus not 
based on the Ruskinian trends of l 9th-century 
Anglo-American architecture, but we re apparently 
developecl by himse lf as an original and free addition 
to the stone techniques otherwise de rived from the 
ahove-mentioned cultural sphere. 

Alreacly in the planning stage of the Te lephone 
Association building Sonck had considered a mo no­
chrome , grey facade of stone, as in corresponding 
works by other architects (the National Theatre, the 
Pohjola building and the Ho use of the Polytechnica l 
Students Union). A facade of this kind was executed 
by Sonck in the Kallio church but not in pure form, 
for it included bearing elements standing o ut in 
lighter grey from the wall. lt was only in the ensuin g 
works that the same stone material , Uusikaupunki 
granite, was consistently single-hued and monochro­
me . lt was discussed above that Sonck considered 
the addition of shiny meta! details to these surfaces. 
A similar change occurred in the interiors , and the 
bright fields of colour of the Privatbanken and the 
Eira hospital were reduced to single-hued light shades 
in the banking hall of the Mortgage Association and 
to two superimposed fi e lds of material in the court­
yard of the Stock Exchange building. 

Related to both surface structure and decoration 
was the problem of figurative facacle sculptures. On 
the whole, Sonck avoided any clearly narrative fea­
tures in his architecture and his facades did not in­
clude human figures. The reliefs with human 
themes in the Privatbanken were located in the en­
trance hall. Even the animal themes were highl y 
stylized and never strove towards naturalistic fi gura­
tiveness . In this sense , Sonck differed from most of 

his contemporaries. A mong others. Gesellius , 
Lindgren , Saarinen and later Armas Lindgren and 
E lie l Saarinen separa te ly used scu lptures as often 
dominant themes of the ir facades . An example is the 
New Student House in Helsinki by Lindgren 
( 1908-10) with its large. naturalis ti c hum an fig ures 
o r the colossal lamp-bea rers next to the main en­
trance of the Helsinki Rail way Station by Saarinen 
(1904 - 14) . The latt e r details were combined in a 
manner typical of Saarinen as pa rt of the structure 
and materials of the facade. 6 Sonck's unwillingness 
to support his a rchitectu ra l means with hum an 
figures was a consistent feature of his whole pro­
duction . This was not affected in any way by the 
otherwise clear changes in his mea ns of design. Even 
in the inte rio rs. Valter Jung's decorative sculptures 
of the Pri va tbanken are an exceptio n. 

Mentio ned above was decora tio n as part of the 
ove rall articulation of surfaces. Especia ll y in the 
beginning of the pe riod discussed, the stylized, but 
nonetheless recognizable ornamental motifs and 
themes had mea nin g for the content of the works. 
The decorative programmes of the churches were to 
a large degree defined by liturgica l tradition . The 
exceptional paintecl decoration of St. John·s Church 
has bee n analysed and discussed at length hy Paula 
Kivinen. The point o f departure of Sonck 's and 
Jung's decoration was nature . and the degree of 
styli zing of the fl ora l and faunal motifs ranged from 
the a lmost natu ra li stic to th e near-abstract. Stylized 
and differently executed plant motifs occur in the fa­
cade of the Telephone Association building. be­
tween the a rched windows of the second sto rey and 
in the capita ls of the colonnade. In this case. as also 
in the Eirn hospita l. orga nic motifs and themes are 
placed in st ructu ra ll y joining parts. The plant motifs 
of the ga llery columns of St. John's C hurch grow 
into a kind of u rganic capit a l. The vi tality ancl 
growth of nature was drawn on here to a rti cul ate 
structurally important parts. This a lso app lied to the 
series of colonnettcs in the entrance ha ll of the Pri­
vatbanken. with thci r sty li zed allusinns to the forest. 
Sonck did not. howevcr. use architectural e lements 
imit at ing natu ra l forms. such as columns in the shape 
of trees or bearing anim al figures . T he forms derived 
from nature were subord in ate to struct ura lity ex­
pressed with o the r mea ns. The use of natural for ms, 
especiall y those of pl ants. was a major issue in turn­
of-the-ce ntury architecturc. As pointed o ut by 
Annika Waenerberg. many of the curving forms of 
the Juge nd architecture of Munich derived from a 
serious study of fl o ra and fauna. 7 The natura l motifs 
employed in Finnish architcc ture in the ear ly 1900s 
were based on intern at ional prototypes. but do­
mesti c species were often chosen as the actual sub­
jects . Thus. Sonck 's works include fe rns and tho rns. 
but his use of o rn aments did not invo lve any pro-
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grammatic emphasis on national a1ms. any more 
than his a rchitecture in ge nera l. 

Decoratio n based on natura l fo rms was related to 
anti-classicism . and the cho ice o f loca l subjects and 
species was a lso opposed to the uni versa lity of classi­
cism . In its most varied form . this co nce pt appears in 
the Privatbanke n. which in its decora tion must be 
rega rded as an exception on o the r leve ls as weil. 
Jung's motifs included the wide range of flora and 
fauna. with a considerable number of anim als such 
as ca ts and birds . The anim als are prese nted either 
in fantastic or comic shape . This t ra it leads from 
natural ana logies to history - the second level of 
Sonck ·s o rnament. The Priva tbanken showed how 
the stone sculptures of the capitals could be linked 
to ce rtai n arti stic concepts of the Romanesque 
pe riod. 8 This more general level. in which anti­
classicism. mate ri a l (i.e. stone), the themes and the ir 
execution all re fe rred back to the same historica l 
period. was re lated to Sonck's historicist thinkin g, 
which will be discussed separately. 

Decoration became more abstract and the natura l 
motifs were stylized and universa l already in the 
Mo rtgage Association building. In the Stock Ex ­
change. themes allegorically based o n nature , such 
as wrea ths and garlands, we re however limited to 
themse lves as the articulation of the facade, without 
any deeper leve ls of meaning. The execution, corres­
ponding to co ntemporary Viennese prototypes, was 
linked to generally applied mate ri al of inte rnational 
and non-local characte r . In a sense , Sonck ret urned 
to the ornamental principles of his works of the late 
1890s. which were also la rge ly based o n Viennese 
examples. Viennese modernism had co ntinuously 
stressed the importance of stylizing even in the use 
of natural motifs. and analogies with the organic 
wo rld were a lie n to it. The o rnamenta l motifs used 
by Sonck from 1907 to 1910 were free of associati ons 
or refe rences to the history of styles. whereby the 
class icizing ove rall articulation did not include decor­
ation deri ving from the class ical periods . 

Although Sonck's ornaments could present 
"stori es" related to nature. hi story or religion , they 
were used to o nly a very small degree to illustrate 
functi on or the role of the dient. As he was not con­
cerned with classically conventional themes or al­
legorical sculptures buildings such as the Helsinki 
Telephone Association or the Eira hospital do not 
" te il " of the ir function except in a cryptic manner. In 
the fo rmer this was achieved by a frieze of technica l 
themes. and in the latte r with the name engraved in 
the portal. which required some degree of learning 
to be understood correctly. In the Privatbanke n the 
money-bag motifs of the ent rance could have pre­
pared the visitor for the activities conducted in the 
building. Figurativeness naturally decreased with the 
general use of abstraction. In the street facade of the 
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Stock Exchange. the pnmus motor of the proj ect 
was expressed with the unequivocal text "Börs" 
(Stock Exchange). 

IV .5. Types, models and characterization 

With the exceptio n of the Telephone Association 
building , all of the above projects had some kind of 
functional history that could suggest the forms em­
ployed fo r housing the ir various activities. The pos­
sible simila rities or dissimila rities of Sonck ·s works 
with thcsc more-or- lcss estab li shed background fac­
tors give cause to discuss the m in terms of the type 
concept. 

The concept of type. as formulated by Quatre­
mere de Quincy in the beginning of the 19th century 
with reference to French discussion regarding archi­
tecture in the preceding century. was reflected in the 
Western not io n of architecture throughout the 19th 
century. 1 The type concept and the integrally related 
idea of model were part of the programme of teach­
ing at the Ecole des Beaux Arts. and also othe r insti­
tutes. With some degree of simplification . it can be 
sa id that a type is an architectural solutio n devel­
oped at some stage in histo ry. such as a Greek 
temple , the starting po ints of which can be applied 
in o ther a reas of construction in late r periods. Each 
task req uires a separate characte riza tion . 1 n other 
words. types do not precl ude change o r individuality 
- they fac ilitate change by servi ng as " the frame 
within which change operates. " 2 The blind repetition 
of the po int of departure of a type. in turn. implies a 
restrictive model. Thus, we a re not referring to the 
concept of the "building type" . as propagated by 
Pevsner ;' which is common a t prese nt and bound to 
the history of action . 

The above distinction also differs fro m the concept 
of genre, also characteri stic of the 19th century and 
publicized in the beginning of that ce ntury by J. M. 
Durand . This rational ove ra ll concept. facilitating 
the process of planning. was mo re re lated to the 
functio nal programme of a building. Durandian prin­
ciples of composition , based o n schematic floor -plan 
modules and binding axes. were also prominent in 
the curriculum of the Ecole.-1 A whole, designed ac­
cording to Durandian principles was formally charac­
te ri zed with a style, i. e. with the means mainl y pro­
vided by the history of architecture . Within the same 
fl oor plan and facade it was possible to operate with 
themes refe rring back to both Gothic and Re­
naissance architecture . 

These briefly described distinctions were also cur­
rent in Finland. The leading authority and teacher 



of Sonck and his genera tion was Professor G ustaf 
Nyström, whose ro le will be discussed in furth er de­
tail below . In his recent study o f Nyström's architec­
ture. Ville Lukk arinen has analysed his re latio nship 
with the above concepts that were still o pe rati ve at 
the time.-' For Nyström , the characte ri zation of a 
building was to express its co ntent or purpose. O n 
the other hand. he combined his ideas of characte r 
with highly commo n co ncepts of type , within which 
characte rizatio n is carried out. 

Churches were unequivoca l proj ects insofar as 
Christian tradition provided a rich a rray of types. 
models and characte riza tio ns. In the St. Michae l's 
Church project Sonck operated on the leve l of re­
cent history, choosing from the architecture of his 
own period a characteri za tion developed by others 
fro m medieval architecture. Thi s was applied in the 
manner of a model as the basis of his work . In St. 
John 's Church the points of departure a re on a deep­
e r leve l. The type in question is centra li zed space, 
but Sonck characterized it with features pertaining to 
the Middle Ages. Also present in this wo rk we re lo­
cal variants of the major periods of a rchitecture, 
which provided an additio nal aspect for characteri­
zation. Already in his proj ect for the res to ratio n of 
the Cathedral of Turku, Sonck had proposed the 
medieval rural churches of Finland as the basis of 
type. The volumes of these churches became com­
mo n in Finland in the early 1900s , e.g . in projects for 
museums and libraries. Present in the characte ri­
za tion of St. John 's Church , i .e. the free but never­
theless recognizable shaping of its medieval themes , 
was a markedly individualizing trend . In the Kallio 
Church. individual form s of clea rl y medieval 
character were excluded . This building, however , al­
ludes to the Middle Ages in two ways, which cannot 
be comprehended simultaneously. The bas ilica of 
the inte rior is based on the highly abstract charac­
te ri za tio n o f a type shaped by Christian traditio n 
fro m its Roman background . The ex te rio r vo lume 
co rresponds to the cathedral type, but without the 
period-specific forms re lated to its po ints of depar­
ture . 

The churches also corresponded to Nyström 's re­
quirements of recognizability. This, however , was 
not the case with the new functi o nal co nte nts of 
projects. The Telepho ne Associ ation building is a 
good example, for here Sonck could not re ly o n any 
established sta rting points. T he result was a diffe ren­
ti atio n of content fro m the ex te rio r which was 
shaped by a loose assoc iatio n with the types of castle 
and fortress a rchitecture. O n the other hand , the 
new functions permitted free typing and characte ri ­
zatio n, as there were no authorized examples among 
the traditional categories. Hardly anyone could have 
sa id what a telepho ne company building should look 
like. In this sense , the criti ca l comments about mask-

ing the functio n of th e building were without 
grounds. If necessary, the planning of the E ira hos­
pital could have bee n se rved by the typology deve l­
oped in the late 19th ce ntury. This. however , had its 
bas is in Du randian ra tio na li sm . antagonisti c to 
Sonck's views and co ncepts of the time. Also the 
variation of co ntent involving a small private hospi­
ta l permitted the architect to diffe r from standard 
solutions. The type in qucs tio n . which So nck had 
characte rized freely with medieval themes, 
is mainl y derived from the picturesque tradition of 
villa architecture. The debate and discussion on the 
museum project can a lso be seen as a critique of the 
type and characterization concepts that had domi­
nated the end of the 19th-centu ry. The project of the 
offi cial party was described as conforming to the 
overall aims of public monuments . The opposition, 
So nck included , spo ke aga inst the way a new task 
was fo rcibly accommodated to features of design and 
style that had deve loped histo rically in connectio n 
with completely diffe rent functio ns. For example in 
Sonck's project , the re was an attempt to define the 
division of space according to function. In charac­
te rization , the sta rting po ints were different , corres­
ponding to the variations of content of the overall 
vo lume . 

In the Parli ame nt House competition Sonck , like 
most of the entrants . appli ed a palatial , axi al floor­
plan type , which had become established in thc 19th 
ce ntury for administrati ve buildings. On the exte rior 
these buildings had a dominant central part and 
p ro jections or pav ilio ns at the sides. Thi s solution 
was used in a num ber of buildings, including the 
Reichstag in Be rlin . which was completed in the 
1890s and was the subj ect of much inte rest. Even at 
this stage , Sonck's pl anning ancl design began to in­
vo lve to an increas ing degree much broader ge n­
erali za tio ns ancl modular thinking clo minated by an 
ax is ; in othe r wo rds it deve loped in the directi on of 
practices th at can be rega rded as Dura ndian . In the 
faca des of the Mo rtgage Association building and 
the Stock Exchange Sonck applied a un iversa l, 
classicizing articul atio n. This does not have any ac­
tual typological background ; it does not derive from 
any clear mocle l, nor has it been characte rized to be 
recognizable in terms of the histo ry of styles. The 
classicizing is not bound to the task at hancl , because 
e.g . the a rti culation of the Stock Exchange build ing 
was to be repea ted in severa l projects of diffe rent 
kinds. An established tradition of characte ri zatio n, 
dating back to the Re naissance , could have bee n 
fo und for the Mo rtgage Association building as a 
mo netary institution. A lthough Sonck to some de­
gree returnecl to the unive rsal principles of design of 
the late 19th century, this did not occur in the shape 
of the form al prototypes of that period . 

Sonck's works are discussed here in relatio n to 
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concepts mainly formul ated in France around the 
turn of the 19th century. but we do no t assume that 
he was himse lf conscio us of the theore ti ca l fuun­
datio ns of his choices. So nck avoided theori zing, and 
his public statements and writings were linked to the 
practica l aspects of planning and design. The ideas 
dominating late 19th- and early 20th-century archi­
tecture were adopted by him th rough studies, litera­
ture. the press and trave ls. The acade mic t radition 
was passed o n by Sonck's teacher G ustaf Nyströ m , 
who was complete ly ve rsed in it and whose charac­
te rization of the Kallio church entry. also employing 
medieva l features. lost to So nck's design. Manual s, 
such as the Handbuch der Architektur , were divided 
according to the activities concerned , and they of­
fe red architects concise reviews of the ways in which 
certain problems had been solved . Study tours were 
oft en re lated to tasks at hand , and the a rchitect 
wi shed to see earli e r so lutio ns at first hand. Fo r 
Sonck . as we il as for Finnish architecture in general, 
the synthesis transmitted by these channels led to a 
new and less profound inte rpretation of the concepts 
o f type . mode l and characte rizatio n which were spe­
cific to the 19th century be ing based on the archi­
tectu ra l theories of the 18th century. A t the same 
time. the tradition in the teaching of a rchitecture 
was hroken when Nyström . with his to tal command 
of the classical concept of a rchitecture , died in 1917. 

IV .6. The past 

IV. 6. I . Th e problem of choice 

The analysis o f the above pro jects showed that 
Sonck used a rchitectu ra l histo ry in a ve rsa til e way in 
des igning buildings and mili eus fo r the needs of his 
own time. T he who le of th e a rchitectu ra l past was 
ava ilab le . and we may as k what Sonck chose from 
that ho undl ess sto reho use of themes - and for 
whi ch reasons. Also to be discussed is the way in 
which he linked diffe rent leve ls o f the past and how 
these methods of applying histo ri ca l themes possibl y 
changed during the period under review. 

Histo ri cism and the close ly re lated idea of eclecti­
cism we re characte ri sti c of So nck's attitudes regard­
ing the past. Also traditio ns could be applied . but to 
a lesse r degree than the abovc . In definin g the re­
lationship of So nck with histo ri cism we may refe r , 
amo ng othe r sources. to the statements of Wolfgang 
Götz and Alan Colquhoun and the ana lyses pre­
se nted hy Yille Lukkarinen conce rning the architec­
tu ra l ph enome na of the turn of the ce ntury in Fin-
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land. 1 Acco rding to Götz's article on histori cism 
from 1970, it is a way of thinking and an attitude 
concerning the past (Gesinnung). Eclecticism. in 
turn , is a pra xis se rving this attitude. " ... e ine künst­
le ri sche Methode im Die nste des Histo ri smus". 2 His­
to ri cism does not require class icism any more than it 
precludes it. Whereas in the case of classicism the 
class ics a re authorities. the past in general is the 
authority o f histo ricism.' This ana lys is is inte resting 
especially in connection with Sonck's classicizing 
pe riod . In 1983 Colquhoun di vided historici sm into 
three fo rms of manifestation . the last of which is the 
most re leva nt for Sonck . lt cl e fin es histo rici sm as the 
use of histori ca l form s fo r example in architecture, 
ancl is thus re la ted to a rti sti c pra xis . In a se nse . this 
aspect a lso ent a ils Götz's conccpt of eclecticism, 
with its guicling way of thought in the backgrouncl of 
the va rio us manifesta tio ns. In the followin g, 
traditio n is understoocl as the utili za tion and modifi­
ca tion to contempora ry neecl s of practi ces th at had 
remained vita l and unbroke n up to the planning ancl 
design stage in questio n . Lukk arinen·s analysis of 
histo ri cism proceeds fro m the above concepts. but in 
re lating them to the a rchitectu ra l works of Gustaf 
Nyström and Jac. Ahrenbe rg he arrives at a basic 
positio n which also serves to define So nck's relation­
ship with the past. 4 Sonck did not see the histo ry of 
architecture as a normative proto type or as a 
doctrine guicling ancl cont ro lling present-clay praxis 
(sensu Nyström) . For him , the eve nts of the past 
we re conclucled chains of events , bo und to the ir own 
day. which could be freely applied in solving modern 
pro blems of highl y diffe rent content. Lukkarinen 
mainta ins that Ahrenberg app lied this form of "es­
thetic histo rici sm" . In connectio n wit h Sonck 's archi­
tecture . the latt e r concept o f historici sm raises the 
questio n of the criteria of se lectio n , i.e. the reasons 
fo r the utili za tion of ce rtain a rchitectural pe riods and 
their regio nal manifestations. 

Medieval features we re most clearly present in 
Sonck ·s architecture from his first works to the early 
yea rs of the 1900s - a pe riod of some te n years. His 
attitudes regarcling this pe riod clea rl y changed dur­
ing this time. The medieval characte r of the main 
drawings of St. Michael's Church ( 1895) were based 
o n the Neo-Gothic , prominent at the time ancl in­
volving mate rial repeatedly modified from its own 
points of departure . At the same time , Sonck had 
gathered information on the medieval churches of 
Finl and on a number o f study and documentation 
excursions arrange cl by the Finnish A rchaeological 
Society. In connection with the de bate concerning 
the restoration of the Turku Cathedral in 1897, Sonck 
tri ed to accommodate the antiqua rian histo ry of the 
monument with his own concepts involving the arti s­
tic modificatio n of the medieval period . The 
questions and issues he enco untered appear to have 



led to a deeper understanding of the Middle Ages, 
which could also be seen in the written expression 
of these ideas. Sonck's numerous contemporary and 
ensuing church projects were thus parallelled by the 
first Finnish efforts at arranging building conser­
vation and its practical aspects of restoration. The 
empirical material provided by the medieval chur­
ches of Finland and the related problems of its pro­
tection and use enriched Sonck 's planning work 
which had already been based on medieval themes. 
A further subject of interest was found in the re­
gional and modified manifestations of medieval 
architecture within the architect's own cultural 
sphere. 

St.John's Church can be regarded as a synthesis 
of the above factors. involving both international 
Neo-Gothicism and Finnish medieval themes. 
Sonck thus turned to the Middle Ages as such, fa ­
miliar to him from personal experience, bypassing 
Neo-Gothic features which had become conventions. 
The church , however , included themes which appear 
to refer back to less clearly defined periods predat­
ing the High Middle Ages. These can also be seen in 
works that followed St. John's Church. such as the 
National Museum project. the Telephone Associ­
ation building and the Privatbanken . 

In her discussion of national features in l 9th-cen­
tury German architecture. Barbara Miller Lane dis­
tinguishes courses of development anticipating by a 
few decades similar events in Finnish architecture 
around the turn of the century. ~ These were the 
study of medieval monuments , protection and con­
servation applying such studies, and the free use of 
the same monuments as the sources of inspiration of 
new architecture. This was made to serve national 
aims , and especially Romanesque architecture was 
seen as a reflection of a great German past . upon 
which the new Germany of the Hohenzollerns could 
be built. In Germany this course of development ex­
tended from the 1840s to the 1880s , at which stage it 
could be clearly seen that the Middle Ages, seen in 
nationalistic terms . proviclecl the impetus for the new 
architecture . also comprehendecl as nationalistic. 
Miller Lane refers to similar phenomena in Scandi­
navia around the turn of the century and in the early 
years of the 20th century. These. however, did not 
have clear links with the state 6 In these countries, 
Finland included, medieval features served a form 
of expression regarded as modern by its proponents 
and striving to re ject l 9th -century eclecticism. In 
other words, themes derived from history facilitated 
a separation from the praxis of historicism which was 
now regarded as outmoded. 

Miller Lane also observes how historically veri­
fiable points of departure were combined with fea­
tures that were generally speaking ancient , such as 
prehistoric graves and the inadequately known build-

ings of the German kings. In the practical work of 
planning and design this implied a progression from 
archaeologically verifiable antiquarian material to 
"the twin realms of archaism and innovation''. 7 

In Finland around the turn of the century , the 
above phenomena followed the German trend with a 
time-lag typical of cultural lies between the two 
countries . Information gathered by the Finnish Ar­
chaeological Society in the late 19th century con­
cerning earlier architecture, restoration issues and 
new projects merged into a synthesis which also con­
tained nationalistic overtones. As demonstrated 
above. Sonck was deeply involved in this process. In 
his architecture the medieval frame of reference was 
combined with innovation via archaisms , which per­
mittecl a highly unrestrained eclecticism of diffuse 
points of departure. 

The medieval features of St. John 's Church, the 
Telephone Association building and the Eira hospi­
tal refer to Gothic architecture, while the Privat­
banken combined both Gothic and Romanesque 
material. The starting points of stonework associated 
with these forms are highly varied and extend even 
further into the past. Varied and irregular stone 
walls can be found in medieval architecture , and the 
stone consoles of the Telephone Association build­
ing and the Eira hospital present references to the 
architecture of castles and forts . The free bond of 
the early planning stage of the Telephone Associ­
ation building and the large-scale ashlar of the 
ground floor of the final version derive, however , 
from the earlier periods of stone architecture. The 
Egyptianized colonnade even referred back to the 
very foundations of Western architecture in stone. 
This also applied to the intended diagonal bond of 
the Eira hospital. which was realized only in the 
perimeter wall. The wall of the ground floor of the 
Telephone Association building was built without a 
visible lining of mortar andin deep relief. lt not only 
expresses but also demonstrates visually the original 
techniques of stone architecture . 

In addition to the wall , these works included ar­
chaic and reduced tectonic structures, such as the 
monolithic supports of the interior of St. John 's 
Church and the exaggeratedly heavy columns in the 
hall of the Privatbanken. Also to be noted are the 
primitive upright supports of loose boulders in the 
museum project . 

Anti-classicism is the common denominator of the 
above stone-building techniques. The tectonic enti­
ties were executed without references to the classical 
periods, and the medieval features already implied 
anti-classical overtones . Along with the clearly ex­
pressed Egyptianized features, other possible sour­
ces are to be found in the stone architecture of Myce­
nae and archaic Greece, i.e. the civilizations preced­
ing the classical periods. Also related to these were the 
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themes of the painted decoration of the Privatbanken 

with thei r refe rences to the Near East o f antiquity.8 

lt is to be no ted that in combining sto ne with Egypti­
cism Sonck d id no t apply any overa ll concept of re­
pea ting the fea tures of styli sti c hi sto ry. Since the 
turn of the 19th ce ntury Weste rn architectu ra l think­
ing had see n Egypt as the fo undati on of civilization 
and as the pa ragon o f authe nticit y. O n a general 
leve l, thi s refe re nce implied a return to the o rigin al 
sources and a re jectio n of the load of styli sti c repe­
titio n . 

A close r background was offe red by the ea rl y 
stone architecture of E uro pe . expressed as Ro­
manesque o r modified fea tures of it o r as simplified 
Gothic . T hese. toge the r with undressed stone . sug­
gest no rthe rn. transa lpine architecture and its first 
major pe riods. Some of th e stone structures of the 
museum project rese mble Sca ndinav ian megalithic 
graves. and proto types fo r the stea tit e decoratio n of 
the Priva tbanke n can be fo und in the Romanesque 
a rchitecture o f the No rdic countries . To this sa me 
Scandin av ian contex t. on an eve n ea rli e r leve l. we 
may re fe r the fa ntasy fi gures on the ribs of the vault s 
in the hall o f the bank . lt can be seen that the way 
of thought bo und to loca l conditio ns. see king to 
avo id the fea tures of the class ica l pe riods of the 
Medite rra nean and their de ri va ti ves . ope rated on 
many levels a nd was linked to the cultu ra l sphe re 
immediate ly bo rde ring on Finl and . Wh at then were 
the mode ls and prototypes prov ided by the prehis­
to ri c past and the Middle Ages in Finl and? 

T he medieval architectural monuments of Finland 
we re we il suited to the purposes of archaic design , 
as they re itera ted in simplified and often clumsy 
fo rm the re fin ed solutio ns of High Gothic a rchitec­
ture . This especi a ll y applied to masonry technique 
with its unfinished use of loca l sto ne. to which a l­
lusio ns co uld sometimes be made. as in the pe rspec­
ti ve illust rati o n of the compe titio n entry fo r St. 
John 's Church . Loca l histo ri ca l form s and their o rigi­
nal mater ia l ex press io n co uld toge the r be made pa rt 
of the ove ra ll medieval fr ame of refe rence. 

A rchaic fea tures re fe rring to the past in ge neral 
and local practices were a ll based o n processes that 
had a lready come to an end . and pa rtl y o n an im­
agin a ry ea rl y histo ry o f the country. The ir ex­
press ions and manifestations in the medium o f stone 
we re oft en o n the leve l o f image ry. fo r the actua l 
bearing wall was of brick . O n the othe r hand . 
Sonck's wooden and log archit ecture. which had be­
gun in the l 890s. was based o n the transfe rra l of the 
technique of a li ving t radit io n from ve rnacul ar archi­
tecture to the rea lm of expression of the uppe r strata 
o f culture. A dapting and modifying it , fo r example 
with themes and motifs from Easte rn Kare lia, signi­
fi ed an intensification of the traditio n by making it 
re fer to re lict a reas di spl aying features rega rded as 
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archaic but neverthe less still operating as cultu ral 
o rganisms. No r did Sonck's log a rchitecture with its 
unfaced surfaces entail any conflict between apparent 
and rea l structures , in itse lf a point of departure fo r 
express ion . A lso detail work could be executed as 
part of the structures conce rned . as in the fo rm of 
no tches . Round-log technique , which had already 
fa ll en out o f use, was in itse lf an a rcha ic feature , 
which natu ra ll y had proto types in the o lde r ve rnacu­
la r a rchitecture of bo th Finl and and Easte rn Kareli a. 
Sonck combined the age-o ld region a ll y dete rmined 
blockwo rk technique of the northe rn coniferous 
zone with verti ca l supports that were genera ll y a li e n 
to it. Pro to types we re fo und in the ea rl y medicval 
wooden architecture of Norway. amo ng o the r 
sources . 

