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PREFACE

It is now more than a decade since I first began the research leading to the pre-
sent study. In 1979 a one-year scholarship from the Academy of Finland enabled
me to work full-time and to visit sites, buildings and archives in Norway, Sweden
and Finland. This sabbatical year thus provided the groundwork for my subsequent
research which had to be carried out at a slower pace in the intervals between other
commitments.

Over the years I have received grants towards the cost of travel and photographic
material from the Abo Akademi, the Research Institute of the Abo Academy Foun-
dation, the Finnish Society of Sciences, the Finnish—Norwegian Fund and the Let-
terstedtska Foreningen (Sweden). For this support I would like to express my sin-
cerest thanks.

Numerous individuals have helped me by locating documentary and visual evi-
dence. Others have volunteered information and bibliographical references. Others
still have suggested fresh ways of looking at the phenomena under discussion. Some
have helped me in more than one respect. For this invaluable assistance I am indebted
to Tuula Airola (Vaasa), Hans Andersson (Gothenburg), Tuula Anttila (Helsinki),
Berndt C. Aminoff (Helsingfors), M. Ayriapaa (Helsinki), Bengt Blom (Vasa), Ma-
rion Bostrom (Vaxjo), Rolf Danielsson (Uddevalla), Brita Degerth (Helsingfors), Jens
Christian Eldal (Oslo), Gunnar Floman (Salo), Tarmo Friman (Helsinki), Kari Hak-
li (Helsinki), Aulikki Helle (Virolahti), Olav Heydal (Alesund), Tor Kindingsland
(Oslo), Jorma Kolmijoki (Helsinki), Sirkka Kopisto (Helsinki), Pekka Korvenmaa
(Helsinki), Jahn M. Lillebo (Oslo), Krister Malmstrom (Stockholm), Dag Myklebust
(Oslo), Kerstin Gjesdahl Noach (Trondheim), Anna-Lisa Nordgren (Stockholm), Rolf
Nummelin (Abo), Hilding Nystrém (Helsingfors), Bjorn Sverre Pedersen (Oslo), Asa
Ringbom (Abo), Karl-Erik Rinman (Gothenburg), Jan Rosvall (Gothenburg), Lasse
Saha (Vehmaa), Stig Schubert (Helsingfors), Arne Skivenes (Bergen), Bengt Svens-
son (Orebro), Kristian Syltke (Kristiansund), Kari Tarkiainen (Stockholm), Leif
Tengstrom (Stockholm), Oiva Turpeinen (Helsinki), and P. O. Welin (Abo). I am
indebted to Goran Torrkulla for his work with the Index.

Leena Ahtola-Moorhouse and Jonathan Moorhouse have revised the language
of my manuscript and also suggested improvements in other respects; I would espe-
cially like to thank them for their patience and care, and I hope that possible blem-
ishes due to my own, last-minute »editing» will not reflect on their contribution.

I am conscious of the honour of having my essay included in the series published
by the Finnish Antiquarian Society, and I wish to thank the editor of the series, Lars
Pettersson, for his kind services in bringing the book through the press.

The manuscript was prepared for the press during my stay as a Fellow-in-Residence
at NIAS — Netherlands Institute for Advanced Study in the Humanities and Social
Sciences during the academic year 1986/87, which was also my first year as a Re-
search Professor at the Academy of Finland.

The material was finally sent to the press in March, 1987, and publications which
became known to me after this date could no longer be incorporated in the discus-
sion.

Konsthistoriska Institutionen September 15, 1987
Abo Akademi
SF-20500 ABO Finland



1. INTRODUCTION

During the last few decades there has been a tendency
among architectural historians to regard an inordina-
te interest in fagades as a mark of amateurism. The re-
levant qualities of architecture, we have been given to
understand, concern the structuring of space and the
articulation of the environment. Other aspects, too,
have been represented as being more important than
fagades: the analysis of architecture according to func-
tion or building types, for instance.