Refe rences to a simplified medieva l pe riod o r 
ea rl y civili za tio ns were commo n in Finnish architec­
ture of the ea rl y 1900s . The unsuitability of these , 
e.g . " Assy rian-Babylo nian" fo rms , fo r modern busi­
ness a rchitecture was no ted in the criti cism pre­
se nted by G ustaf Stre nge ll and Sigurd Froste rus in 
1904. 9 O n a more ge neral level archa ic fea tures in 
a rchitecture were re lated to trends in the a rts in Fin­
land in the 1890s and ea rl y 1900s. A ro und thi s time 
va rious a reas of the a rt s sought e lements fo r the mes 
and means of expressio n in o ld , already extinct o r 
re lict-like contents and techniques. Refe rence may 
be made to the revival of fresco painting . fo lk-poetry 
themes in music and poe try and literature a lluding to 
an imagin ary national past in earl y histo ry . 10 In 
architecture. with the possible exception o f chur­
ches . only the fo rms and techniques could re fe r back 
in an archaic se nse e.g . to the Middle Ages o r to 
ve rn acula r practi ces . whe reas the "content " . i. e. the 
functiona l requirements. we re defined by mode rn 
prax is . These problems were clearl y present in the 
Te lephone Associatio n building. 

T he use of a rcha ic fea tures and the stri ving to­
wards authenticity fo rm a specific theme througho ut 
late 19th- and early 20th-ce ntury architecture in the 
who le of Europe. Histo ry and re lated fi e lds of lea rn­
ing had made the public fa mili ar with new strata of 
culture and civiliza tio n a longside the form erly 
known cl assica l pe riods. This leve l could be linked 
with a turning towards the specific and partl y mythi­
ca l materi a ls of o ne's own region . Alongside G er­
many. already re fe rred to above . we may a lso men­
tion Hunga ry. whose a rchitects tri ed to find the 
points of departure fo r re newal in the preserved 
re licts o f ve rn acul ar architecture in the villages of 
T ra nsylvani a. T his did no t imply a repe titio n of the ir 
fea tures. but innovation proceeding from them 
which might a lso attempt reconstructions of hypo­
the tical ancient a rchitecture. 11 The a rchaic trends of 
La rs Sonck's a rchitecture thus be longed to a broade r 
se t of phenomena which also emphasized the impo rt-



ance of individual and local expression. Sonck 's con­
temporaries were aware of this. and for example D . 
Joseph used the heading "Archaismus. Subjektivis­
mus und Mode me" for his volume on the recent 
period published in the early 1900s as part of his his­
tory of architecture. 12 In 1908 an inte rnation al con­
gress of architects convened in Yienna to discuss the 
mode rn concept of architecture. in which connection 
strivings for authenticity were linked to innovative­
ness in the following te rms: "Sie (the new architec­
ture) hat eine auf Erfindung gerichtete. heuristische 
Tendenz. Daher Jhre Vorliebe für Ursprüngliche. im 
Wandel der Geschichte längst überholte Formen ; 
daher Ihre Ablehnung aller beglaubligten 
Grundsätze ; daher Ihre fast nihilistisch zu nennende 
Gegnerschaft gegen alles Herbrachtete und Abgelei­
tete. " 13 

The above-sketched use of archaic features 
opened for Sonck a way into the Middle Ages and 
via it the innovative use of older material. The 
medieval period remained an identifiable general 
leve l to such degree that for exa mple the Telephone 
Association building or the Eira hospital could be 
associated with castle architecture . and through its 
19th-century picturesque utilization with the roman ­
ticized Middle Ages. Sonck's historicism of this 
period was furthe r deepened by the restoration of 
medieval monuments. and the process of renewal 
coincided with new architccturc even in the early 
years of the 20th century. In 1903. when Sonck was 
des igning the Telephone Association building and 
the vaulting of its entrance passage . he was also in­
volved with the renovation and furnishing of the 
medieval rural church of Kemiö . 14 This situation 
would appear to demonstrate the concentration of 
antiquarian expertise , practical restoration and the 
creation of completely new architecture in the same 
hands , as observed by Miller Lane in connection 
with 19th-century Germany. 

With respect to the history of Finnish architecture , 
churches played an important role. With the excep­
tion of a few medieval castles , there were no other 
buildings of this period that could provide points of 
departure for the design of volume in secular archi­
tecture. Accordingly , history had to be re-activated 
on a hypothetical level, as in the museum projcct. 
This also applied to accommodating individual build­
ings to the townscape and the aims of urba n a rchitec­
ture in general. The town-plan competition for the 
Töölö area of Helsinki displayed a desire to create a 
medievalistic townscape of which there were no his­
torical remains in Finland . Eclectic historicism , ex­
ecuted additively in individual works, led to the 
structuring of a !arger physical reality with the a id of 
the starting points provided by a given historical 
stratum. The development of Sonck's ideas in this 
respect is clearly seen in the St. Michael's Church 

project. The church , originally designed in medicval 
forms. was made into a freely standing monument in 
accorclance with the tradition of classicism . In 1904 
Sonck wished to have the immediate surrounclings 
of the church built up . in order to achieve a them at ic 
link between the medi eval features of the church and 
its position in the townscape. 15 (Fig. 58) This was 
after he hacl studiecl meclieval towns and the resto r­
ation problems of the Turku Cathedral. Had it been 
realized. Sonck ·s project would have implied trans­
ferring the o riginal townscape of the surroundings of 
the Turku Cathedral , which had remainecl cle nse be­
fore being opened up in the early 19th century, to 
the setting of another church in the same city , built 
at the turn of century and formally linkecl to the 
Middle Ages. Background factors of Sonck's medie­
valistic town planning were the theories of Camillo 
Sitte. which in themselves did not require specifically 
medieval forms. Sitte explicitly cautioned against 
attempting to create artificially "old" townscapes. 16 

More characteristic of Sonck was the three-dime n­
sional execution of Sittean principles with the mes 
derived from the Middle Ages. In this connection, in 
1913 he renewed his plan for the surrounclings of St. 
Mich ae l's Church. The original squares, clea rly 
based on Sitte . were now surrouncled by builclings 
which were not unequivocally linked to any specific 
historical periods. 

Although Sonck 's relationship with the past had 
deepened by the early years of the 20th century, not 
all of his themes of a rchitectural history we re from 
original sources. His secular works followed a model 
demonstrated by St. Michael's Church in the 1890s, 
where the historical material had already been devel­
oped by others before being appliecl to the buildings. 
The medieval character of the Lignell building 
(1896-97) was based for example on German mater­
ial cleveloped by the Hannove r school uncler the in­
fluence of J. W. Hase. Although the Tirkkonen buil­
ding (1898-1900) does not display any clear histori­
cal points of departure. its corner design clearly cor­
responds to the Argos builcling in Helsinki ( 1898). 
which in turn was a continuation of the design of a 
building designed by the Swedish architect I. G. 
Clason on Strandväge n in Stockholm . Clason had 
found his prototypes in French Renaissa nce architec­
ture . Thus , the Tirkkonen building is part of a chain 
of eclecticism , based on original prototypes that had 
become obscured by the time they reached Tam­
pere. The same applies to the Richardsonian fea­
tures of Sonck's works of the ear ly l900s . One of 
their original points of cleparture was the Ro­
manesque architecture of Provence and Northern 
Spain , but when applied by Sonck in early 20th­
century Helsinki their cultural roots were no langer 
of importance . for example for the historical frame 
of reference of the Telephone Association huilding. 
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Turning towards the Finnish tradition of architec­
ture meant the e levation of history - usually under­
stood in natio nal te rms in turn-of-the-century Eu­
rope - to facilitate modern needs se rving national­
istic a ims. These links we re especia ll y clear in Ger­
many, where some of the a rchitectural features were 
even related to the Kaiser's pe rsonal aims. 17 Gene­
rally speaking, the utili zatio n of the domestic 
tradition conce rned e ither monuments , such as chur­
ches and castles , o r ve rnacul ar architecture. Archi­
tecture based on these sources has been called 
national-romantic, and the te rm appears to have be­
come established as a ge neral concept even in recent 
studies. 18 In Finland , this view has oft en emphasized 
the ea rl y 1900s in contrast with other aims. Is there 
cause to describe Sonck's wo rks in terms of national 
romanticism? 

We have seen how Sonck made reference to the 
Middle Ages of Finl and , from which he found fe a­
tures such as the perimeter wa ll and the spire of St. 
John 's Church and historical de tails essentially 
linked to the function of the museum project. On a 
very general leve l, the design of rooms and space in 
the Privatbanken can a lso be derived from the 
church architecture of the Middle Ages . On the 
other hand , national -historical features are minimal 
in the Telepho ne Association building and the Eira 
hospital. As entities, none of these buildings strove 
towards the appearance of a specific monument or 
group of monuments. The aim here was modernity , 
still se rved by eclecticism , guided by historicism , but 
of a very free spirit with medieval overtones. Al­
though, fo r example , the initi al design of St. John 's 
may have been based on influences from the archi­
tectural history of the Turku Cathedral, the new 
architecture partly facilitated by them did not serve 
any clearly defined aims of a national-political 
character. Using the tradition of one's own cultural 
sphere or country for enriching new architecture in 
itse lf signified a positive attitude towards the past 
and present o f the natio n. So nck did not put into 
writing his view of the nation 's past or its present. 
He did , however , see architecture, construction and 
patriotism as closely linked areas, and he obviously 
fe it that a rchitects we re responsible fo r promoting 
and furthering the architectural culture of Finland. 
This applied a lso to maintaining its heritage, and 
Sonck was especia ll y concerned ove r the fat e of 
architecture and constructio n in the ru ra l areas . 19 

The above suggests that Sonck's wo rks of the early 
1900s were na tional, i.e. they strove towards a re­
gio nally specific , mode rn appearance with some use 
of the architectural histo ry of one 's own country. 
They were also romantic, viz . their forms were 
linked to the mainstream of romanticism via the pic­
turesque tradition. On the other hand, Sonck 's 
wo rks were not national-romanticist in the sense that 
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they would have aimed at a programmatically " Fin­
nish" appearance. In other words, they did not ro­
manticize the national past fo r ideological purposes 
re lated to cultu ra l life o r politics. 

T he use of the fo rms and techniques of vernacular 
a rchitecture could avail itse lf of existing traditio n , 
and it was in this area that especially Finnish features 
of style were conceived in the 1890s. 20 In Contine n­
ta l Europe, the idealiza tio n of ve rnacul ar architec­
ture was linked to the Heimatkunst o rienta tio n 
stressing national roots as weil as to a search fo r 
alte rnatives to the rapidl y expanding cities. 2 1 In its 
time-honoured practices, ve rnacular architecture 
was see n as the medium of cultural meanings that 
had otherwise disappeared. In Finl and , blockwork 
construction with logs was revitalized in the 1890s 
especially in a group of arti st 's villas, the locations 
of which also implied a reaction aga inst urban cul­
ture. 22 Sonck 's Lasses Villa , as on of this series , 
contained features fro m several a rchitectural cultu­
res. lt is still obvious, however , that Sonck strove to 
establish po ints of contact with the most typical and 
characte ri stic technique of construction of Finland. 
In the 1890s his a rchitecture in wood was executed 
with these means in wo rks of varied function . These 
involve several sources of influence, especially nor­
thern techniques and features from East Kare lian 
a rchitecture. When Sonck's concept of histo ry deep­
ened around the turn of the century and when his 
ever mo re simplified a rchitecture began to involve 
archaisms, his wooden architecture experienced a 
similar change . Direct historical o r stylistic loans 
were excluded . The wooden villa from 1904 for the 
composer Jean Sibelius at Järvenpää in the 
countryside was a building of simple forms, even 
originally intended to be cove red with boarding and 
with unextended corne r joints (Fig. 154). The only 
references to ve rnacular wooden architecture are the 
balconies of round logs, which were supported with 
upright and diagonal parts alien to the Finnish 
tradition of log construct ion . T his is a telling exam­
ple, as Sibelius was a personificatio n of nationalistic 
aims in the cultural co nflicts that arose from political 
pressure exerted by Russia upo n Finland around the 
turn of the century. The log building for the com­
pose r in an undisturbed natural setting could have 
inspired the architect to employ natural materials 
and fo rms to achieve a building of archaic forms de­
rived fro m real and imagined vernacular architec­
ture. Such fea tures a re not present in Villa Ainola , 
which was a modern villa residence re lated to the 
inte rnatio nal trends of the period. Finnish architec­
ture of these yea rs , however , includes a project 
which combined the flight from the city of an artist 
collective, medieval overto nes, archaic features and 
the imitation of vernacular techniques on a !arge 
scale. The project in question was Hvitträsk 



Fig. 154. Villa Ainola. Järvenpää. 1904. Built as the home of the 
composer Jean Sibelius. (Later measured drawing. photo SRM). 

(1902-03), the studio and residence complex of the 
Gesellius, Lindgren, Saarinen office of architects 
(Fig. 155) . 

Sonck's wooden architecture was of a national 
spirit in the sense that its point of departure was the 
most traditional building technique of the country, 
the expressive features of which were now further 
developed. Log architecture was, however , a nor­
thern technique, and the details employed by Sonck 
in the 1890s refer on the one hand to Scandinavia in 
the west and on the other hand to Russian Karelia , 
the other extreme of the Finnish sphere (Figs . 3, 5). 
Even these features and references were abandoned 
in the early years of the 1900s. The genre of villa 
architecture naturally provided starting points for 
picturesque design , and in this connection we may 
refer to the romanticizing tradition. This brand of 
romanticism, however, applied only to an appreciat ­
ion of nature as something esthetically and philo­
sophically significant, and it did not involve any sen­
timentalization of the past of the nation . As a te rm 
national romanticism does not seem to be adequate 
for describing the specific character of Sonck's woo­
den architecture of the early 1900s. 

Anders Aman has recently demonstrated the re­
lationship of "national form" ( nationell form) or re­
gionally bound expression with classicism and mod­
ernism in terms of tradition , universality and a tend­
ency for renewal. 23 In Aman 's schema themes in­
tended to be comprehended as national can he 
bound to both tradition and renewal , while classi­
cism has corresponding links with tradition and 
universality . Sonck did not aim at traditional ex­
pression or the continuation of traditions per se. 
Thus, his works involving national/local themes in­
volved renewal and his classicism strove towards 

Fig. 155. Section o f the Hvitträsk studio and home complex of 
architects Herman Gesellius. Annas Lindgren a nd Eliel Saarinen. 
built in 1902-03 . The 190 1 main drawings (detail) Shown here is 
the Lindgren wing. (Original and photo SRM). 

universality with some use of local traditions . Fin­
nish modernism of the 1900s with art nouveau over­
tones, such as certain works and projects by Sigurd 
Frosterus, are linked in terms of Aman's division to 
both universality and renewal. This may explain 
Frosterus's positive attitudes regarding Sonck's 
works of the early 1900s. Although these architccts 
produced works of highly different appearance, their 
aims find a common denominator in the rejection of 
tradition and a striving towards renewal. During 
Sonck's classicizing period, the modernist Frosterus 
regarded the universality of the former 's works as a 
positive trait. In applying the material that he had 
developed from the national/regional tradition, 
Sonck did not attempt to restore or maintain 
traditions. The above themes were part of a frame 
of reference ultimately defined by the re jection of 
periodized historicism, which was now seen as a lim­
iting factor. 

Medieval and archaic features, an emphasis on lo­
cal traits, the "authentic" presentation of materials 
and craftsmanship. along with other features, sug­
gest the influential reform movements of l 9th-cen­
tury England . These involved A .W. Pugin, John 
Ruskin and William Morris as weil as the whole of 
the arts and crafts ideology. which would see m to 
have been weil suited to Finland and hence to 
Sonck's aims around the turn of the century. As 
pointed out by Ringbom , the concepts of the auth­
entic and true use of stone materials were filtered 
from several sources, and the re is no reason to look 
for any individual or specific authorities, for example 
as background factors to Sonck ·s architecture in 
stone. 24 The features mentioned above, which were 
characteristic of Sonck 's works. conform to the re­
quirements of "northern architecture". laid down by 
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Ruskin in his 1849 essay "The Nature of Gothic" . 25 

Although Ruskin 's views . which affected the whole 
of Western a rchitecture with va ried inte rpretati ons, 
were spread through innumerable books and loans 
as late as the ea rl y 20th ce ntury, cultural bo undaries 
preve nt us from establishing any direct link betwee n 
him and Sonck. Finl and was traditionall y oricnted 
towards Ge rm any, as a lso was So nck himself. 
Ruskin 's theories were rece ived in the A nglo-Ameri­
can wo rld , but in G ermany his boo ks came to be 
published only as la te as the early 1900s in connec­
tio n with the Anglophile spirit of housing architec­
ture prominent at the time. In Finland , the trade 
press did no t spread Ruskin' s ideas, e .g . as 
translated articles. Ruskinian views we re channelled 
into Finl and via the Swedish press , which was closely 
fo llowed . Acco rding to Wäre. Ruskin 's essays began 
to be published in Sweden in the late 1890s .26 In 
1897-98, Jac. Ahre nbe rg obse rved how the new 
li ght of Ruskin 's views came from England . and that 
they had become the subj ect of attentio n here as 
weil . 27 The influence of Ruskin need not have been 
passed on to Sonck through published tex ts, but may 
have been adopted through works o f architecture . 
Anglo-American and Continental a rchitecture 
inspired by Ruskin se rved as a text through which 
origin ally lite rary ideas we re passed on as elements 
of architectural design . 

Ruskinian views were merged into the arts and 
crafts move ment, which - like Willi am Mo rri s -
were we il known in Finl and since the 1890s. We 
have already seen how in So nck's wo rks respect for 
the specific properties of mate rials and a stress of 
craftsmanship re fl ected English pro totypes . The arts 
and crafts move ment and especially William Morris 
saw the Middle Ages not onl y as the source of arti s­
ti c ideas but a lso as a socio-esthetic and mo rally im­
perative whole. This led to , among other concepts , a 
re jectio n of industria lism and the cities it had en­
gendered , and these ideas were still present in the 
ga rden city concepts of the early 1900s. The low de­
gree of industrialization and urbanizatio n in Finland 
did not crea te as strong a cont rast be tween So nck 
and other arts and craft s-inspired a rchitects and in­
dustria li zed urbanism. English ideas were in fact ex­
pressed in the inte riors of proj ects within the urban 
structure , such as the Eira hospital. So nck's villas, in 
turn , were individual cases mostly continuing the 
summer villa tradition established in the 19th cen­
tury. We may aga in refer to Hvitträsk as the most 
varied and ve rsatile manifestatio n o f the above 
ideals. Although So nck's works combined a 
medieval fr ame of refe rence with fea tures derived 
fro m the arts and crafts movement , they did not 
imply any content of socia l reform based on the 
ideas of Morris. 28 

We have seen Sonck 's turn-of-the-ce ntury town 
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pl anning as involving the genera l trend of Finnish 
a rchitecture to create histo ricized milieus , la rgely 
based o n medieval urban architecture , which had 
bee n poorl y prese rved in Finl and . This can be inte r­
preted as a situation where a yo ung culture , lacking 
histo ri cal townscapes of its own , wished to create 
strat a not o nly prese nting associatio ns with the past 
but intended to be seen as histo rical in a concrete 
manner. David Lowenthal has pointed to the images 
of durability and age lessness implied by the Neo­
Ro manesque sto ne a rchitecture of H .H . Ri­
chardson , a central fi gure of late l 9th-century 
America , which was a lso a "yo ung culture" . 29 In this 
case, material and histori ca l fo rms we re combined to 
crea te leve ls or strata which in fac t did not exist in 
the a rchitecture of the country. Projected to Finl and 
and Sonck 's wo rks such as the Te lepho ne Associ­
ation building, this explanatio n gives furth er mea n­
ing to the diffuse medieval features of the buildings 
and the ir use of stone. These works we re not histori­
ca ll y imitative in appearance and they did not lead 
the viewe r's thoughts to any specific prototype, de­
mo nstrating directly the historica ll y comprehensible , 
inte rvening span of time between the former and the 
latte r. In a way , Sonck 's eclecticism was an addition 
to urban architecture by re-creating lost features and 
by giving contemporary a rchitecture traits that could 
be unde rstood as historica l. Had it been built to 
overhang the pave ment . the towe r of the Telephone 
Associ atio n building could have been understood as 
a reminder or fr agment of earlie r and subsequently 
lost strata in a late 19th-century urban setting. lt 
would have brought to mind historical levels, which 
in fact had never existed at the site . 

Sonck's attitudes towa rds historical mate ri al 
changed around the pl anning stages of the Kallio 
church and the Mortgage Associa tio n building. The 
analysis of the Kallio church showed how distinct 
references to medieval architecture we re excluded in 
the va rious stages of the planning process. The div­
isio n of space in the fin al ve rsio n and the exterior 
fo rm referred back to the ca thedral tradition on the 
most ge ne ral level possible . The changing of So nck 's 
concept of history is even mo re clea rl y present in the 
class icism of the Mortgage A ssocia tion building . He 
not o nly changed the period taken as a point of de­
parture , but also ca rried out a profound re jection of 
the above concepts which had been characte ri stic of 
his wo rks of the early yea rs o f the ce ntury. 

Despite his clear use of cl assicizing features, 
So nck continued to appl y the picturesque traditio n 
in its specific function al context of private houses 
and villas. In this sense , he went on to characterize 
buildings acco rding to their purpose . With reference 
to So nck's wo rks in the ce ntre of Helsinki, the 
pe riod fro m 1900 to 1910 can be see n in polarized 
te rms, involving both the ro manticism of the Te le-



phone Association bui lding and the classicism of the 
Stock Exchange. Acco rclingly. Sonck cannot be de­
sc ribed as an explicit represe ntati ve of e ither con­
cept , and the obse rvecl po larity was part of the inne r 
pe riocl iza tion of the wo rks of an individual. ·"' As will 
be discussed below , classicizing was also linked to 
specific local features . 

The ex terior characte ri stics of Sonck ·s new 
perspective on histo rici sm includecl axiality, 
symmetry, columns, a combined co ntour and mono­
chromy. These fe a tures had already bee n prese nt in 
his ea rl y studies. but the new situatio n did no t impl y 
a re turn to the architectural principles of the late 
19th ce ntury. The latt e r had stressed the suitability 
of ce rtain styles to specific functions , e .g. brick 
Neo-Gothic for churches o r classicism for adminis­
trative buildings. The approaches developed by 
Sonck in the yea rs 1907- 19 IO were generally appli­
cable , and he was ab le to use them in highly differ­
ent projects . such as banks, multi-sto rey builclings 
and te lephone exchanges. 

For Sonck, class icism signifiecl uni ve rsa lity, ab­
straction ancl a general re turn to neoclassicism , the 
last a ll-encompassing style of Weste rn architecture. 
At the same time, he continuecl to apply approaches 
th at emphasized the significance of local traditions in 
his former works. How coulcl these apparently con­
trad icto ry trends be combinecl? 

In his review of the Mortgage Association builcling 
from 1909. Jac. Ahrenberg mentioned tha t the 
class icistic town plan of Helsinki required a specific 
type of architecture, mainly demonstrated by the 
works of C. L. E nge l. According to him , Sonck had 
understood thi s point and the building in questio n 
was a continua tion of the tradition of classicism that 
had been broken .3 1 In thi s sense, Sonck 's new classi­
cism was to some ex tent regio nal in character, based 
on the loca l hi story of He lsinki whe re neoclassical 
architecture still do minated the administrative centre 
as we il as o the r areas. Within the bounds of histo ri­
cism. a new periocl of iclentifica tion was now chosen, 
which was much better suited to the urban require ­
me nts of the rapidly expanding capital than the 
Middle Ages. Unlike the med ieval period , neoclassi ­
cism offe red a wicle array of secula r a rchitec ture 
from the early 19th century, to which the prese nt 
classicism could be added without the conflict of 
fun ct ion and ex terior. This conflict hacl raised debate 
in connection with the medieva l features of the Tele­
phone Association builcling. 

In the late 18th century, neoclassicism had bcen 
created in the spirit of the Enlightenment as the 
universa l architectural language of the new worlcl. 
Howeve r , archaeologica l discoveries ancl local con­
clitions soon led to different local variants . In most 
cases architects made refere nce to the grand exam­
ples of classicism, A ncient G reece and Rome . When 

9 - Kon ·ennwa 

classicism was returnecl to in ea rl y 20th-century Fin­
land . the starting point was now a local manifes­
tation alreacl y cleveloped from the o rigina l proto­
types, viz . C. L. E nge l's a rchitecture de rivecl from 
Germany ancl bearing the imprint of the Empire 
style of St. Petersburg. This was a unive rsa l pheno m­
eno n. In Germany in the ea rl y 19 10s Pe te r Behrens 
and Ludwig Mies van der Rohe developed cl ass iciz­
ing architec ture from the works of K .F. Schinkel. 
Ancient Greece was re turned to on ly in the works 
o f Le Corbusie r in the 1920s, who reached con­
clusions that were fo rma ll y highl y alien to the known 
appearance of class icism . 

lnte resting pa ra lle ls to Sonck's works , such as the 
Mo rtgage Association builcling ancl the Stock Ex­
change, can be found in the contemporary architec­
ture of St. Pete rsburg. The clominating architectural 
st rata of the city resembled each other closely ; also 
in St. Pete rsburg architects used the Empire style as 
a model, and - as in He lsinki - it was applied with­
o ut imitative repe titio n . Especially the impressive, 
stone-faced eclifices of banks ancl insurance companies 
of the early 19 lüs applied a free a ncl abstracted 
classicism, where colo nnades and de ta ils such as 
thermal winclows clispl ayed links with the historica l 
a rchitecture of the city. Thc works of Fedo r Lidva l 
(Fredrik Lidvall of Sweden). such as the Azov-Don 
bank (1908-09) close ly rese mble the Mortgage As­
sociatio n building . 32 Thc classicizing trends o f the 
pe riod a ncl a stri ving towards the overa ll tone of lo­
cal traditio n were combined in Pe ter Behrens· design 
for the German Embassy in St. Pe te rsburg ( 1911) . In 
this building the whole of the granite facade employs 
a colossa l orcler which linked a new , early 20th-cen­
tury inte rpre tatio n of the neoclassicism of Be rlin 
with St. Pete rsburg Empire and the new architecture 
of the pe rio cl which applied the ove rtones of the lat­
te r. Sonck 's works in He lsinki were part of these 
phenomena . 

Sonck also changed his views on the townscape, 
a ncl the Stock Exchange building in particular cle­
monstrated his acceptance o f the conditions laid 
down by the Helsinki tow n plan and the structure of 
the block concerned. In the Töölö town-pl anning 
competition as weil as in a numbe r o f o the r proj ects 
of the periocl for redesigning th e squares of the cit y 
centre, he had attempted to re ject bot h neoclassi­
cism and the principles of linear planning that had 
been a continuatio n of it . In the Telephone Associ­
at ion building he hacl tri ed to break out o f the struc­
ture of the block and the course of the pave ment, 
which he had regarded as restricting. Thc main 
surfaces and lines of the Mortgage Association build­
ing already confo rmed to the contours of the im­
med iate se tting, a lthough most of the volume was 
recesse d fro m the stree t. In the Stock Exchange 
building onl y the sli ghtl y withdrawn facade attempts 
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to establish the impress io n of an illusory. free ly 
standing vo lume. T he Keskuskirj apaino printing 
p re mises ( 19 11 - 12) at the corner of Bulevardi and 
Erottaja is a ste reometric rectangle . with closed con­
tours confo rming precise ly to the oute r boundary of 
the lo t. In this project, Sonck took a stand on the 
olde r , late 19th-century a rchitecture of the area, 
whi ch he did not re ject, and the leve l of the eaves 
of the adj acent building was taken as the do minant 
horizontal of his own work (Fig. 145) . 

IV. 6.2 . C/assicism - rejected and rediscovered 

Sonck's return to classicizing design dominated by a 
ce ntra l ax is was di scussed above in re lation to his 
histo ricist approach and in connectio n with a certain 
stylistic period - neoclassicism . The column-and-lintel 
systems of his earli e r works were analysed in te rms 
o f a rchaism . The pe riod under review in this context 
has, howeve r , a single common de nomin ator , re­
lated to the classical language of architecture, i.e. 
the tectonics of co lumns and entablatures. This basic 
architectural principle was continuo usly present in 
Sonck 's wo rks and its va rying applications demon­
strate the ways in which he approached this ce ntra l 
pro blem of structure and expressio n in Weste rn 
architectural histo ry. 

Sonck , like o ther Finnish a rchitects of his pe riod , 
had studied the histo ry of a rchitecture at the Poly­
technical Institute of He lsinki, mainly unde r Gustaf 
Nyström . Sonck's notes fro m Nyströ m's lectures in 
189 1 prese nt a review of the histo ry of Weste rn 
architecture. and he had ca refully sketched the 
class ical column ar orders o f G reece and Rome. 33 

Sonck applied his lea rning in study projects, which 
show that he commanded the reperto ire of classicism 
to the degree that it was applied fo r example in 
Nyström's Ho use of the Estates in He lsinki (built in 
1890) :14 (Fig. 156) When the young a rchitects such 
as Sonck. Saa rinen and Lindgren began the ir 
ca ree rs. eve n the ir first works of the pe riod fro m 
1895 to 1898 were not classicizing no r did they ex­
press tecto nic thinking. In the ea rl y yea rs of the 
1900s the ir wo rks were to diffe r even more fro m the 
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models and pro to types offe red by Nyström . How­
ever , these works of an overa ll anti -classical 
characte r came to include more and mo re tecto nic 
structures, which show that the principles they had 
stud ied we re applied in structu ra l thinking but no t in 
re lation to the history of styles. Witho ut disregarding 
the inte rnational development of architectu ra l style, 
the anti-classical tendencies of early 20th-century 
Finnish architecture can be seen to some degree as a 
reaction against the principles demo nstrated with 
skill and authorit y in the teaching and works of 
Nyström . 

The tecto nic thinking of the beginning of the cen­
tury was mostl y expressed in the medium of sto ne 

and was combined with a rchaic fea tures, discussed 
above. T he colo nnade of the Telepho ne Association 
building is an actual. bea ring tectonic fea ture , but it 
was characte rized in an ant i-classical way and se t in 
a frame of refe rence cont aining medieval overtones . 
lt must be seen as an o pen a rcade be hind which the 
glass surface was based onl y on the needs of climate. 
T his way of tho ught , re pea ted in many of Sonck's 
wo rks, can also be seen in Nyström·s architecture, 
as in the State A rchives (Helsinki 1886-90). Gese l­
lius, Lindgren , Saarinen followed a similar course 
of action in the Pohjola building (1899-1901) . Placed 
in the irregul ar wall of the building was a se ries of 
Do ricist pill ars covering the second sto rey and en­
circling the who le building. T he buil ding is a good 
example because of the ex te nsive va ri atio n of its tec­
tonic solutions . The twin columns o f its port al are in 
the shape of pine trees (Fig. 158) . The portal is like 
a stage se t and is placed apart fro m the bearing wall. 
T his organic metaphor . refe rring at the same time to 
the prim itive o rigins of the class ical grammar in woo­
den a rchitecture, is a lso placed in a location that ac­
tually bears we ight in the building. In the Mikonkatu 
faca de of the building the re is a tri angular projec­
tion , the oute r corne r of which is in the shape of a 
fully plastic column (Fig. 159). The capital is co m­
posed of bra nches, which a re a lso in the consoles 
bearing the who le p rojection . This basic e lement of 
Weste rn architecture, conve ntio na li zed by the 
classicizing pe riods , has '' reverted" to its o rigins in 
" na tu ra l" a rchitecture. In the same way. Sonck 
linked the columns of the Te lephone Association 

Fig . 156. Design fo r a stock ex­
change, town hall and customs 
house ("Förslag till bö rs , stadshus 
och tullhus .. ). Student project, 
ea rl y 1890s. (Ä M. photo SRM/ 
Paula Ki vinen). 



Fig. 157. The headquarters of the Union Bank of Finland. Alek­
santerinkatu 36. He lsinki. designed by Gustaf Nyström and built 
in 1898. (Photo SRM/Nils Wasastjerna). 

building with the original sources of stone tectonics. 
Other works of the above office of architects also 
have heavy and monolithic column-and-lintel struc­
tures placed in architectural entities of stylized 
medieval features. The most extensive use of these was 
in the Tampereen Säästöpankki bank edifice from 
1900-01. Sonck applied structures of this kind also 
in the interiors of St. John 's Church and the Privat­
banken. 

In a way, Sonck and many other architects broke 
down the grammar of classicism. rcjected it as a 
principle guiding the whole. and removed from its 
themes attributes added to its tectonics over the mil­
lenia, i.e. the historically identifiable features of the 
various periods that had utilized it. This liberated 
the tectonic structures to be freely shaped and com­
bined , for example in contexts that otherwise con­
tained references to the medieval period . The verti­
cal and upright supports, reduced to their basic 
forms, did not contain any reflection of the history 
of sty les. These features were placed as fragments in 
the portals and window openings , and in extremely 
archaic form they could even lose their cultural con­
tent and approach natural forms. An example of this 
1s the Polytechnical Students Union building 
(Thome-Lindahl. 1901 -03), with supports of irreg­
ular boulders bearing the weight of the Gothic­
derived vaults (Fig . 160). These were not always 
bearing themes. and they could also be used in a 
visual sense. But even then they mostly referred only 

Fig. 158. The main c ntrancc to thc Pohjola lnsurance Company 
buildin g. Alcksanterinkatu 44. Helsinki. 1899-1901 hy Gese llius. 
Lindgren . Saarinen. (Photo SRM/ Risto Kamunen) . 

Fig. 159. Thc Poh_jola buildin g. projcction of thc Mikonkatu faca­
dc . (Photo SRM /Risto Kamuncn) . 

131 



Fig. 160. The building for the students· union of the Polytechnica l 
Institute of Helsinki . Lönnrotinkatu 29. Helsinki . 1901-03 by lvar 
Thome a nd Karl Linda hl. The e ntra nce lobby . (Photo SRM/Nils 
Wasastjcrna). 

to themselves, and were of secondary importance for 
the whole. In an apartment building designed by the 
office of Grahn, Hedman, Wasastjerna at 
Fabianinkatu 4 - Pohjoinen Makasiinikatu 7 (1904-
05), the smooth plaster facades are atectonic. 
At the corner, covering the fourth and fifth storeys, 
is an Ionic colossal order in very low and partly ne­
gative relief (Fig. 161). The actual wall surface con­
tinues above the entablature . This fully classical 

Fig. 16 1. Fabia ninkat u 4 - Pohjoine n Makasiinikatu 7. Helsinki, 
1904-05 by the officc G rahn . Hedman & Wasastj e rna. (Photo 
Pekka Korvenmaa). 
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quote is a separate reference and without any !in ks 
with the other themes applied in the building . In the 
same way fully classical colossal columns with entasis 
were used in an o therwise anti-classical and atectonic 
facade in an apartment building at Bulevardi 17 
des igned by Gustaf Estlander (1904 - 05). The archi ­
tects of the pe riod were aware of the he ritage of 
classicism, but deliberately kept it in the back­
ground . 

Not ve ry long after they had been rejected , 
classicized columns became more prominent , but 
their forms no longer strove towards recognizability 
in stylistic-historical terms. The Pirtti building in 
Helsinki, designed by Eliel Saarinen and built in 
1904. linked two major lines of approach , usually 
regarded as antithetical classicism and the 
medieval ( Fig. 162) . The first two floors consist of a 
flut ed colossal colonnade without classicizing capi­
tals. The part above it , with a steeply pitched roof 
and only a small opening for a balcony, made refe r­
ence to the houses of medieval ports. The whole can 
be comprehended only through two different frames 
of reference. In the same year, Saarinen prepared 
designs for the Helsinki railway station, in which the 
facade facing Asematori square had a long row of 
half-columns without capitals with the closed 
wall surface above referring already to an attic (Fig. 
163, 167). Rows of colums were soon linked to 
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Fig. 162. The Pirtti building . Eteläesplanadi 22. Helsinki. 1904 by 
Eliel Saarinen. Demolished. (Photo SRM). 



Fig. 163. He lsinki railway statio n . Fro m a sc ri es of plans by E lie l 
Saa rine n . begun aft e r the a rchit ectu ra l compet it ion in 1904. The 
fin a l ve rsio n fro m 1909. Cf. Fig. 167 . (O rigin al a nd photo SRM ). 

symmetry and central axes, and the a rchitecture sur­
rounding them began to have a cl ass icizing bas ic 
to ne. In 1908 Sonck 's Mo rtgage Associ ation building 
int roduced to the Esplanade se tting a full y plasti c 
co lossa l colonnade. 

Eve n before the Mo rt gage Associa tion building, 
Sonck had linked to his designs tecto nic themes of a 
class icizing characte r , but in reduced form and 
usuall y in anti-classica l e ntities they cannot a t fir st 
glance be see n as bea ring and bo rne e lements. In the 
"Sol" project from 1905 for a primary school , a vo l­
ume mainly presenting itse lf as a tower because of it s 
hi gh pyramid roof extends towards the stree t. How­
eve r , if we disregarcl the roo f, we are left with a 
cl assicizing structure, whe re the beam above the 
rusti ca ted grouncl floo r with its a rchecl openings 
bears two colossa l o rde rs. A t the sicles a re thi ck 
half-columns with na rrowe r o nes in betwee n, which 
toge ther bear the weight o f the closecl attic sto rey . 
In reviewing Sonck' s principles of composition it was 
seen how this theme is repeatecl in the 1907 proj ect 
for the House of Parliament. 

Fig. 164 . Yiew towards the sea 
fro m the balco ny of Lasses Villa. 
(Pho to SRM) . 

A longs icle a rchitecture in sto ne, combin at ions of 
horizontal ancl vertica l Supports we re a lso appliecl in 
the wooclen architec ture of the period. T he o lde r log 
a rchi tecture of Fin la nd had bee n basecl o n the hori­
zontal use of wood , and the upright suppo rt s which 
became commo n fro m th c l 890s onwarcl s we re the 
result of appl ying concepts specific to the pe ri ocl in 
t racl it ional techniquc . At Kalela, the stuclio ancl vill a 
o f the pa inte r A kse li Ga ll en-Ka lle la built in 1894 , 
th e overhanging gable part is suppo rt ecl by the log 
pill a rs of the ve rancla. for which protoclass ica l capi­
tals were ca rved . In Sonck's Lasses Villa upright 
supports were justifi ed by giving them the shape of 
East Kare li an grave-posts (Fig. 164) . T he use of log 
columns o r pilla rs was taken to the extreme by 
G esellius, Lindgre n , Saarinen . In Saarinen's part 
of the Hvitträsk complex the high upri ghts support­
ing the staircase wa ll o f the la rge ha ll hacl capita ls 
ca rvecl o ut of pieces of log, aga in a refe rence to the 
timber o rigins o f tecto nics (Fig. 165). In Lindgren's 
pa rt , la rge upright logs support an upper sto rey 
overhanging the o ute r sta irs (Fig. 155). These , ancl 
many similar cases, we re re latecl to a rchaisms, but 
they also show an inte rest in tectonics reclucecl to its 
basic features - no t o nly in stone but al so in block­
work technique that was left visible. 

A ltho ugh Finnish a rchitecture expe rienced a clea r 
shift towards classicism around the yea r 19 IO , thi s 
did no t impl y the dcsign ancl shaping of its basic e le­

ments - columns, entablatures and pediments - in 
the l 9th-ce ntury mann e r acco rding to se t ca no ns or 
per iodization . A n exa mpl e is the obvious, but a lso 
uno rthodox , class icized faca cle of the Mortgage As­
sociation building. Working on the facade of an 
apartment builcling at Maneesikatu 4 in 1909, Sonck 
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Fig. 165. Hvitträsk by Gesellius. Lindgren. Saarinen. 1901-03. 
The hall of the Saarine n wing. (Photo SRM) 

used five twin columns each two storeys high. 
They support an entablature, but the basis is an over­
hanging balcony (Fig. 168). This liberal attitude to­
wards the basic rules of classicism raised criticism, 
and the architect Waldemar Wilenius reproached 
Sonck for this solution .3

~ The rules of classical tec­
tonics were deliberately broken so that this new 
variant of classicism could not be seen as a continu­
ation of an already discarded tradition . The doctrine 
had been rejected around the turn of the century and 
the formerly binding programme could now even be 
used ironically. 

Classical elements were used in highly different 
and individual ways. lt was seen above how Sonck 
usually tried to design the columns as part of a struc­
turally credible image achieved by the stones of the 
facade. On the other hand. Armas Lindgren used 
bearing themes. denticulated listels and consoles as 
elements of composition. which mainly enhanced the 
appearance of the facade rather than appearing in 
structurally logical roles 36 The Suomi insurance 
company building (Helsinki. 1909-11) by Lindgren 
includes console structures of exaggerated dimen­
sions which only partly support the themes above 
them (Fig. 166). The main entrance of the Kaleva 
insurance company building in Helsinki (1911-13) is 
surrounded by heavy , fluted monolithic columns, but 
the stone facades as a whole do not attempt to create 
a uniform structural image extending from the foun­
dation to the roof. There were also differences in the 
correspondence of exteriors and interiors . In Sonck 's 
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Fig. 166. The Suomi lnsurance Company building. Lönnrotinkatu 
5, Helsinki, 1909-10 by Armas Lindgren. Southwest facade. 
(Photo SRM/Ni ls Wasastjerna). 

works . the themes of the facades were continued at 
least to some degree in the interior, as in the Mort­
gage Association building and the Stock Exchange. 
In Eliel Saarinen's Lahti Town Hall (1911 - 13) the 
exterior is of homogeneous rohbau brickwork , while 
the walls of the council hall are surrounded by fluted 
Doricist half-columns. 

In connection with archaisms, links were seen with 
similar trends in other areas of the arts. If Finnish 
architecture after the middle of the first decadc of 
this century clearly progressed towards classical 
themes . was this then part of an overall process in­
volving the other arts as weil? - lt is hard to demon­

strate any classicizing. i.e. antique. themes in the 
painting of the period. On the other hand. the so­
called principle of the pure palette made its break­
through around this time, when the darker scale of 
colour of the preceding decade was abandoned, as 
were themes from folklore and mythical prehistory. 
This also appli ed to some degree to poetry and 
prose. In music, Jean Sibelius went on to an in­
creased reduction of forms . The arts in Finland ap­
pear to have been characterized by a state of change, 
in which content and means of presentation that had 
mainly come about in the 1890s were rejected in dif­
ferent ways. Classicizing tendencies appear to have 
been part of this process , but they mostly dominated 



the fi e ld of architecture . In 1907. when A kse li Ga l­
len-Kalle la himse lf made the fra me of his pa inting 
" Purren va litus .. (The lament of the boat) . it had a 
stylobate in the lower part from which Doricist col­
umns rise to support the entablature of the upper 
part . In this case. a theme from the regio nal he rit age 
of folk poe try was cnframed by a leve l of refe rence 
derived from Antiquit y and the unive rsal back­
ground of Western culture. 

IV.7. The sphere of influences 

IV. 7. 1. Finland 

Despite the importance of applying histori cal mate­
rial. contemporary praxis was fo r Sonck the all­
encompassing and guiding fr ame of reference. lt 
meant wo rking in a fi e ld of impulses that opera ted 
o n the same chrono logical plane and was form ed by 
other architects both in Finland and abroad. lt was 
fro m this level that Sonck sought po ints o f departure 
fo r his work . mainly amo ng his own ge neration 
which was regarded as young. Many of the leading 
fi gures of turn-o f-th e-ce ntury architecture. with their 
aims towards mode rnity, were born - like Sonck -
around the year 1870. Their ideas were quickly dis­
seminated through the trade press which had rapidly 
grown and employed develo ped printing techniques . 
While contemporary inte rnatio nal material offe red a 
growing array of ch anging p rototypes and travel was 
more feas ible and mo re co mmon th an before. the 
specific stimuli of Finnish a rchitecture became more 
concentrated . 

In reviewing Sonck 's caree r and architectural pro­
duction , the fas t growth of the architectura l pro­
fession in Finland could be observed from the 1890s 
o nwards. This was para lle lled by increased urban 
construction and the re lated diffe rentiation of activi­
ties , which placed new requirements o n construction 
a lso in the public sector. Also refe rred to was the 
ge nerally accepted practice of competitio ns, which 
encouraged the aims of architects towards individual 
form s o f expressio n. The growth of a fr ee ly fin anced 
architectu ra l market , increasingly separated from 
state control , brought to the fo re clients who 
favoured innovative and distinctive designs also for 
the purpose of enhancing their own profil e . The 
cycles of consumption were fas t eve n on the fo rmal 
level. This combin atio n of supply. demand and 
change was most intensive in Helsinki , the main 
centre and capital of the natio n. lt was there that 
trends which had developed in the rich fie lds of 
stimuli of the major ce ntres were combined with the 
events of a much smalle r a rti sti c centre which was 

neverthe less highly significant fo r its own area and in 
fac t the o nly o ne ava il able. 1 

In his analysis of the arts in Europe in 1907, H . 
L.C. Jaffe discussed the problem of ge nerations with 
regard to stylisti c uni fo rmity, i .e. the question of the 
degree to which contemporaneity guides arti stic indi­
viduality. lnstead of a mechanica ll y predestin ating 
age. Jaffe pl aces importance o n the conditions under 
which a ce rta in age group developed its means of 
expression .2 In Finnish architecture of the ea rl y 20th 
ce ntury. the questio n of gene ra tio ns is re levant as 
many of the a rchitects active in Helsinki at the time 
had been bo rn between the yea rs 1865 and 1875. 
They were the offspring of a narrow middle-class or 
bourgeois stratum in a small cultu ra l sphere , and 
they studied in Helsinki in the nat ion 's only school 
of architecture . Contemporaneity was thus com­
bined with a para lle l process of p rofessional and ar­
tistic growth , as underlined by Jaffe. A ll of the archi­
tects had studied under G ustaf Nyströ m, among 
other teachers. Furthermore. this generation domi­
nated Finnish architecture from the turn of the cen­
tury onwards , and - with only a few exceptio ns -
their wo rks we re not inte rspersed with the pro­
duction of older architects, still active and adhe ring 
to the o lder ideals of style. The architectu ra l pro­
fession did not have an established o r productive 
.. old master„ dominating the fi e ld . The young gener­
ation was aware of the ease by which they had 
achieved a ce rtain deg ree of hegemony. Writing in 
the journal A rkitekten in 1904. Sonck observed : 
-- whereas we do not have o ld architecture like other 
natio ns , we have also avo ided, in the adve nt of new 
ideas, hard struggles aga inst conse rvative opinio n, 
and the breakth rough of these ideas has bee n re la­
tively easy. un fo rtunate ly perhaps all too easy" (" D a 
vi ej likt de mesta andra nationer egt en gamm a( 
a rkitektur , hafva vi icke hä lle r , da nya idee r sökt sig 
fr am, be höft föra nagon hardnackad kamp mot en 
ko nse rvativ opinio n, utan deras ge nombrott har 
skett jämfö relsevis lätt , tyvärr kanske all tfö r lätt "). 3 

Criticism within the young generatio n was mainly 
voiced by indi viduals who had worked abroad , such 
as Sigurd Froste rus, who had worked fo r Henry van 
de Ve lde, and G ustaf St renge ll , who had assisted 
Harri son Townsend . The sphere of stimuli and influ­
ences in ea rl y 20th-century Finnish a rchitecture was 
mainl y based o n the situation in a single city whe re 
simila rl y tra ined architects dominated , construction 
was fas t and competitio ns were a rranged fo r ideas. 
In this context , Sonck was a leading arbite r of style 
who had established his positio n and whose offi ce 
held an appeal to colleagues a few yea rs his junior. 
In the intensified atmosphe re of the period . which 
also involved active contacts on the priva te leve l, 
ideas were quickl y transmitted . and there is no 
reason to trace the almost simultaneous fea tures of 
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many architects from elsewhere than outside this 
professional community, for example from major 
centres abroad. However , in Sonck's case we may 
observe such a degree of reaction to the works of a 
number of other architects that the adoption of influ­
ences can weil be claimed . 

The influence of Gustaf Nyström's teaching and 
works is indisputable , although it had a reverse 
effect around the turn of the century as a prototype 
to be rejected . On the other hand , the principles 
passed on by Nyström , as discussed in the preceding 
chapter, had a lasting effect on Sonck 's works 
especially when he returned to the use of axes, 
symmetry and columns . Sonck was taught structural 
theory by Onni Törnqvist (Tarjanne) at the Poly­
technical Institute , and the latter seems to have pro­
vided models or prototypes for the Lignell building, 
whose forms and brickwork closely resemble Törn­
qvist's 1895 project for a secondary school in Lap­
peenranta. 4 A few years later , Törnqvist entrusted 
Sonck with the design of the facades for two of his 
multi-storey buildings in Helsinki (Pohjoisranta 10 
and Fredrikinkatu 35). The teacher went on to apply 
the forms of these facades in the exterior of a build­
ing erected at Pietarinkatu 5 in 1901. Also to be re­
membered is the fact that Törnqvist 's Finnish 
Theatre (present National Theatre), a stone build­
ing , had been completed in 1901, before Sonck be­
gan to work in stone. 

The above projects continued the relationship of 
teacher and student . The significance of the Gesel­
lius , Lindgren, Saarinen firm and Eliel Saarinen in 
particular has already been referred to at several 
points. These architects embarked upon their careers 
a few years later than Sonck, but they quickly 
achieved leading roles in the profession because of 
their significant commissions and successes in com­
petitions. lt appears that Sonck kept a close watch 
especially on the works of these colleagues and reac­
ted to changes in their production. A uniform facade 
surface and related plasticity were only two of the 
features that could be seen in the projects of the 
above firm before Sonck reached his own con­
clusions regarding the same principles . Sonck 's entry 
in the competition for the Finnish pavilion at the 
Paris World Fair of 1900 was based on a symmetri­
cally divided rectangular form with light-coloured 
plaster surfaces, whereas the winning entry by 
Gesellius , Lindgren , Saarinen was asymmetrical, 
picturesque and stone-clad. The Pohjola building, 
designed by the firm, demonstrated the ways in 
which stone as weil as medieval and archaistic fea­
tures could be applied in an urban setting . This pre­
dated Sonck 's work with similar problems in the Te­
lephone Association building. A corresponding con­
nection existed between the plans for the Helsinki 
railway station from 1904 and the competition for 
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Fig. 167. Compe tition entry for a new railway sta tion in Helsinki 
by Elie l Saa rincn. 1904 . I prize . C f. Fig. 163. (Photo SRM). 

the Kallio church held in 1906 (Fig. 167) . From this 
point onwards there are no more similarities , and 
after the KaHio church Sonck's works no longer dis­
played views or positions regarding the works of 
other Finnish architects . Sonck 's relationship with 
Saarinen and his colleagues was not derivative. lt is 
more probable that their aims were sufficiently close 
to his own goals to provide impulses for projects a l­
ready under preparation and to inspire new and 
competing concepts. 5 

Because of this rapidly changing and rich sphere 
of stimuli and impulses the influence of Sonck 's 
works on the architecture of his day is difficult to 
verify. Especially his works of the first years of the 
20th century are so individual that their solutions 
could hardly have served other architects except in 
the case of clearly identifiable loans . Traces of 
Sonck's works can be seen in the designs of his 
friends and former assistants . An example is the fa­
cade of the Kihlman house (Korkeavuorenkatu l 9, 
Helsinki) from 1899 which was designed by Bertel 
Jung and closely resembles the Lignell building . Af­
ter his joint office with Sonck disbanded, Birger 
Federley 's designs followed for some time the start­
ing points provided by the Tirkkonen building. Al­
though Josef Stenbäck, the pioneer of church archi­
tecture in stone , was many years older than Sonck 
and his stone architecture of the 1890s preceded 
Sonck's work in this area , he nevertheless saw St. 
John's Church as a suitable formal prototype for 
some of his works of the 1900s .6 

lt is, however, obvious that Sonck himself saw 
that the features of his own works had spread ex­
cessively and in contexts of poorer architectural 
quality . In 1904 he wrote of how "epigonous archi­
tecture" was taking over Helsinki and how this 
"decadence" will paralyze the architects (i.e . Sonck) 
who now have to see their concepts , still under pre­
paration , being spoiled in unskilled hands. Architec­
ture should be left to those " ... with both the will 
and the ability to create independently" (" . .. som 
äga säväl vilja som förm äga att skapa själfstän­
digt" ) . 7 This quick spread of themes separated from 
their original frames of reference may also have led 
to their rejection and accordingly to the changes wit-



nessed in Sonck 's architecture . The "taming" via re ­
petition of innovations that were clearly distinctive 
when created led to new means of distinction . The 
typical facade design of Sonck 's works of the 1910s , 
with their projections and vertical themes in the 
middle part, became one of the most common for­
mulas of facade design in that decade. 

IV. 7.2. The international scene 

In his study of new foreign architecture, either 
through publications or by travelling, Sonck oriented 
himself in varions ways with the available material 
which by then cove red the whole of the Western 
world . His attitudes concerning different cultures 
changed; some became prominent for a few years , 
while others were continuous subjects of interest. 

Both geographically and culturally Scandinavia 
was closest. Norwegian wooden architecture of the 
late 19th century , labelled "dragon style" ( dragestil) 
and "Ancient Nordic" (fornnordisk) , had clear intlu­
ences on Sonck's corresponding works of the 1890s .8 
A few years later, Norwegian stone churches came 
to the fore. Medieval principles were freely applied 
in these. In this connection , the problems of history , 
nationality and material were of topical interest in 
the planning of St. John's Church 9 Denmark was a 
familiar place of transit on trips to the Continent , 
but its new architecture appears to have intluenced 
Sonck 's means of expression only when he returned 
to the use of unplastered red brick in the late 191 Os . 
From the Danish perspective , the courtyard of the 
Stock Exchange building presented familiar features, 
as pointed out by Francis Beckett : " ... it shows that 
the artist has been in the courtyard of Nyrop's 
City Hall " ( . .. det fortaeller at Kunstneren har 
gaaet under Nyrops Raadhushal"). 10 According to 
unverified information, Sonck had trained in the of­
fice of Anton Rosen. 11 This would have been in the 
1890s when hc would have had the opportunity of 
studying Danish brick architecture, which in turn 
was taken up again around the year 1910. Of the 
Nordic countries, Sweden remained closest to 
Sonck, but its architecture does not seem to have 
had any significant effect on his means of expression 
before the 1910s. On the general level, ideas from 
Sweden which were still clearly present in the late 
1890s appear to have been set aside in Finnish archi­
tecture in the early 1900s. The Swedish trade press 
and Swedish books on architecture were still an im­
portant channel of international ideas, and the tech­
nical background of Sonck's use of stone is partly 
Swedish . 12 When stone came to be replaced by 
brick, Sonck became interested in contemporary 
Swedish architecture . The Stockholm City Hall, 
designed by his acquaintance Ragnar Östberg and 

under construction at the time, appears to have been 
a background factor for Sonck 's competition entry 
for the Helsinki City Hall in 1913 . Apart from the 
facade material, there are other similarities with the 
slightly irregular trapezoids of the yards in Östberg 's 
building . 1.1 In connection with Nordic impulses and 
contacts it must be remembered that they were or­
ganized and strengthened through Nordic architects ' 
meetings arranged on a regular basis in the early 
1900s. 

The historically central sphere of united Germany 
was still of primary importance for Finnish architec­
ture with respect to style and technique. In Sonck 's 
case this could be seen in the Mortgage Association 
building and the Kallio church, among other works. 
Sonck made recourse to Germany in the main dra­
wing stage of St. Michael's Church, and features of 
German church architecture can also be seen in his 
following church projects. The use of brick in the 
secular architecture of the 1890s can also be derived 
from this background. We must also keep in mind 
the early interest displayed by German architects in 
the works of H .H. Richardson, and the local appli­
cations of these which passed on American influen­
ces mixed with historical German material. 14 When 
Sonck and other Finnish architects went on to em­
ploy axiality and classicizing themes , the designs of 
Peter Behrens, in turn emulating K.F. Schinkel, 
were without doubt a subject of interest. 

Yienna was the newer centre of intluence for the 
German-speaking world and Europe as a whole, and 
it was also a stopping place for Sonck on his 
travels. J.'i In his multi-storey buildings of the late 
1890s, Sonck applied the themes of Otto Wagner 
and his circle for decorative purposes. The Yiennese 
background is clearly present in some of Sonck 's 
competition entries , such as the project for the 
Turku art muse um. This centre came to the fore 
again in the Mortgage Association and Stock Ex­
change projects . Especially in the latter, the classi­
cism of sharp-edged articulation and the themes of 
the upper part of the facade were closely related to 
the works of Otto Wagner. lt was also seen how the 
combining of metals and gilding with facade mate­
rials derived from this source as weil. 16 

Of the major centres of European architecture 
around the turn of the century. England , Scotland , 
France and Belgium were not discussed above. Al­
though Sonck did not visit these countries, he was 
still able to keep in touch with new intluences, as 
will be seen in connection with the United States. 
Art nouveau was present in a random manner, 
mainly in windows , as in the omega-shaped openings 
in a project for a church in Nilsiä from 1900. Seeking 
impulses from abroad , Sonck was oriented in both 
direct and indirect influences along an axis ranging 
from Scandinavia via the German-speaking countries 
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to the Medite rranean . The latter inte rested him be­
cause of its historical strat a. In this respect , he fol­
lowed the traditional route of cultural influences into 
Finland . A new area of inte rest was the United Sta­
tes, which had become fa miliar especially through 
the clevelopment of printing techniques. 