Yet the current rating of fagade design as being of
secondary importance rests on values which were for-
mulated in the twentieth century and which ultimately
derive from the manifestoes of the modern movement
and its immediate precursors. To apply modern stand-
ards to the architecture of the past may be legitimate
as long as we bear in mind what we are doing; on the
whole, however, such an approach will say more about
ourselves and our attitude to the works in question than
about the works themselves. An alternative way of ap-
proaching nineteenth-century architecture would be to
consider it in its own context of values and priorities.
This does not, of course, mean that we have to share
the values embraced by the architects and decision
makers of the period under discussion. It is sufficient
that we are aware of their premisses and try to con-
sider their accomplishments in the light of this insight.

While there is no textual documentation to prove that
during the period under discussion architects, critics or
members of the public ever saw architecture in terms
of *’spatial structure’’, there is ample documentation
for the nineteenth-century preoccupation with fagades.
Not only that; well into the present century even pro-
gressive critics, including the Finnish rationalist archi-
tect Sigurd Frosterus, judged architecture mainly in
terms of fagade design.'

In the late nineteenth-century urban context the art
of ’architecture’ could be almost synonymous with
the art of composing fagades. The typical city building
stood shoulder to shoulder with its neighbours; what
distinctive features it presented to the beholder were
for the most part concentrated on its fagade. The nar-
rowness of the site and the necessity of adhering to the
street line rarely permitted any experiments in the *’dis-
tribution of the masses’” (to use the then current term
that comes closest to modern conceptions of spatial ar-
ticulation). In the case of bank buildings and insurance
companies care was taken to articulate the interior, too,
but these attempts were seldom noted with the same
interest as the more conspicuous fagade. Only in the
case of monumental, detached buildings could archi-
tects and patrons indulge in the creation of striking con-
tours, the interplay of volumes and the elaboration of
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interiors. But even here more attention was paid to
fagade design than to other features. Vast complexes
were sometimes planned to be completed in successive
stages, and the first wing (in some cases the only part
actually to be built) was equipped with a screen fagade
planned to have a continuation when the complex of
buildings was completed.

The external appearance of buildings was a topic that
appealed to the specialist and layman alike. New
fagades were discussed with avid interest in daily
papers, in pamphlets, travel accounts, even in fiction.
In the small but growing capitals of Norway, Sweden
and Finland the completion of single buildings was
proudly registered by the press. Almost invariably it
was the exterior appearance that interested the com-
mentators. Now and then writers in the technical jour-
nals complained about the superficiality of public taste
in architecture; however, some members of the archi-
tectural profession noted a little sadly that they were
also dependent for their living on the very system they
criticized.

The primacy of the fagade was manifested in many
ways. Fagades were what architects recorded on their
tours of the centres of European architecture, and ex-
teriors were what the graceful travel sketches published
in the technical journals showed to the readers.?
Several of the most important competitions during the
period concerned fagades, and fagades only; for the
building itself there existed designs which the compe-
titors were expected to comply with in their elevations.
This was the case with the Biinsow House in Stockholm
(Fig. 63). The same procedure was also employed in
connection with the Finnish National Theatre (Fig.
161-163), the Railway Station (Fig. 294-295) and the
Suomi Insurance Company in Helsinki (Fig. 300). Even
where the competition concerned the building as a
whole, the winning entry could be combined with
fagades designed by another competitor, as was the case
with the Regjeringsbygningen in Oslo (Fig. 147-149)
and the Pohjola Building in Helsinki (Fig. 187-193).

Although the quality of the elevation was not, of
course, the sole criterion used by competition juries,
it was in many cases decisive for the final verdict. A
successful exterior could make up for shortcomings in
other respects, whereas a weak fagade was never con-
doned. For this reason prudent competitors devoted
much care to the polychrome finish of their elevations
and their perspective drawings visualizing the exterior
of their projects.

In the case of commissioned works or when an archi-
tect solicited his services, enticing elevations and per-
spectives would be included among the first sketches,



sometimes even before the specifications for the build-
ing had been definitely laid down. The same basic at-
titude is reflected in some of the architectural publi-
cations serving as pattern books for practising archi-
tects. Academy Architecture and Architectural Review,
a publication much studied by Scandinavian architects,
deals first and foremost with exteriors. Despite its title
the German series Grundrissvorbilder featured both ele-
vations and perspectives of the buildings described. As
late as 1901 E.A. Seemann & Co of Leipzig sponsored
a competition for ’modern fagade projects;’’ the con-
tributors competed in three different classes defined ac-
cording to the width of the fagade and the number of
storeys. In the same year Seemann published the en-
tries in handsomely produced portfolios.?