The influe nce of the sto ne architecture of Ro­
manesq ue themes deve loped by H .H . Rich ardson 
and his followers on early 20th-century Finland has 
been obse rved not only in its own day but a lso in 
recent yea rs by several scho lars. 17 Knowledge of 
these phe nomena spread to Finland mainly through 
German architecture and publications. Also Swedish 
publications provided written in fo rmat ion . Finnish 
architects of the period dicl not trave l to America to 
study its a rchitecture. The illustrated work "Neubau­
ten in No rdame rik a" from 1897 - 99 was also known 
here. Its large high-quality photographs, including 
architectura l details, showed. among other features, 
the variation of tex ture on stone surface. The intro­
duction of American features in Finnish architecture 
some fifteen years after their initial blooming is part­
ly due to the late interest they generated in Germa­
ny. The illustrated works presented original projects, 
but the new German architecture also influenced the 
situation in Finland. lt combined Richardsonia fe a­
tures with the material of its own Romanesque archi­
tecture, with stone as the linking factor. 

Around the yea r 1900 American stone buildings 
appea led to several architects in Finland. Most 
clearly re lated to the American Neo-Romanesque 
was the Finnish Theatre by Onni Törnqvist (Tarjan­
ne). Sonck found in Richardsoni an architecture a 
useful e lement for his intended new synthesis repla­
cing his finely deta iled plaster architecture of Con­
tinental orientation. The robust stone architecture 
of America was weil suited to the expressive ma­
teria ls chose n by Sonck, as we il as for picturesque 
and asymme trica l effects and the archaistic use of 
historical themes, partl y of domestic origi n. Features 
that can be identified as American were already 
present in the proposed a lterations to the plans for 
St . Michae l's Church (1897) , but they were basically 
brought fo rth in St. John 's Church. Of the individual 
themes the most prominent one is a projection with 
a semi-circular base and a conical roof which was 
late r applied in the Eira hospi ta l, among o ther 
projects. The overall appearance of the Telephone 
Association building immediate ly reminds the 
viewer of Rich ardson , but Sonck assimilated these 
influences into his own forms in a way that makes it 
difficult to name actual points of contact or similari­
ties. The influences applied for example to principles 
of compositio n, and the ar ti cu lation of the Tele­
phone Association building and the Eira hospital, 
among othe r proj ects, rese mbles the carefully 
studied asymmetry of Richardson's buildings. 
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Americanism was only one e lement , and by no 
means dominant. Sonck's works do not involve 
po ints of departure dictating the whole volume such 
as were applied by Gesellius, Lindgren , Saarinen 
in the Pohj ola building . 18 On the other hand , the 
same prototypes were applied in Germ any, also in 
the medium of stone. Sonck used features and traits 
that can be regarded as Richardsonian for only a few 
yea rs, and they were finally abandoned around the 
time of the Kallio church competitio n. Neve rthe less , 
they provided a significant impulse to the planning 
process of three of his main works . T his pheno­
menon demonstrates the unification of Western cul­
ture into a transa tlantic entity, where the influences 
of the formerly rece iving party ex tended not only to 
the geographica l ex tremes of this sphere, but could 
also bring abo ut changes in the cultural products of 
the receiver, in this case in architecture . 19 

In attempting to re late Sonck 's foreign influences 
with his works we must a lso take into account the 
concepts of centre, periphery and province . Finland 
had traditionall y been in a peripheral position in re­
latio n to the major centres of style in Europe, and 
even in re lation to Stockholm . By the beginning of 
the 20th century, the time-l ag in adopting styli stic 
innovations had been bridged, and Finland was now 
part of a simultaneous and enlarged sphere of influ­
ences and stimuli. The situa tio n was no longe r one 
of receiving, but of conscious se lection from continu­
ously accessible materia l that was ava ilable to an 
ever-increasing degree . lt was in this international 
atmosphere that Finnish a rchitecture displayed ten­
dencies stressing its specific nature, according to 
which local traditio ns and materials were to be 
utilized. 

J an Bialostocki has defined peripheries as areas 
distant from centres ancl suscept ible to influences 
fro m several directions. The themes offe red by vari­
o us locuses ca n be used se lectively and with dis­
cretion. In this sense , Finland in the ea rl y 20th-cen­
tury was a definite periphery in relation to Paris, 
Yienna, Berlin and other centres . The te rm province 
implies an a rea dependent on o nly o ne domin ating 
centre, the features of which are repeated in simpler 
form in the former. In the earlie r stages of her his­
tory, Finland had mainly been provincial in relation 
to Stockholm , and at the beginning of the 20th cen­
tury the rural towns of Finland were provincial in 
re lation to Helsinki . The concept of periphery is not 
a negative one, and peripheries ofte n create singular 
combinatio ns of the influe nces and impulses of sev­
eral centres together with loca l e lements . In connec­
tion with Lars Sonck and the early 20th-century 
architecture of Finland, we may subscribe to Bial­
ostocki 's observation th at '' it seems that under ad­
vantageous conditions the periphery may be highly 
original and creative. "20 



V. SUMMARY 

T he initi al mate ria l of this stud y consists of the ex­
ceptional numbe r of buildings, town pl ans and un­
rea li zed projects crea ted by Lars Sonck during the 
co urse of a career lasting almost sixty yea rs. The 
materi al displays a broad distribution in chronologi­
cal, fun ctio nal , technical and regional terms. There 
were a lso stylistic changes in his architecture from 
the 1890s to the 1950s. These applied to both his in­
dividual expression and to the ove rall course of de­
ve lopment guided by prevailing trends. In this con­
text , it was obvio us that a traditio nal mo nograph 
could only present a superfici al ove rview of this ma­
te ri a l. Witho ut mo re thorough analyses of specific 
wo rks, it would have eas ily led to a curso ry descrip­
tio n o f Sonck's specific character as an architect , 
which was susceptible to histo ri cal change and by no 
means an unchanging facto r. Without a detailed dis­
cuss ion , Sonck's buildings could not have been the 
subj ect of the individual descriptio n and analysis due 
to them as wo rks o f a rt. O n the other hand , it wo uld 
seem poss ible - on the basis of the above - to focus 
o n the commo n fea tures of the works providing a 
broader perspective of Sonck's productio n. As this 
implies hundreds of buildings alone, it is clear that 
analysis cannot be extended to all of them. The 
se lectio n of a few buildings from over a lo ng time 
span would aga in lead, in the context of a single 
study, to unduly la rge blanks and the obscuring of 
continuity. Fo r these reasons , I decided to conce n­
tra te on a single pe riod rega rded as central to 
Sonck 's production . Furthe rmore , this period con­
ta ins two diffe rent stages , whereby the material was 
assumed to demo nstra te changes a lso on the indi­
vidual leve l. The se lection of a brief time span of 
some ten yea rs with wo rks regarded as representa­
tive was also based o n the assumption that Sonck 's 
career e ntailed periods of grea ter and lesser impo rt­
ance for himself as we il as for Finnish a rchitecture in 
ge nera l. 

T he study sta rted fro m the assumption that Sonck 
achieved his status as a leading architect at the 
beginning of the 20th ce ntury by designing the build­
ings upon which his reputatio n came to be based 
both in Finland and abroad . This initial assumption 
has not changed during the course of the study. The 
wo rks have in fact shown themselves to be of a much 

mo re va ried basis than they appea red to be in the 
se lectio n stage. In this se nse, the study has con­
firm ed its own points of departure. The period re­
viewed begins in the middle o f Sonck 's caree r on the 
grounds that St. John 's Church and the projects that 
immediate ly followed it were seen as differing in 
many ways from the aims of the preceding wo rks. 
Du ring the course of the study, projects such as the 
Te lephone Associatio n building and the Privat­
banken revealed a numbe r of features . including le­
ve ls of applying histo rica l themes and materia ls , 
which clearly indicated a broadening and deepening 
of Sonck's means of expression. The change in ex­
pressio n within this pe riod , a lready sketched out in 
the initial stage, and its ending in practices that re­
mained established th rougho ut the rest of Sonck's 
career could be seen as mo re comprehensive than 
hitherto assumed . lt was re lated to a number of fac­
to rs , including axia lity, compositio n, border surfaces 
and the independe nt applica tion of the herit age of 
classicism. 

O n the other hand , it was see n th at many of the 
fea tures characte risti c of the latte r part of the period 
were present in some fo rm in all stages, and were 
passed on into Sonck's late r production . Some of 
them can be derived fro m the concepts of axes, vo l­
ume and the unive rsa lity o f classicism as a prax is 
guiding the planning p rocess . which were adopted by 
the a rchitect as a student. lt was, however , obvious 
that the cl assicizing des igns of the late 1900s and 
ea rl y 1910s did not represe nt the way of thinking of 
la te 19th-ce ntury architecture , where the functi onal 
type defined the array of fo rms and the histo ri cal as­
sociatio ns presented by it . 

The mate rial revealed the mes that had been 
worked and developed continuo usly. These applied 
to fea tures o r part s in buildings of diffe rent types as 
weil as to the deve lo pment of a single type of build­
ing from one proj ect to another. The whole period 
was combined by structu ral thinking, expre:;sed in 
both visual form and as actual bearing articulation . 
This fea ture was present in many ways in So nck's 
ideas concerning walls and in tecto nics demonstrat­
ing the re latio nship o f bea ring and borne parts. Fi­
nally, this thinking, which at first employed ar­
chaisms and medieval associatio ns , among others, 
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merged into classicizing. sy mmetrical facade clesign 
and remained a permanent praxis in Sonck ·s pro­
ductio n. T he problems of church a rchitecture had 
already been adclressecl in Sonck ·s proj ects fro m his 
stuclent days, and the ser ies launched by St . Mich­
ae l' s Church in the 1890s ended with the Kallio 
church . In the latte r . the concept is rea li zed with 
ax iality and is devoicl of any obvious historical refer­
ences. The basic di vision of the vo lume was to be a 
backgrouncl fo r many of Sonck ·s future church 
designs. Thus. the grounds se t out for the end of the 
period se lected were furth e r verified during the 
study, and the detailecl ana lys is of the works did not 
give any cause to change the pe riocl o r proj ects se lec­
ted . The simultane ity of the planning ancl construc­
tio n of the works showed how ideas were realized in 
seve ral buildings under planning and construction at 
the same time. This feature prese nted a division of 
the mate ri al , whereby the works of the ea rl y and late 
pa rt s fo rmed definit e and somewhat specific groups 
in which churches marked the beginning of the gene­
ration of ideas . 

This study proceecled from the view. presented in 
several connections over the decades, that Sonck 
was o ne of the leading Finnish architects of his day . 
lt could thus be assumed that his cent ra l production 
would provide furth e r light on the whole of the 
pe riod. Research showed th at this leading role was 
ensured by bis ability to crea te architecture regarded 
as new and innova tive through major commissions 
provided by important clients. In acco rcl ance with 
the views presentecl in the trade press . this was seen 
as characteristic of Sonck's architecture from the 
1890s to the 1910s. lt could also be seen that Sonck 
was bound to the overall development of architec­
ture in Finland . in which he also deve loped practices 
already int roducecl by o the rs. As a whole. this was 
in turn re latecl to a broader. inte rn ational ficld of 
impulses and stimuli . to which Sonck bad access 
through publications. t rave l and personal contacts. 
His professional activities a lso bear witness to the 
ability of an active periphery to assimilate the im­
pulses of majo r centres as part of a loca ll y se lected 
mate rial. T he result formed a new synthesis in re­
lation to both domestic and inte rnational trends. 

The analyses of Sonck ·s works demo nstrated his 
ab ility to crea te o riginal combinatio ns from an ex­
tensive mate ri al embodying histo ry. materia ls. 
townscape and functi onal requirements. This pre­
se nts the image of an architect commanding a !arge 
repertoire and producing result s that stand out as in­
dividual works of art in the a rchitecture of bis day. 
lt was specifica ll y this artis tic inclin ation . focused on 
the indepe ndent clesign of facades. and an originality 
characte ri st ic of individual buildings and his pro­
duction as a whole, that clominatecl Sonck·s a rchitec­
tural express io n - and not aims towa rcls so lutio ns 
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that could be ge nera li zed or towa rds ra tiona li zed 
structures. In this sense. he conformed to the role of 
art ist-arch itect , common in bis day. and continued a 
professional concept that hacl become established 
amo ng Finnish architects in the 1890s. Sonck 
achieved this so lely through private practice , which 
was clea rl y th e result of a process that bad begun 
much earlier in which architects se parated 
themselves to an increas ing degree from the public 
sector tha t bad dominated the field . lt is obvio us that 
the community of Finnish a rchitects regarded Sonck 
as one of the ir foremost representatives. as shown 
by the extensive descriptio ns of his works on the 
pages of Arkitekten, the professional journa l. Sonck 
was thus a membe r of the se lect leading circle of his 
profession, whose works were the subj ect of inte rest 
even o utside the borders of Finland. 

In a way, Sonck served as a bridge between late 
l 9th-century and ea rl y 20th-ce ntury construction 
praxis. In bis studies. he hacl progressed the lo ng 
mute from maste r-builder to a rchitec t. Technically, 
he was bound to estab lished practices , although he 
fl ex ibly adopted the new technique of concrete in 
the earl y 1900s. Sonck was traclitional in the sense 
th at he underlinecl the structuring of his ex te riors e i­
the r as walls o r as column-and-lintel systems. Con­
crete provided an aid which die! not a ffect the a rticu­
lation of the facade, e.g. as a !arge glass surface o r 
as details diffe ring from the sta tics of the walls. His 
log architecture shows how he could modify old 
practices by proceeding fro m the possibilities pro­
videcl by timber-wo rking techniques . 

Sonck 's leading role in Finnish architecture can 
thus be defi ned through a rchitectura l qualities . ana­
lysable in specific works. These inclucled the design 
o f volume , faca de articulation. the shap ing of rooms 
and spaces, the visual and fac tua l structuring of the 
exte rior into a logica l e ntit y. refe rence to townscape 
and setting. and a varied ancl expressive command 
of mate ri a ls. Sonck concentrated on these features 
throughout the pe riod discussed, although they were 
manifested in different ways at the beginning of the 
period and at its e nd . 

The group of buildings consisting of St. John 's 
Church , the Telephone Association builcling, the 
Privatbanken and the Eira hospital a re characterized 
by aims towards plasti city. three-dimensional vol­
ume and an emphasis on the omnipotence of stone 
wa lls. The Middle Ages were the main historica l 
fr ame of refe rence, whose themes were used in a l­
lusion without references th at could be identified in 
an antiquarian o r stylistic-historical sense . Sonck 's 
works a lso included fea tures o f the northern variants 
of medieval a rchitecture as weil as modified fr ag­
ments of Finnish mo numents. The tectonic entities 
of the builclings were often executed in stone and in­
vo lved archaisms . An example is the colonnade of 



the Telepho ne Associatio n building. A background 
fac to r was the anti-classicism characte ristic o f the 
who le of the above group . Within this contex t , tec­
tonics achieved fo rms de ri ving from the ea rl y. pre­
class ical pe riods of a rchitecture. In Finnish culture, 
archaisms we re pa rt o f a ge neral trend that had come 
about in the 1890s, in which old contents and prac­
ti ces were re turned to. These works by So nck can be 
described as represe nting a romantic trend employ­
ing picturesque composition . They did not . howeve r , 
conta in much mate ri al th at could be de ri ved fro m 
any specifica ll y natio nal he rit age. and the little th at 
was became merged into a synthesis based on gen­
era l considera tio ns of a rchitectu ra l history. modern 
trends and esthetic po ints of departure. In the a rti cu­
la tion , triangles and di agonals were emphas ized in 
fl oor plans, vo lumes and facades. These buildings 
also strive to characte ri ze the ir se tting in an individu­
ali stic manner , creating va ri ations in the regul a r 
townscape of He lsinki. 

The lo ng pl anning and constructio n process of the 
Kallio church led fro m the fr ame of refe rence of the 
above group to the principl es embodied in the com­
pleted church , the Mo rt gage Associ atio n building 
and the Stock Exchange building. Asymmetry. fluid 
co mbin ations of vo lumes. programmatic anti-classi­
cism and plasti c three-dimensio nality came to be re­
pl aced by a do minant centra l axis. symmetry, modu­
la r design achieved by hori zontals and ve rticals and 
obvio us classicizing, even achieved by a pl astic co­
lossal colonnade. Sonck's new cl assicism was ab­
stract and uno rthodox in re lation to the traditional 
o rders of classicism. lts detail s did not refer to any 
specific pe riods o r styles. O n the o ther hand , it ca n 
be seen as linked to the themes of the Empire-style 
centre of Helsinki which still domina ted the city at 
the time. Through a simila r manner of allusio n , the 
volume of the Kallio church was linked to the inte r­
natio nal traditio n of ca thed ra l architecture . Sonck ·s 

clear but origina l classicizing approach signified a re­
newal on the pe rso nal leve l. but also brought back 
into use solutions commo n to the 19th century. The­
mes which had become characte ristic of his works, 
such as columns, we re made part of a classicizing 
frame o f refe rence and were linked by it to the most 
commo n basic so lutions of a rchitectural histo ry. Of 
equal importance was the change in So nck's des ign. 
Cubes. rectangles, circles. axes and separate planes 
now became cent ra l e le me nts . These fea tures were 
mo re a re fl ectio n of Sonck' s inner deve lo pment than 
an application of any overa ll architectura l conce pt. 

T he above was connected to more ex te nsive fac­
tors characte ri zing bo th fo re ign ancl domestic archi­
tecture. Over the yea rs . fo re ign mate rial came to be 
used in an increasingly inte rnalize cl way, and the 
t ra nsitio n to axes, boun cl contours and class icizing 
confo rmed to contemporary deve lo pments o n the 
Continent. The changes that came about in the 
pe riod of Sonck 's ca ree r under review applied to 
Fi nn ish architecture in ge nera l. Sonck was no t al­
ways the first to prese nt o r int rocluce the techniques 
or a rti culatio ns that he applied in hi s works, such as 
undressed sto ne o r symmetrica l facacles. lnstead , he 
often deve loped them furthe r from the ir o ri ginal 
sta rting points. Fo r example, the masonry of the Te­
lephone Associ atio n building was one of the most 
ve rsatil e examples o f the structu ra l and esthe tic 
possibilities of this mate ri al at the time . The sy m­
metrica l Mo rtgage Assoc iation building re-int ro­
d uced the full y pl asti c colossal colo nnade into the 
cent re of Helsinki aft e r an inte rlude of many yea rs. 
T hus, Sonck modifi ecl and inclividua lizecl concepts 
and ideas commo n to his day. combining them with 
the pe rm anent themes of hi s expression and proclu­
cing results that even now - ninety years late r -
stand o ut as origin al a rt efacts. T he present stucly has 
bee n inspired both by the concepts they exemplify 
ancl by the works the mse lves . 
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EPILOGUE 

From innovation to convention 

In the above study a chronological span was laid out 
beginning partly in the 1890s but essentially starting 
at the turn of the century and extending up to the 
early 1910s. Within this period , clear changes were 
observed in Lars Sonck's architecture in both com­
position and expression. Especially at the beginning 
of the period, innovativeness was emphasized, 
whereas the facade themes of the end of the period 
were seen as having formed permanent conventions 
in Sonck 's architecture. Reviewed in this connection 
are Sonck's works following the Kallio church, the 
Mortgage Association building and the Helsinki 
Stock Exchange. The purpose here is to present fur­
ther evidence for the claim that Sonck 's means of 
expression became standardized. 

Works such as the Telephone Association building 
and the Eira hospital involved innovation of two 
kinds. On the first level , they were examples of 
something new in Finnish architecture in general, 
and on the second level they marked a new way of 
combining themes already present in the architect's 
earlier works in building tasks and commissions dif­
fering from traditional ones. Sonck's individual 
course of development feil in with the general devel­
opment of style in such a way that innovations on the 
personal level were to be regarded as factors further­
ing the architecture of the whole country. With ref­
erence to certain published expressions of opinion, 
it could be seen how this situation still applied in 
connection with the Kallio church and even the 
Stock Exchange building. The clear changes in 
Sonck 's individual style guided overall development 
and conformed to its expressed tendencies of re­
newal to such a degree that his free classicism can 
still be described as innovative on the same two 
levels . 

The facades of the Mortgage Association building 
and the Stock Exchange are similar not only with 
regard to their central axes but also in their com­
ponents. For example, the projections had their own 
symmetry. This made it possible to separate these 
themes to be used in other connections and to serve 
facade compositions of different general appearance. 
At this stage, Sonck established for his own use an 
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array of themes that could be repeated and com­
bined to solve the problems of projects of varying 
scale and function. This grammar was by no means 
adhered to in all of Sonck's buildings , but it ap­
peared in sufficiently many significant works to per­
mit us to speak of Sonck 's conventionalized , later 
individual style. His wooden architecture followed 
its own solutions, which were based on the limi­
tations of log material and were also repeated. In the 
church projects , a type remained in use which had 
been established at an early stage , using a rectangu­
lar form and a large-faced saddle-back roof. How­
ever, the Kallio church had the same significance for 
the architect's later churches as the above buildings 
did with respect to his secular architecture. 

This standardization of Sonck's expression into 
clearly repeated conventions was carried out with 
such a degree of variety that it was not a point of 
criticism at least in the early 1910s . He had devel­
oped means of expression that permitted sufficient 
variety. lt must also be pointed out that the buildings 
were also characterized by the variation of facade 
levels and planes and materials , decoration, size and 
their role in the surrounding townscape. In the late 
1920s Sonck still successfully applied the compo­
sition of the Stock Exchange building in his multi­
storey urban buildings . His last major secular work, 
the Maarianhamina Town Hall, employed a design 
that was in principle similar to this. 

lt is clear that individual expression that had be­
come established in this way came into conflict in the 
1920s and '30s with views that had developed in cul­
tural, political and economic conditions completely 
different to those of the Grand Duchy of Finland in 
the early 1900s. This was especially the case when 
international modernism, known as functionalism in 
the Nordic countries, achieved a leading rote in Fin­
nish architecture at the beginning of the 1930s. 
Sonck's means of expression were, however, flexible 
enough to ensure several commissions in the 1920s 
and even in the following decade. His numerous 
unsuccessful competition entries of the 1930s, such 
as church projects, show how his basic vocabulary 
that dated back some thirty years could be charac­
terized to conform to the stylistic ideals of the 
period . 



Sonck's established means became "outmoded", 
and were superseded first by cl assicistic and late r by 
modernistic ideals. This was typical for an a rti st 
whose active career lasted several decades. This had 
been the fa te of T heodo r Höij er ( 1843-1 910), the 
leading fig ure of the 1880s and ea rl y 1890s, who in 
the ea rl y 1900s had to compete fo r commissions in a 
styli stic atmosphe re th at had changed considerably. 
In situatio ns whe re the overall deve lopment of style 
remains fa irly uni fo rm fo r a long period in fo rm al 
te rms o r in principle, the expression of an individual 
can be rega rded as up-to-date fo r some time. The 
histo ry of Finnish a rchitecture cont ains two such fi g­
ures , who first active ly spread certa in ideals in their 
own wo rk and then enjoyed an ho no ured status in 
the fr amewo rk of these ideals fo r several decades . 
Carl Ludvig E ngel ( 1779-1 840) , who was born in 
Germany and had studied in Berlin , pl ayed an influ­
ential ro le in Finland from 18 16 until his dea th . Al­
though his neoclassicism had begun to be repl aced in 
the 1830s on the European level, it did not meet with 
any appreciable competition in peripheral Finland . 
This was also due to Engel 's ro le as the country's 
leading offi cial a rchitect as head of the Board of 
Public Building and his undeniable talent. Thus, En­
gel both studied and worked within the fr amewo rk 
of neoclassicism based on mainly on Antiquity. By 
the 20th ce ntury, the cycles of change in styles had 
become considerably faste r th an in Engel's time. A l­
var Aalto (1898- 1976) studied and began his work 
among the classicizing trends of the late 19 !0s and 
the 1920s. But by the end of the '20s he was among 
the first to turn the mainstream of architectural 
des ign towards Continental E uropean modernism. 
Ideals that had become do minant because of his 
wo rk remained , albeit modified in execution , among 
the basic concepts of Finnish architecture up to the 
1980s, and are vita l eve n today. In this fr ame of ref­
e rence Aalto 's late wo rks were generally accepted , 
and the use of themes developed some fift y years 
earlie r was not regarded as anachro nistic . Back­
ground factors in this situatio n we re the architect 's 
obvio us prowess and his continuous process of re­
newal. The posthumo us realization of some of 
Aalto 's projects, such as the Esse n Opera Ho use 
( designed in 1959 and built in 1988), some thirty 
yea rs aft cr their initi al design, bear witness no t onl y 
to the skill of the a rchitect but also to the way in 
which the values of the parties inte rested in the 
p roject were bound to the context of its inceptio n. 
In contrast , Eliel Saarinen's 192 1 project fo r the Ka­
levala House in Helsinki could hardly have been re­
alized in the 1950s. 

The appended illustrations demo nstrate how in 
So nck's architectura l productio n features were used 
that had beco me commo n in the period fro m 1907 to 
1910. The main emphasis is o n the earl y 1910s, but 

examples up to the late 1930s show a clea r con­
tinuity. The selected material is explicitl y sche matic 
to some degree, as the review focuses o n faca de 
compositio n, excluding othe r architectural effects. 

The facade of the Mortgage Associatio n building 
is repea ted in modified fo rm in an apa rtment build­
ing designed in ea rl y 1909 (Maneesikatu 4 , He lsinki) 
(Fig. 168) which also has full y plastic colossa l co­
lumns in pairs. A symmetrical proj ection , a lso 
designed fo r the Mortgage Association building, was 
applied as an individual fea ture in other proj ects 
(Unioninkatu 28 B, Helsinki , 1909- 10; the a lte r­
ation of the facade of Sonck's offi ce, 1909- 10) (Fig. 
169) . Ge nera ll y speaking, So nck made the rectangu­
lar projectio n into a theme do minating both sym­
metrical co mpositio ns in these yea rs ( exte nsio n of 
the Eira hospita l, Tehtaankatu 28 , He lsinki , 
1909- 10; Fredrikinkatu 32, Helsinki , 19 !0- 11 ) 
(Figs. 170- 17 1) and also slightl y asymmetrica l o nes 
(Sibeliukse nkatu 11 , He lsinki , 19 10- 11 ) (Fig. 172). 
At this stage , two formulas became established . O ne 
applied to the enframing of a central fi e ld divided hy 
co lumns o r pilaste rs within mo re closed fi e lds , as in 
the Mortgage Association building. T he other en­
tailed the vertica li zation of an entity arti cul ated hy 
two projections , as in the Stock Exchange building. 
Related to both was a ste reometric vo lume of uni­
form contour. 

In So nck's entry fo r the facade of the Suo mi insu­
rance company ( 1909) the projection of the Mo rt­
gage Association building became a tower o n the 
ce nt ral axis (Fig. 173) . In the Keskuskirj apaino 
printing premises (Erottajankatu 4 - Buleva rdi 
2-4, Helsinki , 1911 - 13) all of the above fea tu res 
were used , (Fig. 174) with an enframed colo nnade in 
the end wall and ve rti calization with projectio ns as 
in the Stock Exchange in the facade facing Bule­
va rdi , as weil as a clea r rectangularity of vo lume . 
Sonck 's 1911 designs fo r a harbour warehouse at 
Katajanokka in Helsinki (1 913- 28) employ the 
schema of the Stock Exchange building, now 
stretched across a 140-metre-long body and repea ted 
as a smalle r va ri ant in the projections and end pa rts 
(Fig. 175). These compositions were a lso applied in 
apartme nt buildings (Rahapajankatu 3, Helsinki , 
1912-13) and in smalle r ho uses fo r o ne or several 
fa milies (S ibe liukse nkatu 11, Helsinki 19 10- 11; 
Villa Stockmann/Baumga rtne r. lt äinen Puistotie 17, 
Helsinki , 1911-1 3; A rmfeltintie 4 , Helsinki , 19 12-
13) (Figs. 176-177) . 

In his e ntry fo r the He lsi nki Cit y Hall ( 1913) 
So nck prese nted a faca de dominated by a brick 
surface and employing projectio ns fl anking a ve rti­
calized fi e ld (Fig. 178). Thi s design was applied in 
te lepho ne exch anges, amo ng other projects (Rune­
berginkatu 43, Helsinki ; Kaa rle nkatu 11 , Helsinki ; 
both from 19 14- 15) (Fig. 179). In the City Hall 
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entry the facade facing Senate Square repeats the 
features of the Stock Exchange with only pediments 
and colonnades added to the projections (Fig. 180). 
Late examples include an apartment building at Teh­
taankatu 11-13 (Helsinki , together with Matti Fi­
nell, 1928-29) and the Maarianhamina City Hall 
(1938-39), which demonstrate the flexibility and 
identifiability of a basic concept chosen much earlier 
(Figs. 181-182). 

Sonck immediately went on to use the compo­
sition of the Kallio church in corresponding works . 
This is most clearly evident in a project of smaller 
scale for the Finnish church of Porvoo (1910), andin 
a project for the church of Karkku ( 1911) which does 
not employ volumes extending from the tower (Figs. 
183- 184). The composition in question dominated 
the Church of Mikael Agricola m Helsinki 
(1932-35) , and it was also the basis for Sonck 's 
entry for the Temppeliaukio church in Helsinki 
(1933) which employed reduced volumes in accord­
ance with the requirements of the period (Figs . 
185-186). The volume of the Kallio church was also 
reflected in Sonck's secular architecture. The seas­
hore hotel designed in 1916 for the Kulosaari villa 
community and built in 1917 basially employs two 
south walls of the Kallio church placed opposite to 
each other so that the combined nave part forms the 
main facade of the building facing the sea (Fig . 187). 
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Fig. 168. Maneesikatu 4 (originally 2 B). Helsinki . 1909-IU. 
(HKRVVA). 
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Fig. 169. Unioninkatu 28 B. Helsinki. alt e ration and addition. 
1909- 10. (HKRVVA). 

Fig. 170. Extension of the Eira Hospital. Tchtaankatu 28 , Helsin­
ki , 1909-10. Later altered by Sonck. (HKRVVA). 

Fig. 171. Fredrikinkatu 32 - Lönnrotinkatu 17. Helsinki. 
1911-12. (HKRVVA). 



Fig. 172. Sibel iuksenkatu 11. He lsinki . 19 10-11. Demolished. 
(HKRVVA). 

Fig. 173. Compe tition en try for the headquarters of the Suom i 
Insura nce Company. He lsi nki. 1909. (Original and photo SRM). 

Fig. 174. Erottaja nk atu 4 - Buleva rdi 2-4. Helsinki . 19 11 - 13. See 
also Fig. 146. (Original a nd photo SRM) 

/0 - K or1 ·e11m(w 

Fig. 175. Harbour ware house. Kataja no kk a. He lsinki. 1911-13. 
second building stage a nd complc tio n 1928. (Photo SRM/Kari 
Hakli). 
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Fig . 176. Villa Stockm ann/Baumga rtner . It fü ne n Puistotie 17. 
He lsinki . 1911-1 3. Demolished. (HKRVVA). 
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Fig. 177. Villa Stockma nn /Baumga rtncr. fir st and scco nd noors. 
(HKRVVA). 
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Fig. 178. Compctition entry fo r a ncw town ha ll in He lsi nki. 191 3. 
Together with Oskar Bo mansson. Facade fac ing south towards 
the Marke t Square and the South Harbour. Arkitekten V 1913, p . 
52. 
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Fig. 179. Te lephone exchange building at Runebe rginkatu 43, 
He lsinki , 1914-15. (HKRVVA) . 

Fig . 180. Compe tition entry fo r a new town hall in He lsinki. 191 3. 
The no rth facade o n the Se nate Square . A rkitekten V 19 13 . p . 83. 
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Fig. 18 1. Te htaa nkatu 11 - 13. He lsinki , 1928-29. Togethcr with 
Matti Fine!!. See also Fig. 23 (SRM, photo Pe kka Korvenmaa). 

Fig. 182. Maarianha min a town hall. 1938-39. Eas t facade . Later 
measured drawing. See a lso Fig. 26. (Maarianhamina Town 
Building Office). 

Fig. 183. Design for at new church in Porvoo, 1910. (SRM , photo 
Pekka Korvenmaa). 



Fig . 184. Competitio n e ntry for a church in Karkku . 1911. (SRM. 
photo Pekka Korvc nmaa) . 

Fig. 185. Main drawings for the Mikael Agri cola Church 111 

Helsinki . 1932-35. Assisted by A rvo Muroma. See also Fig. 25 
(SRM. photo Pe kka Korvenm aa). 

Fig. 186. Competition e ntry for a church o n Tem ppe linaukio in 
He lsinki . 1933. (SRM. photo Pe kk a Korvenmaa). 

Fig. 187. H o te l fo r thc Kulosaar i villa community. 1916 - 17. Pl y­
wood mode l. See also Fig . 19. (ÄM. photo Pckka Korve nmaa). 

147 



NOTES AND REFERENCES 

I. INTRODUCTION 
1. The limited size of the sa mple is re lated to the monograph 

problem d iscussed in furthe r deta il be low. As observed 
by Henrik Lilius, the ind ividual character o f wo rks may 
fa ll into the background in a study of extensive material; 
Lilius 1986 . In monographs. however. the specific nature 
o f works is a ce nt ra l point . 

2. T his co ncept is from Ku bie r . and is re lated to his ge n­
e ralizations concerning the caree r types of artists. Th is 
po int will be discussed below: Kubier 196 1. p . 1- 5. 

3. In its sim ples! form. thi s applies to the ro le of architecture 
in the visual a rt s where it stands out i.a. beca use o f its 
clear utilit ari an value. Hi storica l document s can attempt 
to de fin e the cond itions for this. whereas the ro le of the 
buildings as works of art req uires the pe rspective o f the 
esthetic dime nsion. O n these bas ic divisions. see 
Mukarovsky's 1977 a rticle "The essence of the visual arts" 
in which the terms " implement " and "work of art " are 
used. 

4. O ther bases o f explanation wo uld be ones applicable in 
gene ral to the stud y of mate ri al culture. in which the ob­
ject can be re ferred back to its startin g po ints th rough its 
cultu ra l re fere nces . See Prown 1988. 

5. Th is author agrees with Gada mer's view th at " the inven­
tion of the real meaning of a text or a wo rk of art never 
ends , and is in fac t an infinite process". This statement by 
Hans-Georg Gadamer from 1960 is quoted in Niiniluoto 
1983 , p . 174. 

6. Kivinen 196 1. 
7. Kivinen 1982 and 1986. 
8. Kivinen 198 1 and 1982. 
9. Listed under Kivinen . Korven maa . Sa loko rpi 198 1 in the 

!ist of sources published in th e book issued by the 
Muse um of Finnish A rchit ect ure in connection with its 
exhibition on Sonck the sa me year. 

10. T reib 197 1; Spence 1982. 
11. T uomi 1979. Nikul a 198 1 and 1983. Sonck is also di s­

cussed in Wä re 1989. 
12. Ringbom 1987; Lukkarinen 1989: a lso Nikul a's mono­

graph from 1988. 
13. Juan Pablo Bonta's work prese nt s we il th e inte rpretations 

appe nded to works th rough time and their effect on ap­
proaches. In othe r words . an object is ra rely evaluated 
witho ut knowledge of several prio r leve ls of in te rpre­
tation . In thi s study . this fea tu re is re lated to using the 
works as points o f departure. A lthough the aim is to o b­
se rve as objective ly as possiblc. earlie r inte rpretations will 
guide concl usions, oft en in unconscio us ways. T his poi nt 
coincides with Gadamer·s above-mentioned view of the 
unend ing inventi on of meanin g. Bont a 1979. 

14. T his obse rva tion is fro m the int roduction to Curtis's mo­
nograph on Le Corbusie r . C urtis 1986 . p. 13. 

15. O n the meani ng of these two views. Kubie r has obse rved 
the fo llowing:" Sim ple biographica l na rration in the his-
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tory of a rt tends to display th e enti re historical situatio n 
in te rms of one indi vidual's deve lo pment . Such biograph y 
is a necessa ry stage of reconstruction . hut a fo rmal se­
quence designates cha in s o f linked event s by an ana lys is 
which requires us to do the o pposite: to pe rce ive the indi­
vidual in te rm s of his situation ." Kubier 1962. p . 36. 

16. For rece nt monographs in Finnish architectu ra l histo ry, 
see Vil jo 1985 (a) and Nikul a 1988. Vil jo has also ad­
d ressed the probl ems of monograph -type stud ies in her 
a rticle Viljo 1985 (b ). 

17. O n this concept and the ana lys is it requires . see e.g. von 
Winte rfe ld 1986. 

18. Ve rifica tion and the no tion of " producti ve" questions a re 
inte rre lated. As po inted out by Lilius ( 1986) it is esse nti al 
to analyse the works o f the architect unde r study from 
clearl y defi ned po int s o f departure. I have chose n the 
me thod of extensive ve rifica tion in orde r to prese nt the 
buildings as esthetic-fun ctiona l cntiti es. prio r to the ana ly­
sis o f jointly d iscussed fea turcs in the late r stage o f the 
study. Thi s aim has been commented upo n by Francesco 
Dal Co in the fo llowing term s: " An hi sto rical method is 
a lways necessary but wh at I am stress in g today.. is the 
right and ob liga tion of the histo rian to open up his think­
ing to the questions ra iscd by things . especia ll y to escape 
from a tradition accustomed to mere ly to putting 
questio ns so as to obta in reassuring. "producti ve" 
answers." Dal Co 1985 . p . 12. 

19. The fa irl y extensive reconstructions applied in this study 
are the result o f an a im . of which Hans Sedlm ayr has o b­
se rved: " Das Interpre tie ren des Kunstwerks muss von 
dem gesiche rten äusse ren Bestand des Kunstwe rks ausge­
hen : ich nenne ihn den "Text ". Man hat sich zu ve rge­
wissern . ob das Kunstwe rk noch in dem Z ustand vor uns 
steht , wie es aus de r Hand sein es Schö pfe rs he rvorgegan­
gen ist . Wo das nicht de r fa ll ist . muss das Kun stwe rk in 
se inem ursprünglichen Z ustand wiede rhe rgestellt we r­
den." Q uoted in Baue r 1976. p. 11 2. Sedlm ayr 's above 
observation is from 1956. 

20. As observed by William Curtis in his monograph on Le 
Corbusie r: 'T hey (the buildin gs) must also be seen . .. as 
so lutions to a hast of socia l. practical. technical. ex­
pressive and symbolic problems. To grasp them prope rl y 
we need to reconstruct the conditions and limitations 
unde r which Le Corbusie r wo rked ... ". C urtis 1986. p. 7. 

2 1. Bonta 1979. p. 226. Bonta goes on to discuss the question 
of primary and secondary meanings. " lt still remains to 
be expla ined how one can be sure what the primary 
meanings the designe r intended to communicate were, 
and how it is possible fo r people at a late r time to see se­
condary meanings which were not intended to be the re, 
Furthe rmore: how do we know that the seconda ry mean­
ings were no t intended by the designe r?" Ibid . - Interpre­
tation is especia ll y influenced by the inevitable situation 



of which Prown obse rves : "The particula r encountc r of an 
object with its histo ry and an individual with his o r her 
histo ry shapes thc dcductions." Prown 1988. p . 25. - Hi s­
to rical change and th e be longing of the object and th e in­
te rprete r to different cultures wi ll se rvc at least to shape 
concepts related to sccond ary mca nings. - Rclatcd to 
this is the fact th at this study be longs to th e hermcneutic 
lin c of approach of humanistic studi es . The aim. along 
with hi storica l narrative and verification. is to look for the 
mcanings contain cd by the works through inte rprcta tion. 
- lntentionality naturall y encompasses a ll leve ls of a 
bui lding, but in a work of art it is prcscnt in an atemporal 
se nse without the analysis of intcntion . In o thcr words. as 
stated by Muk arovsky: " lt is precisc ly as a thing that th e 
work is capable of affccting what is universa ll y hum an in 
man . whereas in its semiotic aspect the work always ap­
peals cventuall y to what is socially and temporarily dc­
te rmin cd in him ." Muk arovsky 1977. p. 128 (" lnt entional­
it y and unintcntionalit y in a rt "). - The varicd levels of 

II. LARS SONCK'S CAREER AND 
FIELD OF EXPERTISE 

11.1. Professional career 

I. Biographical data. cspeciall y 011 Sonck's earlier years. is 
mainly based 0 11 Paula Kivinen·s studies. See Kivinen 
I 961. I 98 1 , 1986. 

2. Sonck graduated from the building department of the 
Turku trade school in 1890. Province Archives of Turku , 
roll of the Turku trade school. This point was verified by 
Ms. Renja Suominen-Kokkonen . lic .phil. 

3. The following references to Sonck ·s architectural pro­
duction are listed in Korvenm aa 198 1 which also contains 
a !arge number of illustrations refe rring to the subj ect 
matter of thi s chapte r. Kivinen . Korvc nmaa 198 1. 

4 . Lars Sonck's lett ers to Victor Westerholm. ÄAB. 
5. See Ch. III 011 St. John's Church in Tampere . 
6. Address- och yrkeskalender för Helsingfors stad 

1898-99 
7. The original pl an is in the archives of the Museum of Fin­

nish Architecture (SRM) and published in Kivinen 198 1. 
p . 38. 

8. Mentioncd in Wilenius 1905. p. 70. 
9. Address och yrkeskalender fö r Helsingfors stad 1899-

1900; ibid. 1903- 04; also HKRVVA. The growth of 
Sonck's office can be seen in the plans in the HKRVV A 
archives . The office was extended gradually in stages and 
clearly re fl ects the development of Sonck 's career. lt was 
at its largest in the early 19 1 Os. The studio was in a lo­
cation at prese nt se rving the Kluuvi Art Ga lle ry. 

10. ÄA B. Sonck 's letters to Gustaf Mattsson from the late 
1890s and the earl y 1900s teil o f his impressions of Ita ly, 
e .g. Genoa . Sonck does not refe r to his impressions of the 
newer a rchitecture of Germany or Austria. He trave lled 
0 11 the Continent for the express purpose of studying new 
architectural solutions, as in the case of the building for 
the Helsi nki Telephone Associat ion. Howeve r , he did not 
specifically mention the buildings or works of architecture 
that he saw , and it is not possible to reconstruct any influ­
ences he may have obtained 011 these journeys. 

11. Finsk Tidskrift 1898, p. 262-287. The article was also 

intention analys is has most recentl y been discussed in Fin­
land in Lukkarincn 1989. Ch . 1. 3. 

22. Curtis 1986. p . 7. 
23. Joan Ockman has prescntcd thc fo llowi ng concisc defi­

ni tion of architcctural history : "The architectural work. 
th e const ruction of physica l spacc . reprcscnts a battle­
ground of a multitude of colliding forces. a highl y volatile 
sy nthesis of devclopments in th c modes and re lations of 
prod uction and consumptio n 0 11 thc one hand . and in­
tcllcctual o r abstract labo r 011 the othe r. This makcs the 
architectural hi sto ri an·s task a particularly de licate one . . 
archit cctural histo ry must bc ablc to describe both the 
concrcte and abstract aspects of archit ecture ... and to in­
se rt it se lf into the di a lcctical gap bctwcen these two com­
pet in g base and supcrstructura l forccs. This gap is th e his­
to rical space in whi ch ideology fl ouri shes. and it is the 
passagc of idcology ... from thc supcrstructurc to th e do­
main of the rea l that opens up a fi e ld of urge nt histo rical 
work." Ockman 1985. p . 184 . 

published in the trade press ; So nck 1898. Relat ed dis­
cussion is presented in Nikula 1981. p. 292, footnote 19 . 

12. The various stages of this plan, discussed be low, are pre­
sented in Nikula 198 1, C H . IV 1 and Salokorpi 1981. 

13. Finska konstn äre rn as utställning 1897 i Ateneum. 11-
lustrerad katalog, nos. 20 1-205; ibid . 1898. nos. 
241 - 245. 

14. E.g . Wilenius 1905, p. 68 - 71. 
15. Viljo discusses these fac tors of change in relation to Theo­

dor Höijer , the lead in g Finnish architect of the preceding 
period. Viljo 1985(a). p . 9-10. 

16. On Sonck's office see Korvenm aa 198 1 (text ) . p . 96. See 
also, Arkitekten V 19 10, p. 77 with its account of Sonck's 
office in connection with a description of an excursion to 
the A land Islands by the Architects ' Club . 

17. On Sonck ·s caree r at thi s stage . see the section in Ch . lll 
on the Stock Exchange building in Helsinki . 

18. On the history of Kulosaa ri and especially its founding, 
sce Peltonen 1983 and in more detail Ko lbe 1988 . 

19 . O n the development of a rchitectu ra l style in Finland from 
the 1890s to the 1930s. see Ch . II of Nikula 198 1. Heino­
ne n's lice ntiate thesis 0 11 the breakthrough of fun ctional­
ism in Finland (Heinonen 1978; published 1986) and with 
respect to the turn of the ce ntury especia ll y Wäre·s recent 
rcview of the subj cct (Wäre 1989). 

20. Based 011 inform ation supplied in 1979 by the painte r 
Bruno Tuukkanen. Sonck ·s personal friend and pro­
fessiona l partner for many ycars. Tuukkanen was a lso in­
volved in the Tehtaankatu building project. The archive 
sources for the actual bankruptcy documents are not 
known. 

21. In 1929 Sonck participated in thc competition for the 
head office of the Nordic U nion Bank with an entry in 
which the classicizin g overall design was combined with 
strip windows extending aro und the corners. See 
Korvenmaa 198 1, p . 111. fi gs. 202-203. 

22. O n the discussion conccrning functi onalism and the Teh­
taanpuisto church competition. see Heinonen 1986. p. 
134- 155 . 
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II.2. Features of Sonck's works and 
professional activity 

23. On Sonck ·s architectural works. see !ist in Korvenmaa 
198 I. The !ist is incomplete . as a number of additions 
have come to the author's knowledge in recent years. 
Some of these are major works. 

24. The coloured drawing is framed and hung at the Depart­
ment of Architectural History at the University of Techn­
ology in Otaniemi near Helsinki. 

25. Drawing ÄM. 
26. "Eskiss till en kyrka för ett större herresäte"; ÄM. 
27. Sonck ·s advertisement in Suomen Teollisuuslehti. No. 16. 

1898, p. 3. 
28. For example. Sonck won the competition for the Finnish 

church of Porvoo in I 910 and thc final pi ans and designs 
were finished in 1914. Howcver. the church was not built 
and Sonck went on to design a new church for Porvoo in 
the 1930s , which closely resembled the church of Mikael 
Agricola in Helsinki. The designs were finished in 1936. 
but even this project was not accomplished. 

29. On the overall development of the architectural pro­
fession , sce Ricken 1977 , Saint 1983. Östnäs 1984. For the 
specific situation in Finland in the late 19th century. see 
Viljo 1985 (a) and on the turn of the century. see Wäre 
1989. 

30. Jung 1942. p. 230. 
31. See Ch. III on the museum project. 
32. Sonck 's published writings are listed in Kivinen. 

Korvenmaa. Salokorpi 1981. p. 153. 
33. Sonck 1909. 
34. Kotitaide l 1903, App. II. 
35. An example is the master-builder Heikki Kaartinen of 

Helsinki , who was one of the leading professional build­
ers of his day. His projects included the building of a 
number of projects designed by Sonck (St. John's 
Church . the Helsinki Telephone Association building). 
Kaartinen was also an independent designer of many 
!arge urban buildings. On master-builders in the period 
concerned. see Suominen-Kokkonen 1989. 

36. Suomen Teollisuuslehti, No. 16 1898, p. 3. 
37. On the National Museum and Parliament House compet­

itions . see Ch. III. He apparcntly did not participate in 
the 1904 competition for the Helsinki Railway Station. as 
his cntry was not among thosc awarded or remunerated. 
lf he had participated without being placed. the designs 
would have been returned to him. Howevcr. there are no 
indications of any designs for thc station in any of Sonck's 
posthumous material. At the time of the competition 
Sonck was involved in an intensive period of work. See 
Ch. III. 

38. Examples include works discussed in Ch. III. 
39. His period of highest income was from 1909 to 1914. 

HKA. Taxeringslängder för Helsingfors stad. 1909 - 1914. 
40. The writings of Pierre Bourdieu and their applications by 

Jeja-Pekka Roos may provide starting points for the study 
of professionalism in early 20th-century Finnish architec­
ture. Sonck's social and cultural status can be approached 
by Roos·s model applied to the Swedish-speaking upper 
dass in the period from 1910 to 1985. In this connection, 
Bourdieu's concepts should be applied and transformed 
to suit historical study. Bourdieu 1985. Roos 1985. 

41. This study is not concerned with Sonck ·s personality in 
other than professional terms. Reference must be made. 
however , to Sonck's irregular lifestyle. in which almost 
incessant work alternated with travel. social life and 
heavy drinking. One of the factors explaining his mobility 
and considerable capacity for work is his bachelor status 
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and lack of family. On the numerous anecdotes concern­
ing Sonck , see Kivinen op.cit. 

42. HKRVVA 
43. Information on the background of Villa Soldis and Villa 

Stockmann/Baumgartner has been provided by Mr Erik 
Anteil, MSc(Eng.) of Helsinki in 1989. 

44. The designs for the department store: SRM, orig. arch. 
and HKRVVA. The new lightwell courtyards of the 
buildings with galleries on two stories were combined to 
form two adjacent halls. 

45. On the Stock Exchange Clubsee Ch. III. 
46. These projects arc discusscd in further detail in Ch. III. 

Together with other sources of income. Sonck received a 
total of 60 ,000 marks for the design of the Kallio church 
and the Mortgage Association building. This corres­
ponded to a sum of 900.000 marks in 1988 (c. US$ 
225,000). 

47. Discussed in Mikkola 1984. 
48. Frosterus 1911 (a). p. 88. 
49. Frosterus 1911 (b) , p. 70. 
50. lbid. 
51. Wilenius 1905, p. 68 - 71. 

52. Brunius wrote his review originally for the newspaper 
Svenska Dagbladet and it was quoted in the journal Arki­
tekten under the hc ading " Ett svensk uttalande om vär 
byggnadskonst" (A Swedish comment on our architec­
ture). Arkitckten III 1912. p. 29 - 31. 

53. Beckett 1912 , p. 514 - 516. 
54. Avenard 1908, p. 30. 

55. E.g. Ahrenberg 1909; Wilenius 1915. Wilenius has some 
sharp comments. especially pointing out that Sonck had 
been shielded from criticism. 

56. The most recent general work on Saarinen is Hausen , 
Mikkola. Amberg. Valto 1990. On the aims of Saarinen's 
urban architecture, see Mikkola 1984. 

57. The works in question are Villa Nils Berg (Finnvillan) at 
Furusund, 1902 and Villa Ekblom at Liepaja (Libau), 
1913. 

58. In cultural-historical terms Lasses Villa would merit a se­
parate description. Thc visitor's book of the villa (now in 
the possession of the estate of Mrs Greta Stengärd , 
Sonck ·s daughter) and a hand-written and illustrated 
chronicle of the villa presented to Sonck on his 50th birth­
day by several architects and leading cultural figures con­
tain material central to Finnish culture of the turn of the 
century. In this respect , Lasses Villa was part of the net­
work of artists' villas including Akseli Gallen-Kallela's 
Kalela, Emil Wikström's Visavuori and Albert Edelfelt's 
Haikkoo through which personal ties and contacts were 
maintained among the leading figures of cultural life. 

59. On Hvitträsk. its architecture and social life. see Hausen 
1987. 

60. Information on Höijer and observations concerning the 
architectural profession in late l 9th-century Finland is 
based on Viljo 1985 (a). Chs. 1.1 and II. 

61. On the overall conditions of the architectural profession 
in early 20th-century Finland , see Wäre 1989. 

62. See Ch. III on the Privatbanken building and the Mort­
gage Association building. 

63. See Saint 1983 ; Östnäs 1984 presents an extensive account 
of the Swedish situation. 

64. The competition is discussed in Nikula 1976. 
65. On the competition , see Arkitekten III 1916, p. 32-41. 
66. The archives of Oy Stockmann Ab in Helsinki do not con­

tain any entries that might indicate Sonck. nor does 
Sonck's posthumous material contain any references to 
the competition. 



III. WORKS AND PROJECTS 
FROM 1900 TO 1910 

111 .1. St. John 's Church 

/ll .1. / . Points of departure and the result 

1. Used he re is the o rigin al name. i.c. St . John ·s Chu rch. 
2. Kivinen 196 1 and 1986. Ki vi nen has publishcd a conside r­

able body of in fo rm ation 0 11 Sonck·s professional act ivi­
ti es and in thc l 950s shc was the fi N to begin art- histo ri­
cal studies o f Sonck"s works. St . .John ·s Church. as a lso 
St. Michae l" s Church . have rccently been discussed by 
Wäre 1989 . 

3. On St. Michae l"s C hurch see Ki vinen 198 1. pi. 34 - 44: 
Teknikern 1894, 110. 83. p. 125 and pi. 8: ibid . 1894. 11 0. 

84, p. 131-132; Rakentaja I. p. 1-3 : A rkitekten III 1905, 
p . 28-33. 

4. Chiewitz's Neo-Gothic architecturc. as cxecut cd at Lipc ri 
in 1852 and Uusikaupunki in 1854 . in volved a combi ­
nation of unplastered brick . Gothic thc mes and the long 
church form. Sonck"s 1894 proposa l was morc close ly 
re lated to the la tte r stages of Neu-Gothi c architecture in 
Finland. 

5. For exa mple , Hö ij e r·s Alexander Church in Tampere 
(1 880-8 1) represen ts this style. 

6 . O n Otzen·s architecture. see Bahns 197 1. St. Michae l"s 
Church especia ll y resembles O tzen·s Luthe rkirche 
(Apolda , 1891 -94) and his St. Georg-Kirche (Berlin, 
1894-98 ; designed in 1892). The chancel of St. Michae l's 
closely resembles thc solutions used in the Lutherkirche . 
while the exte rio r appearance is closc r to that o f the St. 
Georg- Kirche. Bahns 1971. Figs. 48 - 50: 57 - 58. Otzcn is 
a lso mentioned in Spcnce 1982 . p . 43 - 44 . 

7. See description of the matcri als of the planncd church in 
Teknik ern 1899 , 11 0 . 120, p. 272. acco rding to which the 
stone columns were to be " turn ed"' (Sw. svarvad) and fit­
ted with chiselled capita ls. The article re fe rs to the "natu­
ra l materials" as a positive feature. 

8 . A closc view of thc building of the church and Sonck ·s 
aims for the project was writtcn by Bcrtel Jung: Jung 
1905 . 

9. ÄM, sce Kivin en 198 1. p. 3 - 4. Features of th e future 
St. Mich ae l"s Church were a lready present in an training 
study for a mano ria l church (" Eskiss till en kyrka fö r en 
stö rre he rresätc"'): AM. The hi story of St . Michae l's 
Church was exceptional insofar as the arch itect was con­
tinua ll y prepared to change and devc lop his dcsigns. 
wh ile the commissioning party kcpt to the o rigin al ver­
sion . lt was more common for thc buildcr to change the 
unde rlying idea and execution contrary to the architect"s 
plans . See e .g. th e section 0 11 the Kallio church in 
He lsinki . 

10. On the vau lting , see Kivinen 1961. p. 90. 
11. On the stone work of the ex te rior. sce Kivincn 196 1. p. 

87-89. Fo r ge nera l information on thc use of stone in the 
pe riod conce rned, sce Ringbom 1978. 

12. In this connection . thc term structural applies to support­
ing structures. essenti al to th e building. An advantagc of 
the stone cove ring was of course its durability . 

13. Rounded forms occur e.g. in thc sea ms of the main tower 
and its proj ec tion . thc joining of the sacristy with the 
no rth wa ll and in the southwest corncr of the buildin g. 
This method of shapin g ston e work dctails to achievc a 
uniform surface indicates the late l 9th-century stone 
architecture of the Unit ed States and the work of H . H . 
Richardson and hi s successors. Cf. Rich ardson ·s Austin 

Hall (Cambridge. Mass .. 1882) which wa~ weil known in 
E urope. 

14. Thc site plan of thc compc titi on cntry is published in Ki­
vin en 196 1. p . 98; thc site pl an of th c main design is pub­
lishcd in Ki vinen 196 1. p. 60 . 

15 . St. John·s Church is anti -class ical with respcct to its links 
wi th th e Neo-Gothic and thc Middlc Ages. The apparc nt 
tectonics of the building werc fo rmcd in a bo th anti-cl ass i­
cal and non -medicva l manncr . The architect die! not wish 
to rcfc r back to any derivatives of known major stylcs. 

16. Kivincn 1961 . p . 90. Ki vinen refe rs in this conncction to a 
!ist o f the fi na l costs of the church project drawn up in 
1907. See Kivin en 1961. p. 232. footnotc 228. 

17. Kivin cn 1961.p. 100- 101. lnthe maindrawingstagea nd 
in hi s report o f construction work ca rried out in 1902 
Sonck pl anned to apply decorations onl y to the arch se­
parating the nave from the chance l in addition to the lat­
te r part. 

18. Jung·s ske tch book conta ins part s o f thc decoration and 
orn aments of thc church . Becausc o nl y part of thc mater­
ia l has been presc rved. it is hard to define the separate 
a reas o f work in this as in ce rtain other designs. See Ch. 
III on thc Pri va tbanken building . Sketch boo k: Mrs 
Ulrica Eklund. He lsinki . - Kivincn 1986. p . 145- 174. 
has a de tai led discussion of Yalter Jung and his rulc in the 
decoration and orn amcnt s o f the church. 

19. Thc sanctifica tion of nature can bc secn in conncct ion 
with late 19th-century trends in Finl and which stressed 
symbo lism and pantheism. Sa lme Sarajas-Korte has 
un dcrlined thc ce nt ra l import ance of nature-based mysti­
cism. symbol ism and theosophy especially for Finnish a rt­
ists o f the l 890s. Nature was see n as bca ring highe r lcvc ls 
o f mcaning. 0 11 thc lcvcl of so-ca llcd corrcspendences. 
and directly as thc source o f renewa l and vit ality. Also 
present at the tim e wcre nati ona l and romantic currcnts 
of thought which raiscd Finnish nature to thc leve l o f 
paragon in thc arts. This was concc ivcd via its specific 
charac tcr and cspeciall y through its symbolic mca nings. lt 
may bc far-fetched to assumc th at Sonck and Jun g at­
tcmpted to crcatc a programme of o rn ament illustrating 
e.g. th c teachings o f Swcde nborg . but wc must ncve rthc­
lcss take into account gcne ral trcnds of the pcriod . Ac­
cording to inform ati on from Professor Bruno Tuukkanen. 
Sonck was invo lvcd with theosoph y and. like many artists 
o f his day , he was also intercstcd in astronomy and its 
cosmic dimensio ns . - On symbolism and concepts of 
nature in thc 1890s in Finl and . sec Sarajas- Kortc 1966 . p. 
12- 13 ; 221 - 223. - O n a simil ar hie rarchica l use of ma­
te ria ls and o rn amcnt by Sonck and Jung. see the section 
in C h . 11 I 0 11 the Privatbanken building. 

20. T hc sectional drawing of thc compctition entry is pub­
lishcd in Ki vinen 1986 . p . 48. 

2 1. Thc main pl ans and des igns arc in the archives o f the 
Evange lical-Luthcra n congrcgatio ns o f Tampcre. 

22 . See presentation of thc compc titi on results in Teknik em 
1894 . no . 83 . pi. 8. 

23. O n f-rc lander·s rolc in the dccoration of St . Mich ac l·s 
Church , see Veckans krönika. 11 0 6. 1905. p . 84 and Ra­
kentaja I 1905. p . 1- 3. Somc of the soa p-stone o rn ament s 
were dcsigned by Yaltcr Jung. as indicated by his ske tch 
book. 

24. Tekniska fören ingens i Finland förhandlingar 1897. p . 80 . 
25. On th e re lationship o f German cvange lical church archi­

tecture with hi storica l protot ypcs in the late 19th and 
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early 20th centuries. sce the section on the Kallio church 
in Ch. lll. 

26 . E.g. the above-mentioned training studies „Eskiss till cn 
landskyrk a" for a stone church ( 1897; ÄM) and his 
designs for a church for Kylm äkoski (1898; SRM; photo 
archives). 

27. Several examples in Handbuch der Architektur, and its 
1906 volume on churches; sec e. g. G urlitt 1906, p. 232. -
The German practice of church architecture was also 
presented in Der Kirchenbau des Protesta ntismus von der 
Reformation bis zur Gegenwart. see Fritsch 1893. 
Johannes Otzen. mentioned in connection with St. Mi­
chael's Church , had used a similar floor plan in his 1892 
design of the Friedhofskirche at E lberfcld . which was 
built in the years 1894 - 1898. Sec Bahns 197 1. fig. 85-88. 
Otzen 's church was of cen tralizcd form. 

28. E.g. Kivinen 198 1. p. 46 . fi g. 85 . 
29. Ringbom 1987 , p. 225 - 227. 

l ll.1.2. Relarionship with the surroundings 

30. E.g. Hämee nlinna (1892); Josef Stcnbäck designed a 
ribbed vault for the church of Ruovesi as late as 1904. 

31. Sonck 's town-planning work of this period has been dis­
cussed by Nikula 198 1 and Sa lokorpi 1981. On Camillo 
Sitte , see Collins-Collins 1986 ; for a review of early 20th­
century town planning, see Nikula 1989. 

32. Publi shed in e.g. Kivinen 1986. p. 56. 
33. Gustaf Nyström worked in a similar way in Helsinki. 

where he designed a school building ( 1894-95) next to 
the Neo-Gothic St. John 's Church in Helsinki ( 1891 ). 
This building was also of red brick and contained 
medieval features. I would suggest. however. that 
Nyström strove to make the school conform to the domi­
nant church for reasons of townscape . without the intent­
ion of linking buildings to history on the leve l of function. 

34. Sonck 1900. Sonck was present in a special architectural 
number of Ateneum, a journal devoted to general cultural 
affairs. - Lilius 1978 provides an overview of conser­
vation and town planning in small Finnish towns around 
the turn of the century. 

35. See Kivinen 1986 . p. 56 - 58. The town plan was approved 
and con firm ed in 1907. 

lll.1 .3. Them es of the past 

36. This was no ted by Sigurd Frosterus, among ot hers. in his 
review of th e church . Frosterus 1908. p. 4. 

37. The importance of th ese expeditions as background fac­
tors in earl y 20th-century architecture has been under­
lined by several scholars. most rccc ntl y Nikula 1986. 

38 . A detailed account of the restorat ion issues related to the 
Cathedral of Turku is give n in Kn apas 1983. - Sonck 's 
article was published i.a. in Teknsika fö reningens i Fin­
land förhandlingar; see Sonck 1897. 

39. lbid. 
40 . On building-site conditions . see Kivinen 1961. p. 84 - 90; 

on the work force involved see Kivinen 1986. p. 185 -192. 
- In the construction of man y early 20th-century public 
buildings the so-called „Bauhütte„ organization with 
medieval antecedents was employed . Workin g at the site 
were builders. artisa ns and designers. This did not imply 
a direct repetition of medicval methods. but applied to 
the process and the collective involved. Perhaps the best-
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known example is Antonio Gaudi 's Sagrada Familia in 
Barce lona ( 1898 - ). In the Nordic co untries Ragnar Öst­
berg 's Stockholm Cit y Hall was built in the same way be­
twecn 1909 and 1923. In addition to th e stri ving fo r a 
medieval spirit . background factors a lso involved the con­
cepts of a total work of art and the va lue of artisa nship . 
This point has been discusscd e .g. by Ge rmann 1972. p. 
177 - 179. 

41. The criticism is mentioned by Ki vinen 1961. p. 233. foot­
note 233. 

42. The 1900 designs for the church of Nilsiä consist of a 
sc ries of pencil drawings wit h facades. sections and a fl oor 
pl an . The origin al is in th e parish archi ves of Nilsiä. This 
proposal was brought to thc author"s attention by 
museum director Helena Riekki. 

43. An example of similar stone masonry is Armas Lindgren ·s 
water-colour of the church of the rural parish of Pie­
tarsaari (1896), which is published in Nikul a 1986. p . 144. 
fi g. 4. 

III.2. Competition project for the museum 
of archaeology , history and ethnogra­
phy in Helsinki 

1. Kopisto 1981. Also discussed in Nikula 1988. p . 29 - 33 
and Wäre 1989. 

2. On the programmatic side of the debate . see Vart 
Museum 1900; on o ther criticism . see Kopisto 198 1. p. 
12 - 16 ; on the competition and appraisa l of entries , see 
Teknikern no. 282 1902 , p . 173 - 176. 

3. T he !ext was signed by Herman Gese llius, Berte l Jun g, 
Armas Lindgren. Hara ld Neovius and Lars Sonck. 
Foreign museums with illustrations include G. Gü ll 's Lan­
desmuseum in Zurich ( 1899) where medi eval themes were 
combined with the agglomerate principle. 

4. Vart Museum , p. 1; the aim was modern ity in function al 
terms and its combination with period collections 
achieved with th e means of hi sto rici sm . 

5. Teknikern no 282 1902, p . 175. 
6. The designs and plans of the museum competition arc in 

the Finnish State Archives in the collections of the 
National Building Board. 

7. Published in Kopisto 198 1, p. 9 . 
8. This was a lready mentioned in Vart Museum, p. 41; see 

also Kopisto 1981 . p . 30-31. In some of the entries build­
in g represe nting peasant o r farmer architecture we re 
ske tched in the vicinity of th e museum . The open-air 
muse um was opened in 1909 at Seurasaari in Helsi nki . 

9. Vart Museum, p . 41. 
10. Earlie r peasant architecture of logs was thus not subordi­

nate to periods of style in the sa mc way as the milieu of 
the upper classes . lt was even idea lized as the direct pro­
duct of the immediate needs of the people and as a time­
less convention. Thus , it reflect s a different kind of du­
ration th an the periodization of the muse um building. 

11. These were familiar to Sonck. See e.g. Sonck 's le tters to 
Gustaf Mattsson from these years with obse rvations and 
references to various loca lities. ÄA B. 

12. See the illustrat ion in perspective in Sonck 's entry for the 
Töölö town-planning competition. The future architec­
ture of Töölö was also envisioned in Vart Museum with 
the reference to "the original stone houses of Töölö'', p. 
41. 



III.3. The Helsinki Telephone Association 
building 

/// .3. 1. Commission and initial planning 

1. Publi shed in Suo me n kaupunkil aitoksen historia 11. p. 
320 , fi g. 272. 

2. For example . th e Mannerheimintie 16 building designed 
by Th. Höijer ( 1889; demo lished): see Yiljo 1985 (a). p. 
170 , Fig. 152 ; also the head office of the U nio n Bank o f 
Fi nl a nd by Gustaf Nyström (Helsinki 1898) and th e al­
legorical sculptures of thesc buildings. 

3. See e.g. Bobergiana 1958 . p. 47. T he powe r station 
designed by Boberg (later dcmolished) clearly combined 
nat ural sto ne with features so ught fro m the Unitcd States. 
O n this leve l, however. it did not serve as a model for 
Sonck's Telephone Association building . which also em­
ployed features linkcd with thc United States. Both archi­
tccts sought influe nces from the same area but separately. 

4. T he following general inform ation is from Söderlun d 
I 9 16 ; Killin c n 1932 . T urpcine n 198 1. Separate infor­
matio n re lating to the buildings . is provided by the minu­
tes of th e hoard of thc He lsinki Telephone Association 
(HPY/JKPTK). - HPY/JKPTK 4.2.1901. 

5. The above works and the minutes do no t say anything 
about where Sonck travelled. Nor have any letters or re­
po rts by So nck been found concerning the te lepho ne ex­
changes th at hc had visited. 

6. lbid . 23. 11.1 901. 
7. lbid . 21.2.1903. 
8. lbid . 9. 11.1903. 
9. Original. professor C. E. Sonck, He lsinki. 

10. Helsinki Telephone Association (HPY). property depart­
ment. archives. 

11 . lbid. 

12. HKRVY A. Duplicates of the floor plans HPY . propcrty 
department . archives. 

13. O nl y fl oor plans and sectio na l drawings have been pres­
crvcd o f this stage. The drawings in the archives of the 
property department of the Helsinki Telephone Associ­
ation are problematic. for they do not form a continuous 
se ri es. In the following . a reconstruction of the even ts is 
atte mpted by combining information from drawings and 
board meetin g minut es. Sonck prese nted some o f his 
ske tches to the board already in Fe bruary 1903, but these 
have not been preserved. 

14. HPY/JKPTK 9. 11.1903. A mo tion was ca rried impl ying 
the exclusio n o f apartments. Sonck was not completely 
able to predict the economic changes of the centre of 
He lsinki. In 1905 he planned. a mong ot her projects . an 
apartment building for the lot at Fabianinkatu 14 which 
later became the site of the Helsinki Stock Exchange. He 
also planned apartments fo r the Mortgage Associa tio n 
building in 1907; see Ch . III on the latter building. 

15. HPY . property department , archives. On presenting his 
floor plans Sonck was given the task of supervising th c fi­
nal drafting of the sketches. Thus. the facades were devel­
oped fro m the sketches prese nted in April 1903 and in­
volved two different storey he ights. HPY /JKPTK 
9 .4.1903. 

16. HPY/JKPTK 26.5.1903. 
17. This facade drawing appears to be the fin a l one of the 

se ries, for the equipment ha ll is placed unde r the roof as 
in the completed building. On 26 May , 1903 the board 
requested Sonck to re-work hi s proposed facade, i.e. the 
rejected four-storey version. HPY/JKPTK 26.5.1903. 

18. In the drawings the tower overshadows part of the facade. 

This was a feature of presentation technique. The light 
falls from the no rthwest. but in reality the towe r would 
not have left Sonck 's building in shadow but the adjo ining 
one. 

19. Reasons for the castle-like form of the building and the 
sparse presentation \)f its function can be sought in a hy­
po thesis in volving the political conditions of the time . 
Finland's communications were under the administrative 
supe rvisio n o f th e Impe ria l Russian gove rnm ent , but the 
He lsinki Telephone Association was exempt from govc rn­
me ntal control. In principle this private company was in­
volved on ly in transmitting inform at io n be tween itse lf and 
its shareho lders. This backgrou nd may explain the unwil­
lingness to demonstrate the activities of the company in a 
prominen t way. in additio n to the fo rm o f the building 
with its defensive hi storical associations. - The rejection 
of this design may a lso have been caused by th e final de­
cision to locate the exchange hall in the fifth storey under 
the roof. 

20. T he board o f the Telephone Association in January , the 
Nat io na l Bui lding Board and the city authorities in Febru­
ary. HPY/JKPTK 6. 1.1904 : Hufv udstadsbladet no . 27 
1904 29 .1.. p. 3; H KA/C ity Administrative Court records 
17.2. 1904. 

21. T he re jectio n o f the o ri ginal idea for the tower is hard to 
ve rify. A ltho ugh a close watch was kept o n the proj ect. 
the board did no t inte rfere. The se ries of drawings do not 
give an un eq uivocal answe r to the questi on . The records 
of the He lsinki City Administrative Court do not me ntion 
a versio n in which the towe r would have overhun g the si­
dewalk . The matter was discussed in th e Hufvudstads­
bladet daily o n 29 January. 1904 . where it was observed 
that the architect's original inte ntion was to build the 
tower above the sidewa lk. but this met with unsurmo unt­
able opposition fro m the city authorities. Accordingly the 
tower was recessed into th e lot. which did not enh ance 
the appearance of the building . as obse rved in the news­
paper. The article is unsigncd. 

22. HKA/Ci ty Administrative Court records 17.2 . 1904. 
23. A proble m of Sonck's works. as in stone facades of many 

other periods. is their actual use as a covering. with­
o ut e.g . any bearing function related to the division o f 
sto reys. On the bottom storcys the situation is o ften dif­
ferent. Dcspitc this , the facades functi o ned for example 
like some of the sto ne wa ll s designed by H . H . Ri­
cha rdson which re main ed standing as in de pendent st ruc­
tures even when the rest of thc building was destroyed by 
fire . See e.g. Ochsnc r 1982. p. 284 . Fig. 101 c. 

24. The vault types of mcdieval churches . fam iliar to Sonck. 
can be see n in thc cntrance ha ll with the ste ll ar vault 
forming an end to the seque ncc as in the concept of 
medieval churchcs. 

II 1.3.2. The building as completed 

25. On particularization. sec Po rph yrios 1982. p . 13 -25. In 
this case a sin glc !a rger space was particularized into vari­
ous parts without any changes to the volume or use of th e 
actual space. On the oth er hand . fal se vaults were used in 
othe r cases (see Ch. llI o n the Privatbanken building) to 
create a hie rarchy of rooms. 

26. HPY/JKPT K 28.2.1905; Söderlund 19 16. p . 54. 
27. lbid. 10.2. 1904. 
28. Sonck did no t se lect Kaartin cn for the task. who was e n­

gagcd on the basis of tendcrs. Kaartine n·s monthly fee 
was 500 marks. HPY/JKPTK 9.4. 1904 . 
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29. HPY/JKPTK 9.4. 1904. The stone mate ri als of the build­
ing and the ir procurers werc as follows: soclc: the Pohjol a 
company; coa rse-surfaced grey and red facade granite: 
Uusikaupunki Oy (Nystads AB); smooth cd granit e for 
the facade: thc Pohjola company; ste atite columns. con­
soles etc.: Suomen Vuolukiviosakeyhtiö. - The cost of 
masonry wo rk was estimated at 20.000 marks. lbid. 22.4. 
1904 . - The use of stone in this building is discussed in 
Ringbom 1987. p. 179 - 180 . 

30. Bcfore thc fin al se lection of structures a Swedish expert. 
dircctor Ccdergren . was asked for a professiona l opinion. 
Cedergren proposed that the exchange ha ll be lit by high 
vertical windows inste ad of skyli ghts . This suggestion was 
no t followed . HPY/JKPTK 14 .5. 1904 . 

3 1. lbid . 26.9. 1904 . 
32. Kaartinen's work report: Kaa rtinen 1905 . 
33. The precise description of the concret e- laying is difficult, 

and the sectional drawings are not detailed . Nor are there 
any records of concrete-laying at the site. The work was 
undertaken by the Helsin gfors Asfaltaktiebolag company. 
Kaartin en 1905. 

34. HPY/JKPTK 26.9. 1904. 
35. Also Finnish manufacturcrs were asked for tenders for 

the roof structure. These included the Kone- ja Silt ara­
kennusosakeyhtiö company. HPY/JKPTK 13 .6. 1904. -
The structure was made by the Franz Zimmermann com­
pany of Werdau-Leipzig accordin g to designs drawn up 
by Castren. lbid . 5.7.1904. 

36. lbid . 
37. A det ailed account of the structure is given in Kaartin en 

1905 . Combined with the outer part of the supporting 
structure was a cement vaulting as weil as insula tion on 
the inne r and outer surfaces. A light vault was construc­
ted on the inside with wire netting and pl aster. Heating 
pipes were installed in side the shell , whereby insul ation 
and refl ected heat was provided for the hall. 

38. Kaartinen 1905. 
39. At the sa mc time as industry strove to establi sh stan­

dardized work and products. more efficient modcls of or­
ganization were sought for office work. The work of the 
te lephone operators resembled factory work. but was of a 
different nature and status. The work settin g crcated by 
Sonck was based not only on efficiency but a lso on a 
social hic ra rchy of the interio r. Rationa li zed work , supcr­
vision and standardizat ion were common trends in early 
20th-century businesses and industry on the whole. An 
international influence was the so-ca lled scientific man­
age ment move ment. which was especia lly prominent in 
Germany. On this point. see Merkle 1980. 

40. The completed building was presented in the following 
publications: Rakentaja XI - Xll 1905. p . 101 - 103: Arki­
tekten Vll 1905 . p . 68 - 7 L Veckans Krönika 34 1906. p. 
552 - 555. - According to the estim ate the cost of the 
building was 410 .000 marks. Söderlund 19 16. p. 52. The 
final cost of the masonry was 28.000 marks , Kaa rtin en 
1905 . p . 101. - Sonck's fin al fee was the subj ect of long 
debate in the board . and was settled at 19,692 marks. 
HPY/JKPTK 26.2.1906; ibid. 23.3.1906. In 1988 this 
would havc amounted to c. 344.000 marks (US$ 86.000). 

41. Kivinen 1961. p. 84-90. 
42. The nature of intcraction is hard to defin e in thi s connec­

tion . Red stone was no t used in the lower part s of the 
church. and it appears that Sonck decided upon its use 
during the construction process. 

43. Kaartinen 1905. p. 102 . 
44 . This inte rpre tation of stone walls was common at the 

time. Historica l proto types were followed no t only in 
terms of form and materi al but also in the use of various 
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techniques. E.g. the Morgan Library (New York 1907) by 
Charles McKim where th e marble blocks a re jo incd with ­
out plaster. The desire was thus to link the stylistic ap­
paratus of the building . i.e. High Renaissa nce. to hi story 
also on the leve l of execution . 

45. HPY/JKPTK 10.2. 1904. 
46. As pointed ou t by Wäre ( 1989. p. 153). suspended cables 

were no la nge r used in the early 20th century. These 
would natu ra ll y have implicd the technica l purpose and 
content of thc building. 

47. The plaste rin g and stucco work was ca rricd out by Carl 
Slotte. Kaartinen 1905. p. 103. 

48. HPY/JKPTK 26.2. 1906. lt is a lso possible th at Jung was 
directly employed by Sonck and not paid separatel y. 

49. The board with added members which supervised thc 
building project included thc bank directo r A. Norrmen. 
Emil Schybergson and mayor E. Öhman. HPY/JKPTK 
171.1.1904 . 

50. On criticism. see e.g. Kallio 1907 . p . 762. 
51. An almost contemporary parallel is the Gothcnburg 

Power Plant designcd by Hans Hedlund and built in 1907. 
This building involves thc sa me elements as Sonck ·s 
building (asymmetry. natura l stone. plasticity). The con­
tent of the building is , however. expressed in two ways. 
The !arge arch of the portal is enframed by a clea rl y rec­
ognizable frieze of incandesce nt lamps. and the volume is 
divided so that the ha ll with the technica l eq uipm ent is 
clearl y separa ted from thc offices. 

52. This co urse of development has been noted by several 
scholars. See e.g. Hause n 1977; Nikula 198 1. Ch. II. p. 
25 -28; Nikula 1988; Wäre 1989 and especiall y the refer­
ences of the above tcxts to the work s of Gesellius, 
Lindgren , Saarinen. 

53. The inte rior vaulting of the Po lytechnica l Students House 
and its pill ars of stone blocks bear a close resemblance to 
Sonck's muse um proj ect . A possible interaction is all the 
more understandable as both architects trained under 
Sonck. 

III .4 The Privatbanken building 

II /.4 . I. Th e project 

1. The drawing material consists of the originals of the main 
drawings in the archives of the Union Bank of Finl and 
(January 1903), the less-detailed. approved main drawings 
from February 1903 (HKA; copies HKRVVA) as weil as 
Valte r Jung's sketches fo r the interior and the decora tion 
(SRM andin the possession of Mrs Ulrica Eklund). 

2. On the va lues of property and lots in the centre of 
Helsinki , see Aström 1957 . p . 142- 178. This block con­
tained the la rgest number of shops and offi ces in the 
centre of Helsinki . 

3. See Aaku 1955 , p . 65. The Privatbanken specifically 
served the Swedish-speaking capital owners. See also 
Hirn 1906-. p .48-52 and Schybergson 1913 ; see also Pri ­
vatbanken 1905. 

4. Address- och yrkeskalender fö r Helsingfors stad 1897-
1901. 

5. Hirn 1906- , p . 49 . According to Hirn, the board of 
governors of the bank decided upon renovations only as 
late as 1903 , whereby Sonck would have worked very fast. 
The drawings are dated January 1903. The decisions of 



board cannot be verified. as the archives of the bank were 
destroyed whcn it was merged with the Nordic U ni on 
Bank in the 1920s. 

6. lbid. p. 48. 
7. See Chapter III on the Helsinki Telephone Association 

building. 
8. Aaku 1955. p . 65. 
9. Thc building had previously bee n a lte red by Theodor 

Höijer in 1876 and Waldemar Aspelin in 1896. among 
others (HKRVVA). - The o ld and new structures a re 
shown ove rlapping in the plan in the archives of the 
Union Bank of Finland. Alterations also involved the so­
called Edlund corner . a bookstore at the corner o f the lot. 
Records do not show whether the furnishin gs o f this store 
were designed by Jung. Nor have any drawings or photo­
graphs been preserved. A graphic account of the new in ­
terior of the bank is given in the Hufv udstadsbladet daily. 
and this source is of primary importance owing to later 
changes in the bank . Hufvudswdsbladet 1904 no. 245 . 
10.9 .. p . 5. 

10. The vault was built so that the outermost part consisted 
of a granite wall strengthened with " iron bars" . The inner 
vault with it s armoured stee l covering was divided into 
severa l compartments. This technica ll y demanding struc­
ture was ordered from A. E . Rosengren of Gothenburg 
(Hufvuds/adsbladet 10.9.1904) . The vault was of simil ar 
structure as the examples in the 1902 vo lume of Hand­
buch der Architektur on banks. Handbuch 1902. 

11. Thc stained-glass window designed by Valter Jung was 
made by S. Wuorio of Helsinki; Arkitekten I 1905. p. 2. 
lt is now in the ha ll of the Fiscal Office o f the Cit y of 
He lsi nki at 110. 11 North Esplanade. 

111.4.2. New premises 

12. HKRVVA 
13. The colour-coding of thc materials is shown: HKA. build­

ing plans and drawing coll cction of the Hel sinki Adminis­
trative Court . 

14. Shown in the series of drawings in the archivcs of the 
Union Bank of Finland. 

15. lbid. 
16. No designs o r drawings of thc va ult havc bee n prcsc rved . 

The only ava il ablc document is a photograph where part 
of it is shown . Hirn 1906- . p. 52. lower photograph . 

17. HKRVV A. a lteration drawi ngs. The alt erati on was part 
of the construction work and not a later addition. This 
study does not mention changes to the ex terior of thc 
building. These concerned thc divisions o f panes o f cer­
tain windows and the abovc- mentioned altcrations of thc 
part fac ing Unioninkatu. In connection with the changes 
to the main porta l th e windows on both sides were give n 
their fin a l sq uare form. smaller than the othcr windows. 
The a lt cration drawing also prcscnts the use o f steatite in 
the portal . 

18. Granite was supplied by two companics. Thc granite of 
the interior was delivered by Osakcyhtiö Granit. and thc 
masonry of the entrance ha ll by Suomen Kivitco llisuus 
OY, Arkitekten l 1905 , p. 3, 6. 

19 . The steatite was supplied by Suomen Vuolukivi OY. lbid. 
20. lt may be mentioncd here th at e .g. the French critic 

Etienne Avenard in hi s 1908 review of the hall o f the 
bank noted how its basic division rcsembling a mcdieval 
church was converted to se rve a completely new fun ction. 
Avenard 1908 , p. 24. 

21. In add ition to the Middlc Ages. o th e r general leve ls of 
rcfe rence ca n bc sought for the type of space invo lved . 
For example, thc combining of th e vestibule . it s side 
walls , the opening flank ed by two columns and the main 
ha ll derives from th e templum in anti s and on the secular 
leve l from th e megaron . 

22. SRM. archives o f originals. This unsigned and undated 
drawing is the o nl y one show ing the loca ti ons o f the fur ­
nishings in th e area used by th c bank staff. 

23. T hc furniture was made by Sörn äist en puuse ppätehdas 
and Helsingin Puuse ppäin Oy; Hufvudstadsbladet 1904 . 
no. 245. 10.9 „ p.5. O n the colours o f the furniture. see 
Veckans krönika no. 38 1904 . p. 6 17-620. 

24. Made by Hj . Fagerroos. A rkitek ten l 1905. p . 3. 
25. The ra ilin g was de signed by the a rchit ect Arne Rancken. 

Veckans krönika 110. 38. 1904 . p. 620. 

111.4.3. Decoration and hisrorical fearures 

26. Valter Jung (1879-1946) graduated as architect in 1902 
and became Sonck ·s ass istan t in 1903. From 1905 onwards 
he had a joi nt architect's office with Emi l Fabritius. Ex­
cept for St. Michae l's Church . St. John"s Church and the 
Privatbanken . his part in Sonck 's works of a rchitect ure is 
hard to verify. He appears to have prepared at least the 
pl an of deco ration for the so-called Kise lcff House in 1904 
(Unioninkatu 31 in Helsinki). According to the obituary 
writtcn by Sigurd Frosterus . Jung was originally involved 
as much in arts and crafts as in architecture. Working in 
Sonck's office he appears to have learned about the com­
position of space and accordingly devoted his efforts to 
architecture. While the Privatbanken was for Jung a 
chance to prove his merit in the fi e ld of craftsmanship , it 
also signified for him a shift towards architecture . For the 
young Jung the int er ior decoration of the bank was a suc­
cess simil ar to Sonck ·s successes in architectural compet­
itions during his student years . lt appears tha t Sonck used 
Jung specifica ll y as a designer of decoration and furnish­
in gs. and he should no t be regarded as a typical assistant 
architect. Jun g also draft ed final drawings . and th e style 
and tcchnique of the original drawings for the Privat­
banken building correspond to the technique of his 
sketch-boo k. O n Valter Jun g, see Frosterus 1946. - T he 
stucco and painted decoration of the bank was carried out 
by Carl Slotte. Arkitekten l 1905. p . 3.26. 

27. E.g. in the a rticle in Veckans krönika. A .Ö. 1904. 
28. A. 0. 1904. p. 618. 
29 . lbid . p. 620. 
30. lnterpreted as part of the idea are the d iffuse leve ls of 

reference of the ha ll , whe re none of the themes is a dircct 
historical quo tc. Themes relating to Nordic prchistory 
(fornnordisk , dragestil) were cent ra l in the decoration of 
Sonck ·s wooden a rchitecture of th e 1890s. Extending 
these th emes into !arger entities followed from thc overall 
development of Sonck 's applications of histori ca l ma ter­
ial. On the applications of the above them es in the 19th 
century. see Grandien 1987. 

31. Part o f the decoration is in Jung·s sketch-book. 
32. A contemporary writer mentioned an "Assyrian-Baby­

lonian" association. This feature relates to the sa me levels 
of reference as the columns of the Telephone Association 
Building. A. Ö. 1904 . p. 620. 
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111.4.4. The Privatbanken building in the context of 
contemporary bank architecture 

33. Handbuch der Architektur 1902 . e.g. p. 152. 183. 
34. Andersson-Bedoire 1980. p . 272-273. 
35. Un ionink atu 30. Helsinki . The work is ascribed to the of­

fice of Gesellius. Lindgren. Saarinen. The facade of these 
drawings was not built, and the final version is accord ing 
to the drawings prepared by Saarinen in May 1904. SRM , 
the collection of the Saarinen working group . See a lso 
Hausen et a l. 1990. p. 152 - 157. 

36. The cornpetition was followed in the press. see Hufv ud­
stadsblade1 1904, no. 245. 10.9 .. p. 5. 

37. lbid .. see a lso A.Ö. 1904. p. 617 - 620. 
38. Arkitek1en 1 1905 . p. 2-6 and Modeme Bauformen 1906. 

Heft I. p. 28-3 1. The illustrations prese nt ed in Arkitek­
ten did not include a written eva luation , and thus contern­
porary professional critici srn is not ava ilab le. 

39. Avenard 1908. This ex ten sive article discussed , arnong 
other works. the Nordie Joint-Stock Bank and the Privat ­
banken. The writer saw as apparent the de rivation of 
the ir division of spaee frorn the rnedieva l church architec­
ture of Finland . - An illustra tion of the Privatbanken was 
also published in the Pari sian journal L 'Architecte, Mars 
1908, p. 16. 

40. A. Ö. 1904. 

III.5. The Eira hospital 

111.5.1. The commission 

1. SRM . Collection of the Saarinen working group. copies 
of docurnents re lating to the Fabianinkatu 17 apartrnent 
building. - On thi s building. see also Hausen 1990, p. 
98 - 101. 

2. See Jung 1901. 
3. See footnote 1. Both Zilliacus and Ehrnrooth were th e 

founders of the apartrnent building cornpany. - Läk ares 
sjukhusaktiebo lag. Kassabok . 

4. On the history of hospit als in late 19th-ccntury Finland. 
see Rasila 1983. 

5. Information on the origin and original prograrnrne of th e 
Eira hospi ta l is based on Sandelin 1935, Malm 1965 and 
the records of the archives of the Eira hospital. After the 
building was cornpleted. the cornpany se t up for corn­
rnissioning the project becarne the Eira cornpan y. in 
charge of running the hospital. 

6. The hospita l records do not contain any further infor­
rnation on the prograrnrne o r instructions to Sonck. 

7. Designsand drawings frorn two stages are ava il able. Dat­
ing back to the planning stage is a coloured facade dra­
wing of the part facing Tehtaankatu, signed " Lars Sonck 
1904" (in th e possession of the Eira hospita l) . The rnain 
drawings. which differed sornew hat frorn the above, were 
approved in May 1904 (HKRVVA; HKA . construction 
drawin gs collection of the Helsinki Administrative 
Court). Sonck's involvernent in the project frorn the very 
beginning is evidenced by the fact that he was already 
paid in April 1904 (Läkares sj ukhusaktiebolag. Kassabo k, 
3.0.4. 1904) . 
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111.5.2. Inferior and function 

8. According to Sandelin 1935. See a lso drawings , 
HKRVVA . In the structural solutions th e enginee r Hj a l­
rnar Castren was again consulted (Läkares sj ukhusa k­
ticbolag. Kassabok. Kassabok 3.9. 1904). A payrnent for a 
"cernent floor" was rnade to an unspecified recipient 
(ibid. 21.1.1905). 

9. The original functional division of the roorns is shown in 
a series of drawings published in Arki1ekten VII 1905 , p. 
66-67. 

10. " Eira. Hufvudstadens rnode rnaste sj ukhus". Veckans 
krönika no. 25 1905 . p. 390. 

11. See Rose nberg 1987. p. 133. 
12. Veckans krönika no. 25 1905. p. 390. The fri eze has been 

rernoved. 
13. Drawn in Jung·s sketch-book arc chai rs still in use in th c 

hospital. On the o ther hand. Frölander is rn cntioned as 
the designer of th e furnishings (Veckans krönika no. 25 
1905 , p. 390). In 1905 Jung was involved in founding his 
own architect's office toge th er with Emil Fahritius. and 
he was replaced by Frölandcr. Frölander was a Swedish 
rnaster-builder . who had origina lly corne to Finland in 
1898 to work for Gustaf Nyströrn . with whorn he served 
for five years. See Hansso n 1989. p. 3 13 . There a re no 
references to the design of th e o rnarnents in connection 
with the hosp it al. The int erior painting and ornarncnts 
were also in this case execu ted by the firm of Carl Slotte 
(Läkares sj ukhu sa ktiebolag. Kassabok 24.5 .1905) . 

14. Veckans krönika no. 25 1905 . p. 389 - 391. 
15. The use of hard and non-porous rnaterials in hospitals had 

been a subj ect of discussion for a lang time. Also stressed 
was the irnportance of sufficient air and ventilation. In the 
background were late l 9th-century ideas of the aerial 
spread of diseases (the so-ca lled rniasrna theory). The de­
cision not to build !arge wards or to reserve a certain vol­
urne of air per patient was not hased on a reject ion of the 
earlier theories. but on the fact th at the hospi tal did not 
adrnit patients with cont agious diseases. Owing to the 
lack of docurnentary evidence . it is difficult to say which 
theories of treatrnent and cont agion prevention Zilliacus 
preferred. - On the hygienic principles of late 19th-cen­
tury Swedish hospit a ls. see Ärnan 1970. On Wagner's 
choice of rnaterials with respect to hygienc. see Pehnt 
1984. 

16. On hygiene . cleaning and the harne environrnent in the 
late 19th and ea rly 20t h ce nturi es, see Forty 1986. eh. 7 
" Hygiene and cleanliness". 

111.5 .3. The exterior 

17 . Stenius 1969 , rnap no. 185; Äströrn 1957. p. 226-227. 
18. Äströrn 1957. p. 228. In the 1902 building scherne the 

blocks were set apart for villas. lbid . Map 36. 
19. See Salokorpi 1981, p. 136. According to the joint pro­

posal of Bertel Jung, Arrnas Lindgren and Sonck. the 
cornpany intended to build a villa suburb in the area. The 
plan related to the proposal was drawn up by Sonck, and 
forrned the basis of the 1908 town plan prepared and ap­
proved by the city authoriti es. 

20. The original colours. rernoved in 1986. can be seen in the 
coloured facade drawing frorn 1904. 

21. The costs of the lot. building and interior decoration 
arnounted to c. 300 ,000 rn arks . Sandelin 1935 . p . 461. The 
rnasonry of the Telephone Association building cost 
28 ,000 rnarks. 



22. Sande lin 1935 . p. 461. - Although the hospit al was pre­
se nt ed with illustrations in a number o f publications. no 
professional reviews we re published. 

23. The passage is from an un signed review in the week ly 
Veckans krönika unde r th e heading " Hufvudstadens 
modernaste sjukhus" (The Most Mode m Hospita l in the 
Capital); Yeckans krönika no . 25 1905, p. 389-39 1. The 
article refers to the hospital i .a. as " more like a first-r ate 
modern . private ho tel",". . the patients· rooms appea r 
to be extremely inviting and comfortable 
(" ... snarast som ett mode rnt , fö rn ämt priva tho tell ". 

sjukrummen värka ytte rst inbjudande, hemtrcf-
liga. 

111.6. The Kallio church 

lfl.6. 1. Initial stages and planning 

1. The o riginal so urces are in se ries of documents in the ar­
ehives of the Kallio congregation in Helsinki: Bui lding 
committee minut es and appended material (RTKPTK) ; 
competition jury minutes (KLPTK). The programme was 
published in a booklet . " Pristäflan för kyrka i Be rghäll" 
(Competition for a church in Kallio). He lsingfors 1906. -
The various stages and results of the competition were 
reported with profuse illustrations in the trade press: 
Arkitekten VII 1906 , p. 105- 11 5; Rakennustaito no. 31 
1906 , 150- 156; Kotitaide X 1906. p. 135 - 146. - Dra­
wing mat eri al is available as follows: main drawings. Ce n­
tral Bureau of the Evange lieal-Luthera n Congregations of 
Helsinki ; drawings . alternatives and sketches from the 
competition stage , SRM and A M. 

2. RTKPTK , Förslag till ny kyrka ä omräde t Berghäll i 
Helsingfors (Project fo r a new church in the Kallio district 
o f Helsinki) , Jose f Stenbäck 1.5.1901. - Stenbäck pro­
posed the use of the reddish granite of Sörnäinen , as it 
had been successfully used rece ntly in the ground floor of 
an apartment building designed by Sonck at Pohjoisran­
ta-Rauhankatu in Helsinki . 

3 . Ringbom 1982 . 
4. RTKPTK 25.9.1906. includin g an excerpt from the of­

fici al letter o f 1904. 
5. Pristäflan . . 1906. The detailed progra mme defin ed i.a . 

the size of the stairs. Of significance for the interior was 
the ruling that only 30 % of the seats could be located in 
the ga lleries, which led to a !arge fl oor area and narrow 
galle ries. Also to be taken int o account were the needs 
of communication within the church and the possibility to 
vaeate premises quickly. 

6. On the competition. see publications mentioned in foot­
note 2. 

7. The main drawings were signed ''Hel singfors i Juni 1907. 
Lars Sonck". The drawings are mentioned as completed 
in RTKPTK 5.6. 1907. A letter from the C hapte r of the 
Diocese of Porvoo ( dated 25.1.1908) to the Northe rn Fin­
nish congregation of He lsinki mentions that the Senate 
had approved th e drawin gs. RTKPTK , references to 
works. 

8 . The original members of the jury were Counse llor of 
State C.G. Estl ander (chairman). Alexander Nyström 
and Onni Törnqvist (Tarjanne) as architectural experts . 
Yicar K. A. Hilden and Bertel Jun g (secretary). Est­
lander and Nyström resigned and were replaced by J . A . 

Nordman and the architect R . Bjö rnbe rg. KLPTK and 
Ko tit aide X 1906. p . 138 . 

9. KLPTK . For example. functionality was stressed in the 
foll owing terms: ". . in view of the church as a house of 
God or the a lt ar o r chancel as it s most sacred parts. we 
must not stray into preve nting such designs that would 
make the whole eve n more suitable for its purpose" . 

10. Gurlitt 1906. Gurlitt was specifica ll y referred to in the 
minutes. 

11. lbid . , p. 82. 
12. lbid. , p. 83. The original reads:" Dass endlich Aufgabe 

des protestantischen Kirchenbaue s ist . ein aus seiner Li­
turgie entwickl etes Haus zu schaffen. ganz unabhängig 
davon , ob er das in An lehnung an alte Sti le tut oder 
nicht. " 

13. KLPTK 23.5.1906. 
14. On Jung·s attitudes concern ing newer architecture in gen­

e ral and Sonek in particular. see Jung 1905. 
15. See Rakennustaito no. 31 1906 . p. 150- 156. 
16. Among other sources. Handbuch der Architektur pres­

ented solutions of this kind . G urlitt 1906 . 
17. Also this was shown as a pictorial example in the Hand-

buch. lbid. p . 296 - 297. 
18. KLPTK 
19. KLPTK 
20. The limitations o f the to lerance of this orientation. seeing 

itse lf as modern. was seen a couple of years earlier in the 
competition for the new railway station of Helsinki . in 
whieh Sigurd Frosterus ·s project represe nting Continental 
art nouveau did not meet with recognition. - On the 
competition for the railway Station. see Hausen 1977 . 

2 1. KLPTK 
22. See Chapte r III o f this work on St. John's Church . 
23. Minutes of the Parish Council of Kylmäkoski . 28.6. 1897. 

Sonek was requested to move the pulpit from above the 
altar table to its conventional place . - The author was 
kindl y in formed of the mate rial on Sonck in the arch ives 
of the Kylmäkoski congregation by District Dean Antti 
Lehtipuu. 

24. The chancel design was thus linked to newer German 
a rchitecture . lt can a lso be derived from the earlier ver­
sions o f Reformed church architecture in Central Europe 
and North America. Sonck was familiar with the history 
of Protestantism , as shown by the names of his entries. 
" Huss" = Jan Huss. the reformer , ,. Till Damaskus" (To 
Damascus) = the Pauline conversion. "Huss-Omarbet­
ning" (Huss reworked) = the purification of something 
already reformcd. 

25. For example , the architects Curjel & Mose r linked thi s 
combinat ion to the organ pipes located above and the 
square base with short cross-arms. This was all linked to 
the use of stone and Romanesque themes as we ll as 
American and domestic features in a way that made the 
buildings analogies to St. John 's Church . See Gurlitt 
1906, p. 379 - 38 1. - With respect to Sonck's floor plan , 
Otzen and hi s church in Rheydt must also be mentioned . 
lbid . p. 332. 

26. KLPTK 
27. Evaluation of the entry. KLPTK . - The scries of illus­

trations for the en try is o nl y partiall y prescrvcd with re­
spect to the exterior. SRM. archives o f origina ls. 

28. Rakennustaito no. 11 1906. p. 156 . lnce nsed by critici sm. 
Nyström dcclined to participate in this stage of the com­
petition. He also presented the jury with a long letter in 
which he criticized its general principles. Nyström stated 
that he was we ll aware o f thc views of Gurlitt. KLPTK. 
le tt c r dated 29.8.1906. 

29. The entries have been partl y preserved in the SRM and 
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AM archives; they were also published in part in the 
press. 

30. ÄM; Kotitaide X 1906. p. 135. 
31. RTKPTK 11.10.1906. In this connection a fee of 33.100 

marks was agreed upon for Sonck. - A \arge number of 
sketches and two large-scale. coloured facade drawings 
have been preserved of this stage (SRM). 

32. For example, the text of the illustrations presenting the 
south and east facades (SRM) reads: " Lars Sonck invenit 
- D.W. Frölander pinxit ". The exact dating of these dra­
wings is not known. I assume that they were prepared in 
between the competition and the main drawings in order 
to demonstrate the progress of the planning. They may 
also have been intended for public display. for Sonck par­
ticipated in an exhibition of architecture staged in the late 
autumn of 1907 by the Architects ' Club at the House of 
the Nobility in Helsinki. Also the main drawings are by 
Frölander. 

33. SRM, arch ives of originals. 
34. The meta! of the main drawings is copper plate. In the 

two illustrations mentioned above the colour is bronze. 
35. RTKPTK 5.6.1907. 
36. The materials , furnishings and equipment of the church 

were supplied as follows. Masonry of the foundation and 
socle: Osuuskunta Kivi; facade masonry: Suomen Kivi­
teollisuus Oy; concrete work: August Kiökemeister/All­
gemeine Beton und Eisengesel lschaft (Berlin); interior 
furnishings: Helsingin Puuseppätehdas Oy ; lighting fixtu­
res: Siemens & Halske (Helsinki); painting: Carl Slotte; 
organ: Schlag & Söhne (Schweidnitz, Silesia); church 
bells: Franz Schilling (Apolda in Thüringen). RTPTK, 
appendices. 

37. RTKPTK 7.4. 1908. On Wäänänen's background. see 
Tolonen 1930, p. 636-637. 

Ill.6.2. Construction and the final result 

38. RTKPTK 10.3.1908. - On the relationship of the 
masonry of the Kallio project with broader courses of de­
velopment in the Nordic countries, see Ringbom 1987 . p. 
228-23\. 

39. lbid. 29.5. 1908. Appended masonry contract. 
40. lbid. On the masonry , see also "Kostnadsförslag till 

Berghälls kyrka" (Proposal of costs for the Kallio 
church), s.a. - Especially high-class material was desired 
for the structurally central stone columns. Letter of the 
Chapter of the Diocese of Porvoo to the building commit­
tee 25.1.1908. RTKPTK. 

4 l. lbid. , estimate of costs. 
42. Owing to sparse sources, the extent and nature of the 

concrete work are hard to define. In an undated estimate 
of costs , prepared most probably after the main drawings, 
concrete vaulting and stone columns are specifically men­
tioned. Kiökemeister's tender of 8.8.1908 does not men­
tion who prepared the special plans. In an article source 
(Nurminen 1977 , p. 50, correction) Castren has been 
mentioned as having influenced the matter , but he is not 
mentioned in the documents. An unsigned draft of the 
calculations of strength has been preserved. In the 
autumn of 1908 it was recorded that the laying of concrete 
was to be interrupted for the winter. RTKPTK 5.11.1908. 
- Kiökemeister gave a two-year warranty for his work, 
ensuring durability according to the Prussian normal regu­
lations of 1907. 

43. RTKPTK, appendices. Carl Slotte's estimate of the paint­
work 9.3.191 l. The capitals are not of stone. but of a 
specially prepared cast material mixed with sandstone. 
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44. A lang letter by Merikanto and Klemetti regarding the 
organ has been preserved. The letter closes with the ob­
servation that "it would he preferable if Messrs architects, 
before embarking upon drawings and designs for ncw city 
churches , would consult music experts on the dimensions 
of space required by organ galleries. This would prevent 
a situation detrimental to the development of church 
music, such as we have again had the opportunity to ob­
serve" . 

45. Above the vault of the chancel and in an unseen location 
was an echoing device (Fernwerk). transmitting sound 
through the open ceiling of the vault. 

46. RTKPTK 19.1.1911. 
47. The sketches for the chancel wa ll include two panels. for 

which paintings or reliefs were intended. SRM. archives 
of originals. 

48. The reliefs were made by Forselles in 1911. They were 
offered for sale by a "consortium '' consisting of Maria 
Wiik , Anna Sahlsten , Hann a Rönnberg , Helene Wester­
marck and Constance Ullner. The purchase was approved 
by experts such as E. Aspelin-Haapkylä. Yrjö Hirn and 
E. Järnefelt. RTKPTK , appendices. 

49 . RTKPTK , appendices; ibid. 5.12.1910. 
50. lbid. 24.11. 1908; 18. 12. 1908 
51. lbid . Sonck's letter to the committee, l.12.1910. 
52. Construction work finally proceeded at a very slow pace. 

The church was to have been finished by All Saints' Day 
191 I ; the inspection was held only as late as 10 October, 
1912. The original name was to have been Petri Kyrkan 
(St. Peter's Church). Like the present name (Fi. kallio = 
rock , bedrock), this name would also have alluded to the 
bedrock upon which it stands, the surrounding area and 
the dominant material of the building. RTKPTK. 

53. The plaster model of the church from 1908 already had a 
square-based variant. See Veckans krönika no. 23 1908 , 
p. 182. Sonck had plaster models made of all of the chur­
ches discussed in this study. 

54. The consistent use and application of round arches , as 
weil as the cruciform plan with a tower . can be linked to 
Romanesque architecture . As there are no other referen­
ces to this period , I do not feel that Sonck aimed at any 
explicit level of association. More probably, he appears to 
have applied historical models without striving for refer­
ences. 

55. Paralle ls to the Kallio church can be found in the case of 
a number of Swedish churches where the same problems 
of history, materials and regionality vs. inte rnation ality 
were addressed. These were the Masthuggskyrkan in Go­
thenburg (Sigrid Ericson. 1910- 14) , the Vasakyrkan also 
in Gothenburg (Yngve Rasmussen. 1905 - 08); the En­
gelbrektskyrkan in Stockholm (Lars I. Wahlman. 1906: 
1909- 14). The Masthuggskyrkan contains clear referen­
ces to the brick architecture and the Middle Ages of the 
Baltic region, but on a very general level. lt also displays 
features that were common in Finnish architecture of the 
early years of the 20th century. The Yasakyrkan is of 
natural stone, and its interior refers back to the Ro­
manesque in a way that was even more generalizing than 
in the Kallio church. The Engelbrektskyrkan is perhaps 
the closest parallel. with its highly centralized volume and 
its manner of applying history as a material, whose use 
does not derive from any specific examples. 

56. The church designed by Schilling & Gräbner in Strehlen 
(1905) is of symmetrical long form with a tower. The 
design of the lower part of the tower is repeated in the 
Kallio church. This work of architecture was described in 
a number of publications. including L'Architecte , 15 Jan­
vier 1906, p. 71. 



57 . This point has bee n presented by Wäre 1989. p . 130. 
58. On examples , see Gurlitt 1906. p. 442 . 
59. Frosterus 1911 (a). 

III.7. Sonck's project for Parliament House 
in Helsinki 

1. The exact date when the competition was declared is not 
mentioned in printed sources. The programme of the 
competition was discussed in October 1907 at the Archi­
tects' Club; Arkitekten VII 1907. p. 138 . The jury judged 
the entries on 15 February, 1908 ; Arkitekten II 1908 . p . 
13 . 

2. The competition entries. with illustrations, were pub­
lished together with the minutes of the jury , see Arkitek­
ten II 1908, p. 13 . 

3. The o riginal drawings a re in the archives of the Museum 
of Finnish Architecture (SRM). The subsequently lost 
perspective drawing was published in Arkitekten II 1908. 
p . 25. 

4. On related criticism , see Arkitekten II 1908, p . 17 - 18. 
5. Article by the pseudonym "Arkitekten" (Architect) in the 

journal Arkitekten; "Apropos lantdagshustävlingen" (On 
the Parliament House competition) . Arkitekten II I 908. 
p . 29-30. The writer regarded Sonck's facades as highly 
successful works o f design . and expressed his amazement 
at the jury 's negative comments concerning the floor 
plans of the " Plenum" entry. In his view , the latter fea­
tures were thoroughly thought out. 

III.8. The building of the Mortgage 
Association of Finland 

III.8 .1. Points of departure 

1. On the history of the Mortgage Association of Finland 
(Suomen hypoteekkiyhdistys), see Pihkala 1961. 

2. lbid ., tables p. 138. lt was profitable at the time to invest 
and amortize accumulated capital through construction. 
The Association operated to "protect the association from 
removal and relocation " . The Mortgage Association of 
Finland. Yearly report of the board and audito rs' state­
ment for the fi scal year of 1906, p. 5. 

3. On the value of this block and the adjacent ones, see 
Aström 1957 , map 22. 

4. Pihk ala 1961 , p. 134. Schybergson 's and Sonck 's cooper­
ation had begun already in connection with the Tel e­
phone Association project . 

5. The Mortgage Association of Finland, minutes of the 
board 10.1.1907. 

6. lbid. 18.1.1907. Building costs were es timated at 450,000 
marks . to which the price of the lot , 250,000 marks , was 
added. - The project is described in an exceptionally 
complete series of documents. All costs are verified, and 
the dail y labour records have also been preserved. The 
project was also discussed in the minutes of the board 
meetings . - Drawings and plans are prescrved from three 

stages of the project: an undated ske tch by Sonck . pos­
sibly from the winter of 1907 (Mortagc Association of 
Finland. Helsinki) and floor plan sketches belonging to 
the above (SRM, archives of originals) ; the approved 
main drawings and plans of April 1907 (HKRVV A; 
HKA , building plans collection of th e Administrative 
Court of Helsinki) ; and a large undated , coloured illus­
trati on of the fin al appearance of the building (SRM , ar­
chives of originals; publishcd in Arkitekten IV 1909 . p . 
51). 

7. HKRVVA 
8. Minutes of the board 27.4.1907. 
9. Nybyggets ve rifikationer (Building project rece ipts). Joh. 

Johansson was chosen as the master-builde r and his sig­
nature is on the records for daily labour . 

10. Minutes of the board 22.5.1909. 

JJI.8.2. The facade 

II. HKRVVA 
12 . SRM , a rchives of originals. The exact date of the large 

water-coloured drawing is not known . lt is most probably 
of a late r date than the main drawings . for it corresponds 
to the final version. The function of this illustration is not 
clear , as it was not prepared for thc client . Also this illus­
tration may have been made for the exhibition of archi­
tecture he ld in the autumn of 1907 in order to prescnt the 
future building (see the section on the Kallio church). 

13. The tenders for the masonry work were reviewed already 
in late April before the official approval of the main dra­
wings. Minutes of the board 27.4.1907. Nybyggets verifi­
kationer (Building project receipts). invoice of 31.8.1908. 
See a lso Rakennustaito no. 8 1909 . p. 101. 

14. As pointed out by Ringbom . masonry technique had only 
at this point reached the stage where granite could be 
shaped by machine. See Ringbom 1987 . p. 231 and 
239 -24 1. 

15. See Lilius 1984 , fig. 20, p. 44. C.L. E ngel 's alterations to 
the original plans for the so-called Heidenstrauch building 
are from 1838. I am refe rring he re to the way in which the 
wings delimiting the yard and extending to the pavement 
are in frontal vicw a pa rt of the articulation of the main 
volume. 

16. The te rminology of classica l architecture can only be ap­
plied freely to the facade. lt is used. howeve r. in order to 
demonstrate the way in which classicism was applied in 
this case. 

17. SRM, archives of originals. Drawing published in Arki­
tekten IV 1909 . p. 51. Also Frosterus mentions Frö-

lander's role in designing thc ornamental motifs o f the fa­
cade; Frosterus 1909 , p . 69. 

18. As mentioned by Ringbom , this theme is of Spanish 
origin. lt was introduced in Stockholm by I.G . Clason 
(the Halwyll Palace , 1893- 98). from where it came to 
Helsinki (Grahn-Hedman-Wasastjerna, the Wasa Bank 
building , 1898-99) and was finally applied by Sonck in 
the Mortgage Association building. See Ringbom 1987 , 
p . 102- 103 ; 24 1. 

19. The facade may aga in be compared with the Telephone 
Association building. wh ere cach storey forms a clearly 
separate unit with individual features of design . - Exam­
ples o f Höij e r's facades are thc buildings at Erottaja 2 and 
Erottaja 19 in He lsinki . This has a lso bcen pointed out in 
Viljo 1985 (a). p . 167. Thc ultimate background factor 
was the division of facadcs in the High Renaissance 
palazzi of Italy. 
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20. Presented in A rkitekten IV 1909, p . 53, 64-70 : A rkitekten 
I 1910, p . 2-5 , 56-57: Rakennustaito no . 8 1909, p . 101; 
Veckans krönika no. 8 1909. p . 57-58: Hufv udstadsbladet 
no. 165 22.6. 1906 , p . 6-7 (= Strenge ll 1909) . 

21. Frosterus 1909. 
22 . Ahrenberg 1909. - On Ahrenberg's a rchitectural writing, 

see Lukkarinen 1989. 
23 . Ahrenberg 1897-98. 

111. 8.3. Th e structures and the inferior 

24. Nybyggets verifik ationer (Building project rece ipts); 
Kiökemeister's itemized invoice 1. 3. 1909 and payment fo r 
same 14.2. 1907 in which the system is mentioned. Castren 
was paid for the structural calculation and drawings. An 
unclea r feature is the fac t th at the Helsingin se mentti- ja 
asfa lttiliike firm stated that it had carri ed out the concre te 
laying (Hirn 1906-, p. 281). The drawings and special 
plans would thus have been prepared by Sonck , the calcu­
lations by Castren , and Kiökemeister would have built 
the structures with the aid of sub-cont ractors. 

25 . In addition to the drawings , see interior view ; Hirn 1906- , 
p . 283. 

26. Building proj ect receipts , payment on 3. 10. 1908. 
27. The Finnish-made roof trusses of the skylight are of stee l. 

Building proj ect receipts. 
28. Strengell 1909. 
29 . lbid . The rooms and premises were prese nted extensive ly 

with illustra tions: Arkitekten I 19 10, p. 2- 4, 56- 59. The 
fl oor plan by Frölander illustrates the dimensions of the 
fin al version . In connection with this project , Frölander 
became the artistic director of the Sandviken carpentry 
firm . Strenge ll 1909. 

30. The furni shings of the hall were related to the ex te rior 
a rchitecture also on the stylistic level. The fo rms and ma­
teri als, dark hardwood with brass embossings, alluded to 
the ea rly 19th century. Most of the furni shings, including 
the counter, are still in use in the prcmises of the Mort­
gage Associ ation at Yrjönkatu 9 in Helsinki . 

31. The painting work was again carried o ut by the firm of 
Carl Slotte. The plaster fe atures of the architectural a r­
ticul ation of the inte rior were made by J . W . Lindgren , 
known as both "modeller" and "sculptor". Building 
project receipts. Special glass panes were ordered from 
Paris, the roof trusses of the ha ll we re made by the Kone­
ja Siltarakennusyhtiö firm , the lugino walls were supplied 
by E. Tilgmann and the beaten works and light ing fixtures 
we re made by the Koru Oy firm . T he furni shings were 
made by several carpentry firm s. 

32 . Building pro ject receipts. 
33. Writing of the capita ls of the facade, Frosterus observed 

th at they suggest beaten meta! work more than stone. T he 
concept of meta! parts may thus have even influenced the 
dressing of stone . Frosterus 1909, p. 68. 

34. Reserved fo r the purpose were 700,000 marks , including 
the price of the lo t. However , the fin al costs amounted to 
1,1 90,000 marks. Pihkala 1961, p . 139. 

35. Building proj ect receipts , Kiökemeister's invoices; ibid . 
the invoices of the Suomen Kiviteolli suus firm . 

36. Sonck's fee was 29,000 marks. lbid , to tal of fees paid to 
Sonck. 

37. Strenge ll 1909. 
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III . 9. The Helsinki Stock Exchange 
building 

111. 9. 1. Structures and di vision of space 

1. T hc fo ll owing is base d 0 11 Tide rm an 1937 and Frcnckell 
1980 s.a. 

2. Frencke ll 1980. 
3. T ide rm an 1937. p . 33. 
4. Frencke ll 1980. 
5. lbid. , and other document s in th e possessio n of the Stock 

Exchange Clu b. 
6. T iderm an 1937 . p . 33: other documents of the Stock Ex­

change Club : Frencke ll 1980. 
7. These sketches were published in A rkitekten ll 1910 p . 

26 - 27. In th e fo undin g meeting held at the 
Se ura huone hot el an d restaura nt on 9.3. 19 10 Sonck 's fa­
cade sketch was print ed on the menu : collec tions of the 
Stock Exchange Club . Cf. th e simil ar situation in connec­
tion with the Eira hospita l. 

8. T he water-coloured main drawings are hung in the 
Helsinki Stock Exchange (facade and lengthwise prujec­
tion): th e co rrespondin g approved drawin gs H KR VV A ; 
Tiderman 1937. p. 34 . 

9. T iderm an 1937. p . 34. 
10. The costs amounted to 1,477 ,798 marks. Ava il abl e 

so urces do not te l1. whether the price of the lo t (385,000 
marks) was included in th e sum . In additi on to these were 
th e costs of furni shin gs fo r th e Stock Exchange Club. over 
100 ,000 marks. Tiderm an 1937, p. 34 and Frenck e ll 1980. 
The estim ate of costs of the Kallio church, built at the 
sa me time , was thus onl y a third of the above. 

11 . The fcw documents do not provide in fo rmation 0 11 th e 
structures or their designer. Because o f the leve l of re-
4uirements. Castren is aga in the most probable choice. 
The company is mentio ned in Hirn 1906-, p. 282. 

111. 9.2 . Th e fa cade 

12. On the design , see Arkitekten 11 . 19 10, p . 26 - 27. 
13. Documents o f the Stock Exchange Clu b. 
14 . The building was described in Kotitaide l & 11 1911, p. 

3-4 . 

III. 9.3. The courtyard and the stock exchange hall 

15. Arkitekten 11 1910 , p . 27. - Described with illustrations 
in Kotitaide l & 11 1911 , p . 3-4; Veckans krönika no 6 
19 12, p . 49. There was a lo t of greenery also alo ng the 
ra ilings of the sta ircase. 

16. On the various stages of Östbe rg's design of the City Hall , 
see Corn e ll 1965. 

17. Lette r from Ragnar Östberg to Sonck , 4.4. 19 11 . Estate 
of Mrs G reta Stengärd . - The !arge Blue Hall ( Blä H al­
len) of the Stockholm City Hall, rese mbling an exterior 
spaee, has a brick surface and a !arge open sta ircase of 
Renaissa nce derivation . 

18. Mentioned i.a. in Nikula 198 1, p . 30. See also an exten­
sive presentation of Dani sh archi iecture in Arkitekten VII 
1907, p . 133- 136, 153-160 . 

19. O n these po int s, see Rin gbom 1987, p . 232-244. 
20. Berlage 's Stock Exchange is discussed in deta il in Singe­

lenbe rg 1972. 



2 1. The fix ed furnishings and the furniture o f the courtya rd 
and the exchange hall were designed by Gösta Kulvik and 
they wcrc madc by the Sörnäisten Puuseppätehdas firm. 
The beaten works. lighting fixtures and th e brass ga tc of 
the courtyard were made by the Koru Oy firm (Kotitaide 
1 & II 19 11. p. 3-4) . T he dispute caused by the furnish­
ings of the club was discussed with numero us illust ra t ions 
in Arkitekten II 1911 , p. 33 - 37. D . W. Frölander had 
prepared an overall plan of furnishings in his capacity as 
artistic director of the Sandvikcn company. T his tcndc r 
lost out to a firm from London. In vicw of thc back­
ground of the club. it was logical to ordcr thc furniturc 
from England . 

111.9.4. The nature of the achievement 

22. In 1906. arou nd th c time when the stock exchange be­
came a timcly issue. the a rchitect Jac . Ahrenbe rg sug-

IV. THEMES 

IV .1. Clientele 

1. State Archives, Helsi nki Ci ty Administrative Court Ar­
chives, Registration of deed. 5 May 1909. Schybergson 
sold a lot which he had previously owncd to th e Aktiebo­
lage t Manegegatan 2 A (later 4) company. of which he 
was a board member. 

2. On Kulosaari, Sonck and Schybergson. see Kolbe 1988. 
3. See Hausen et al. 1990, p . 185- 186. 
4. Sonck 's Scandinaviani sm was thus on the ge neral lcvc l of 

cultural o rientation . An example of a different attitudc 
towards foreign architecture is the early 20th-century 
Anglophile spirit of Hermann Muthesius and Adolf Loos . 
In thc Fi nnish context . thi s has been referred to by Yiljo 
in her article "De ·svenska libe ralcrn a' i den finländ ska 
arkitekturen kring se ke lskifte t" . Taidehistoriallisia tut­
kimuksia - Studies in A rt History 9. Ekenäs 1986. 

IV.2. Materials and structures 

IV.2.1 . Brick 

1. This has been discussed in Wäre 1989. p. 124. among 
other sources. 

2. Sonck especia ll y used dark Helsingborg brick. which had 
been produced i:1dustri ally sincc 1903. This materia l was 
used in the te lephone exchange at Runebergink atu and 
Kaarlenkatu ( 19 14 - 15) and the Kesk uskirjapaino print­
ing premises at Erottaja in Helsinki ( 19 11 -13) . - On th e 
use o f brick and ston e. see Ringbom 1987. p . 232. 

IV. 2.2. Stone 

3. Rin gbom 1987 provides a broader framework for thc 
problems re lated to stone discussed in this study. and a lso 
covers the re lated phcnomena of the 19th century. On 
Norway. see p. 20 1- 210. 

11 - Korvemnaa 

gested that it shou ld bc built according to Engel's original 
pl ans. This is mcntio ncd in Lukkarincn 1989 . p. 72. 

23. Examplcs of these principles include a study by Sonck from 
the earl y 1890s for a stock exchangc. cit y hall and customs 
office ("Projekt till Börs. Stadshus och Tullhus": Ä M) . 
Although Sonck drcw a stock cxchangc in this work. it 
was only a facade study. in which the stock exchange part 
corresponds close ly to th e Housc of the Estatcs by G ustaf 
Nyström which was completed in 1890. See Fig. 156. 

24 . T his feature may be rc lated to the fac t that thcrc wcrc 
plans for renting out the hall to outside use rs. Tiderman 
1937 , p. 35. 

25 . This correspo ndence is mentioned in Ringborn 1978. p. 
226. 

26. Frosterus 19 11 (b). 
27. The rcview is part of a summ ary of an article puhlishcd 

by Brunius in Swede n . titled "Ett svcnskt utt alandc 0 111 

vä r byggnadskonsf· (A Swed ish statem ent concerning our 
a rchit ccture). A rkitek ten III 19 12 , p . 29-31. 

4. Archives of the Kylm äkoski pa rish : minutes of the parish 
council 1896- 99. Alrcady in 1897 Sonck drcw up plans 
fo r both a stone church and a woodcn one. When thc 
dient decided upon a stonc church. Sonck prepared thc 
final , unrealized. draw ings. His 1897 study for a rural 
church ("Eskiss till en landskyrk a) was most probably thc 
first design for the stone church of Kylm äkoski . 

5. O n Stenbäck, see Ringbom 1982 and 1987. p. 213- 225. 
6. Minutes of the Kylm äkoski parish council 1896-99. 

Sonck visited the loca lity to study th e availabilit y of stonc 
mater ia l. and hi s activi ti cs in this project closc ly rese mhlc 
the correspondin g work of Stenbäck in the l 890s: sec 
Ringbom 1982. 

7. The compct ition programme for the new evange lica l 
church of Tampere. as presented in Suomen Teol­
lisuuslehti no. 1 1900 , p. 12. "A church. . of brick. gran­
ite o r both combined. •• 

8. Strenge !! 1903. p. 26. 34 . 
9. T hi s feature has bee n analyscd by O 'G orman 1987 . p. 

104 - 109. Although Sonck may havc bcen in spired by il­
lustrat ions o f Richa rdson ·s works. hi s archit ectural so­
lutions nc ed no t havc bcc n guidcd by thc concepts that 
shaped the prototypcs and cxampl cs. 

10 . See Müller 1986. p . 40: thi s has also bcc n discussed by 
Moravanszky 1988, p. 71. 

11 . For further details. sec Ringbom 1987 . chapt cr 11 . 

IV.2 .3. Iran 

/V. 2. 4. Concrete 

12. O n the early 20th-century use of reinforced concrete . sec 
Lauri Putk oncn ·s introduct ion to thc sub_jcct. On thc 
tcchni4ues and rn eth ods of th c pe riod . sce Wcycrst all 
19 13. 

13. See Nikula 1975. 
14. On thc re lationship of archit ccts and construction cngin­

ee rs on the Contincnt am! rc latcd problcms . sec thc over­
view prese nt ed in Morava nszky 1989 . p . 41 - 45 . 
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15. The re a re no speeia list studies on Castre n. but his crucia l 
role in developin g co ncre te structure s in th e earl y 20th 
ce ntu ry can be clearly seen when reviewing th e works o f 
individual architects o f the pe riod. Castren al so ta ught 
construction theo ry at the Po lytechnica l In stitut e o f 
He lsinki . - The fram ewo rk drawin gs o f the warchouse 
HKRVVA : on the eompetition . see A rkitekten VII 19 11. 
A few years later. So nck pre parcd the designs o f a three­
storey apartment huildin g in He lsinki with thc heading 
"Concrete building" (N ybyggn ad af be to n : SRM archives 
of ori ginals). The wa ll structure o f this unrea lized des ign 
appears to be of ho llow concrete. 

IV.2.5. Th e materials of the details 

IV .3. Composition and volume 

1. For exa mpl e the A rgos building (G rahn . Hedman . Wasa­
stj ern a : 1896-97: 41 North Espl anade) and the Fa lken 
build ing (Ka rl Ha rd af Sege rstad : 1898 - 99: Bulevardi 
30) . A background factor of the Argos building ca n be 
see n in Fre nch Earl y Re na issance architecture passed o n 
via Swede n with cha racteristic high gable the mes. 

2. In this connectio n the term plastic de notes the opposit e 
o f ste reometric . 

3. Published for example in Rakentaja IX 1905. KL: XVII . 
4 . SRM . archives of ori gin als. 
5. On lt aly. cubic forms and turn-o f-the-ee ntury Vie nn a. see 

Mo ravanszky 1988. p. 117 - 12 1. - In 1901 So nek is 
known to have visited at least Ge noa . Flore ncc . Ro me. 
Naples . Pompeii and Capri . O n his re turn trip he stayed 
in Munich and Vie nn a . Lette rs to G usta f Mattso n. ÄA B. 

6 . Suom en Teollisuuslehti 1898. no. 19. p . 223: Collectio ns 
of the Turku Art Muse um . 

7. On the City Ha ll proj ect. see A rkitekten V 19 13 . 

IV .4 . Surface and decoration 

1. Sec e.g. cx ampl es from the Espl anade in He lsinki di s­
cusse d in Lili us 1984 and Viljo 1985 (a). 

2. Sevc ral examplcs a re prese ntcd e.g . in Moorho use-Ca ra­
peti an-Moorho use 1987 and Wäre 1989 . 

3. O n the excursion of the Architects· Clu b. see A rk i1ek1en 
111 1904 , p . 23-29. 

4. So me o f Sonck" s buildin gs givc the im press io n of a ma l­
leahl e mass o f wall. resembling a pl as tic scu lpturc that ca n 
be shaped by hand . The inhc re nt diffe rence with respect 
to late l 9th-century, cl assicizin g and medieva listic trends 
resembles by way of analogy the re latio nship o f late l 9th­
century natura listic sculpturc with thc pl astic principles o f 
Rodin . In hi s late r wo rks. the fluid rnmbining o f sha pes 
and parts prcve nted thc fi gures fro m he ing co mprehe nded 
th ro ugh clea r. linea r co nt o urs. We know . however. that 
So nck - lik e oth er Finni sh architects o f the pe riod - did 
not prepa re sca le modc ls in ma llea ble materials of their 
wo rks in the pl anning stagc. Sonck had !arge plaster mod­
e ls made o f hi s church projccts. hut thc y we re intended 
as three-dime nsio na l illustra ti o ns of th e fin al designs. 
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5 . Altho ugh the diffe re nt ge nres of the arts have separa te 
a ncl somewhat auto no mo us histories . it mi ght he useful to 
compare So nck "s ancl Saarin e n·s colour concepts o f the 
ea rly 1900s with ce rta in tre nds in the visua l art s o f the late 
19th cen tury. The closes t paralle ls are the techniqu es em­
ploying !a rge. single-hued pl anes o f colo ur th at fo llowecl 
Realism and lmpressio nism . In Finla ncl . A kse li Ga lle n­
Ka lle la painted his Kaleva la the mes o f the 1890s in ac­
cordance with these principl es. A rchitec ture usua ll y fo l­
lows other areas of the arts with scltne degree o f tim e-lag. 
which might expl ain th e int roductio n o f these features in 
architecture some yea rs late r. A we ll-k nown ex:.1 mple o f 
such a correspo nde nce is early 20th-century Vie nn a. 
whe re the divisio ns of fi e lds in Hoffman "s architecture 
we re matched by Klimt" s concepts o f surface. 

6. Accord ing to Bruno T uukk a ne n. Sonck rega rded th e 
sculptures o f th e ra il way station as an example of how 
architecture is o bsc urecl hy the mes o f seconclary import­
ance . 

7. Wae ne rbe rg 1982 . 
8. As a na lysecl e .g . by Meyer Schapiro. 1977 . p. 4 . T his ar­

ticle was o ri gin a ll y pu b lishecl in 1947. 

IV .5. Types, models and characterization 

1. The foll owin g clefinitions are base cl o n Viclle r 1977 ancl 
1987. Mo neo 1978 a ncl Anclerso n 1982. 

2. Moneo 1978. p. 27 
3. For example, Niko la us Pevsne r·s well -known ··A Hi story 

of Builcling T ypes". Prince ton 1976. In Finl a ncl. thi s ap­
proach was int roclucecl by He nrik Lilius in his stucly o f the 
hi sto ry of schoo l builclin gs (Suo mal aise n ko uluta lo n 
arkkite htuurihisto ri aa. Suomen muinaismuiswyhdis­
ty ksen aikakauskirja 83. He lsinki 1982). The most rece nt 
exampl e is Asa Rin gbo m "s cloctora l cli sscrt atio n o n 19th­
ce ntury ho te l-res taurant s from 1988 (Socictetshuset i stor­
furstenclö me t Finl ancl . Finska Fornminnesföreningens 
Tidskrif 1 92. He lsinki ). 

4 . Moneo 1978. p. 29 - 3 1. 
5. O n Nyström a ncl the concept o f characterization. see 

Lukka rin e n 1989. p . 38 - 42. 

IV .6. The past 

IV. 6. 1. The problem of choice 

1. Wolfgang Götz 's a rticle fro m 1970. " Hi storismus . E in 
Versuch zur D efinition des Begriffes ... was alrea cl y re­
ferrecl to in Riitt a Nikula ·s clisse rt a tio n in 198 1. Co lqu ­
ho un approaches the probl em fro m a sli ghtl y diffe rent 
angle in his 1983 article "'Three kincls o f histo ricism "" . In 
Lukka rin en ·s clisse rt atio n from 1989 a who le cha pte r 
(1.4. ) is clevotecl to the analys is o f the co nce pt o f histori­
cism. In the la tt e r co nt ext. ot he r an alyses are aclclecl to 
the texts o f Götz ancl Co lquho un . ancl I reco mmend 
Lukka rinen·s review o f histo ricism to all who are inter­
estecl in the probl em . - A lso Vilj o 1985 (a ) cliscusses the 
mani fes tatio ns o f histo ricism in Finnish architecture of the 
late 19th ce ntury. 



2. Götz 1970. p . 211. 
3. Götz. as q uoted in Lukkarincn 1989. p. 20. 
4. Lukk arin e n 1989. Chaptc rs 111. 2 .. 111 .3. and p . 68. 
5. Millcr Lane 1988. 
6. lbid „ p. 1-20. Shc observcs th at ''up until th c 1870s or 

1880s. th e lead ing historians a nd the lcad ing architects 
wcrc very close to onc ano th er . while many historian s 
werc practicing architccts and many architccts we rc pres­
ervation cata loge rs or archacologists at thc same time ... 
lbid. p. 18. 

7. Ibid .. p. 25. In Ge rm a ny this came to th c forc in the con­
struct ion of new impe rial cas tles in which the architec ts 
wished to refe r back to the Staufian past. - Gothic was 
secn as too international (i.e. Fre nch1) and a great c m­
phasis was pl aced 0 11 the earl y Romanesq ue . References 
were also made to prehistory . lt is to be noted th at for 
examplc Wilhelm Lübke's histories of a rchitecture . wh ich 
we re published in the 1870s and 1880s a nd we re distri­
buted widely. presented examples of this kind . lbid .. p. 
15. 

8. Myce nae is presented here as o nly one o f the possiblc and 
suitable sources o f in spira tio n. lf we are to assume th at 
Sonck tried to find themes in early sto ne-building cultu res 
and civilizations. we must in ves tiga te to what degree they 
were known around thc ycar 1900. Fo r exa mpl e. My­
ce nae had rece ntl y become known to the world th rough 
Schlie mann ·s excavat io ns begun in 1878. On the o th e r 
hand . the exe mpla ry and mo nument a l ancient stone 
architecture of South America was no t ye t known to 
scholars ; Macchu Picchu was first published in 19 12. -
Polygonally bonded walls were used in Egypt as weil as in 
Archaic Greece . 

9. Strenge ll-Frosterus 1904. p . 42. 
10. In other areas o f the arts a n undercurrent o f archaism was 

provided by folk poetry. the Ka levala epic and Kare li a n 
romanticism. In painting both o ld techniques and the mes 
could be combined . as in Akseli Galle n-Ka llela's "Kul­
lervo" fresco ( 190 1 ). In Sonck 's architecture these aims 
were in a sense combined through two areas of the arts 
when Hugo Simberg used fresco technique in the murals 
of St. John 's Church. 

11. See Kata lin Kese rü' s article fro m 1988 on the Gödöll ö 
artist colony: 011 th e hypothetical past of folklore . sec p. 
12. 

12. Joseph. s.a. The yea r of printing is not given . A third . 
appe nded impression extends as for as the phe nomena of 
1908. 

13. von Fe ldegg 1908. p . 445 - 446 . 
14 . Nikula 1975. 
15. O n Sonck·s project and its reception , see Sonck 1904. 
16. "Es müsste n a ller lei Krummziehungen , Strassenwinkel , 

Unrege lmässigkeite n künst lich im Pl ane vorgesehen wer­
den: also erzwun gene Ungezwunge nheiten ; beabsichtigte 
Unabsichtlichkeiten . Kan n man aber Z ufälligkeite n , wie 
sie die Geschichte im Laufe der Jahrhunderte ergab, am 
Plane eigens erfinden und construiren? Kö nnte man denn 
an solcher er logene n Naivität , an ei ner solchen künstlic­
he n Natürlichkeit wirkliche , unge he uchelte Freude ha­
ben? Gewiss nicht .,. Sitte 1965. p. 11 9; also Collins-Crase­
mann-Collins 1986. p. 249 . 

17. On these features. see Miller Lane 1988. 
18. In the fo llowing the concept of natio na l romanticism ca n­

not be reviewcd in the detail it undoubtedly requires. 
Foreign scho lars. e.g. Miller Lane 1988. use the term to 
refe r to a variety of heteroge neous phenomen a in Nordic 
and Finnish architec ture o f the turn of the century. In 
Finland . Ringbom 1987 uses the te rm in connection with 
architec ture in stone. Wäre 1989 presents in my vicw a 

suit able ana lys is . where natio na l romanticism is limited to 
a fcw ce ntra l monume nts and especia ll y wooden architec­
turc. Early modernism . thc o thcr gene ra l term used by 
Wäre. is correct insofar as it distinguishes the aims of the 
period from the concept of modern ism which has come to 
be applied to the tre nds o f the l 920s and '30s. 

19. In 1901 Sonck wrotc to Gusta f Matsson from Gc noa. sta t­
in g that " it was on ly rccc ntl y that I have bc gun to see that 
inte rest in architecturc had been - pc rhaps stupidly -
bound to patrio ti sm" ("Först pä sc narc tidcr har jag bör­
jat märka hur intressct för ark it e kture n varit - kanskc 
dumt nog - fore nad mcd fostcrlandskänslan .. : ÄA B ). 
Speaking at thc Archit ccts· C lu b in 1901 . Sonck rcfcrred 
to the decay o f rural archit ccturc at th e tim e. compl aining 
o f how the traditiona l a nd simpl e tcchniques of building 
have been rej cctcd . He proposcd the prepara tio n of 
simple and chcap instruct ivc booklets to help raisc thc 
leve l of vernacul ar architccturc 0 11 the basis of traditio n. 
Raken1aja 190 1 no. 2, p. 12. 

20. On the search for a Finnish style. see Tuomi (Wäre) 1979. 
2 1. Morava nszky 1988. p. 179 - 182. discusses the importa ncc 

of vernacular architec turc as a prototype around th c turn 
o f thc century. 

22. These points have becn d iscusscd in Tuomi (Wäre) 1979 
and Wäre 1989. 

23. Ä man 1987. especially p . 98 - 100. 
24. Ringbom 1987. 
25. In Rose nberg 1979 . p . 170 - 196. 
26. Wäre 1989 . p . 11 9 . 
27 . Ahrenberg 1897 - 98. 
28. On the other ha nd . th csc fca tures can bc sccn in Sonck's 

above-discussed dcsirc to protect ve rn acul ar architec turc 
from the products o f industria li sm and in his urgin g to re­
turn to the working of wood by hand . - Sonck 's role in 
estab lishing vi ll a communitics a nd the ir planning in volved 
features relatcd to the reform of ways of living. E.g . 011 

Kulosaari nea r He lsinki . sec Ko lbe 1988. 
29. Lowenthal 1985 . p . 18 1 and C h. 4 . T he look of agc. 
30. On the diffcrcnccs of Class icists a nd Rom antici sts. c .g. 

Sch mo ll gen . E iscnwe rth has sta ted: " Klassiziste n suche n 
Harmo nie innerhalb eines Koordinatensystems. Antik­
lass iziste n ze rrcissc n es. Klassi ziste n suchen den Aus­
druck de r Ruhe und Dauer. Antik lassizisten den des or­
ganischen Werde ns and Wachsens. der Bewegung ... 
Schmoll gen. Eisenwerth 1985. p . 24. - According to thc 
above, Sonck could be genc ra ll y classed as a Ro manticist . 
compa red for example with G ustaf Nyström 

3 1. A hre nbe rg 1909 . p . 54. 
32 . O n classicism in St . Pete rsburg in the early 20th cc ntury. 

see Bru mfie ld 1989. 

IV. 6.2. Classicism - rejected and rediscovered 

33. Sonck's notes. SRM. 
34. Study proJ ects. ÄM. Lukkarincn 1989 prcscnts an exte n­

sive review of Nyström's principles. 
35. Wilenius 1915: A nn as Lindgrcn was simil arl y criticizcd 

for his design of the New Stude nt Ho use in Hel si nki . 
36. Lindgren·s work s arc discussed in dctai l in Nikula 1988 . 
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IV. 7. The sphere of influences 

IV. 7. 1. Finland 

1. T he relationship of early 20th-ce ntury Helsinki with the 
rest of Finl and can be dcscr ibed in the words of Schmoll 
gen. Eisenwerth : "Grosse Kunstzentren bieten kompri­
mierte Auseinandersetzu nge n. erhöhte Konkurrenz, 
schnelle Information. kurz e ine Art Treibhausklima, in 
dem Dinge rascher re ifen . mitunter auch rascher 
welken ." Schmoll ge n . Eise nwerth 1985, p . 21. 

2. laffe 1977 .especia ll y p . 30. Comparisons of con tempora ry 
but artistically different individuals (von Marees, 
Cezanne) reveal the import ance of the growth milieu, 
which is a lso present in simil ar artistic inclinations 
(Monet, Rod in , Renoi r). 

3. Sonck's article " Pa orä/1 spar" (On the wrong track) in 
Arkitekten Vill, 1904, p. 83-84. 

4. Published as a perspektive illustration . Tekniska förenin­
gens i Finland förhandlingar 1896, PL. VI. 

5. David van Zanten has analysed a somewhat similar situ­
ation . viz. the fast change of Louis Sullivan's architectural 
principles around the yea r 1890. This involved inner de­
velopment. re lated to a pe riod in American architecture 
that was fruitful. competitive and rich in impul ses . The 
exterio r frame of refere nce provided an impulse that fa­
cilitated the channellin g of partly developed ideas and in 
a way legitimized new ones. See van Zanten 1986. 

6. See Ringbom 1982 , who mentions the simila rity with the 
churches of Koivisto and Muuruvesi (1904) . 

7. The article "Pa orätt spar" (On the wrong track) in Arki­
tekten Vlll 1904 was aimed indirectly against facade 
design by maste r-builders. 

IV. 7.2. Th e international scene 

8. These features combined with ones from other sources , 
such as the domestic tradition of architect ure and Eastern 
Kareli a. A clear example is the casi no of the Loviisa spa 
from 1898 (burned down). 
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9. Examples in Ringbom 1987, p. 206-207 . 
10 . This comment was in Beckett's series of articles 011 Fin­

nish arch itecture; Bec ke tt 1987 . p. 206-207. 
11 . The author has been in fo rmed of this by Professor Leo­

nard K. Eaton 0 11 two occasions , most rece ntly in 1990. 
In th e 1960s Eaton interviewed the architect Kay Fiske r 
who claimed that Sonck had worked in Rosen's office. 
As Fisker is now dead , the point cannot be verified fur­
the r . With respect to Sonck 's use of brick in the 1890s and 
his Scandinavianism it is . however , probable . 

12. On this point. see e.g. Ringbom 1987 , Chapter 3. 
13 . In the project by Sonck and 0. Bomansson the re is a rec­

tan gle widening to the north between the main volume 
bordering on th e courtyard and the adjacent block to the 
west. There are 11 0 technical o r plan-related grounds fo r 
the form. See Arkitekten V 19 13. p. 85. 

14 . See e.g. Mille r Lane 1988 and Lewis 1962 . 
15. On the importance of Vienna as a ce ntre , see e .g. Liskar 

1986. - Sonck was in Vienna in 190 1 as weil as on other 
occasions. ÄAB. 

16. For example . the relationship of the details of the eaves 
in Wagner's Haus de r Ehre project ( 1908) and the Posts­
park asse with the pillar ends of the Stock Exchange which 
curve towards the volume. Combining meta l, such as gild­
ing. with exte rio r archit ecture was already present in the 
gilded leaved cupola of O lbrich 's Seeession building in 
1897. 

17. Among other sources. T uomi (Wä re) 1979; this point has 
most recentl y been discussed in Ringbom 1987 , Chapter 
5. 

18. As pointed in Tuomi (Wäre) 1979 the bui lding can be de­
rived from Richardson's Cheney building in Hartford . 

19. Any discussion of the relationship of A merican and Fin­
nish architecture should be extended to technology, as 
pointed out by Ringbom ( 1987. Chapter 5). and to ge n­
eral factors related to the structures of cultures. A frame­
work for such an investiga tion has been sketched out in 
Virtanen 1988. 

20 . Bialostock i 1986; his division is based on the works of 
Lubo Karaman which are no t mentioned . 
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