The habit of seeing architecture in terms of fagades
was so deeply rooted that even architectural reformers
found it difficult to free themselves from it. In its ini-
tial stage the reaction against historicism therefore as-
sumed the form of assaults on the excessive use of his-
torical ornament in the fagades of building. Even the
»’New Style’’ that was envisaged to supersede histori-
cism was, for a beginning, expected to appear on the
fagades. The primacy of the fagade was ultimately chal-
lenged only with the advent of the modern movement.

%

The developments to be discussed below represent
the last significant attempt to bring about a renewal
of architecture within the restricted scope of the ex-
terior, that is, fagade design and the employment of
fagade materials. The scene is made up by three Nor-
dic countries, none of them then possessing a distinc-
tive or stable tradition of urban architecture answering
the needs of the growing city centres. Around 1880 the
dependence on continental models was felt as over-
whelming in all three countries, and the search for alter-
natives seemed urgent. In the pictorial arts realism and
naturalism had swept away many traditional, academic
recipes, and architects were preparing for a correspond-
ing show-down in their field. Architectural traditions
hitherto unnoticed began to attract attention. At the
same time the flow of ideas from the Continent began
to contain novel elements: reform and renewal in the
crafts as well as in architecture became a persistent,
often repeated theme. What in the middle of the cen-
tury began as a trickle of translated excerpts from fo-
reign periodicals, often reprinted as a mere space filling
in the early technical journals of Scandinavia, had
grown into a lively debate by the end of the century.

A recurring theme in this chorus of voices demand-
ing reform and renewal was the insistence on the truth
of material and the truth of style. Techniques such as
sgraffito on plaster, brick rohbau and masonry of
natural stone were recognized as ’true.’”” During a brief
period c. 1890-1910 the term *’true material’’ came to
be almost synonymous with natural stone. The truth

of style represented an ideal which, it was hoped, could
be approximated through an honest use of materials.
In Norway and Finland, in particular, the attempts to
utilize domestic materials assumed strong national over-
tones.

A typical aspect of the Nordic stone movement was
the interaction between architects, geologists and en-
gineers, an interaction which seems to have been ex-
tremely fruitful from the artistic point of view. The
flowering of the movement was short and transient, but
it has left us with a number of original and impressive
works of architecture.

In terms of quantity Nordic stone architecture can-
not, of course, be compared with corresponding devel-
opments in the metropoles of Europe, not to mention
the United States. The Nordic architects and engineers
were well aware of this fact. In 1896 the Norwegian
engineer Henrik Lund pointed out that one American
building alone could require 30,000 cubic feet of stone
facing, an amount equalling the annual output of the
entire Norwegian marble industry.* But in this context
relative size is more important than absolute numbers:
for about three decades the use of natural stone remain-
ed an overwhelmingly important issue which dominated
the architectural debate in Norway, Sweden and Fin-
land. The use of stone was a question that occupied
the minds of most of the leading architects, it influ-
enced the outcome of architectural competitions, and
it formed a topic of discussion among laymen.

This relative importance of the stone movement in
the architecture of the respective countries also accounts
for the geographical definition of the present study.
Thus Denmark, traditionally regarded as one of the
Nordic countries, has been left outside this account (al-
though a few Danish examples are mentioned in pas-
sing). In Danish architecture the vogue for natural stone
never assumed the proportions it reached in the three
countries dealt with. Nor did the material there ever
become charged with the national meanings it had in
Norway and Finland, partly also in Sweden.

The chronological limits of the present study are set
at 1880 and 1910, but important precedents in archi-
tecture as well as in architectural writing are included
to form a background to the subject proper. The in-
creasing interest in stone construction and stone coat-
ing was reflected in the technical handbooks, and for
each new edition of many standard manuals the sec-
tion on stone materials became more detailed, until fi-
nally the interest again subsided in the second decade
of the twentieth century. In the Swedish textbook
Handledning i Allmdnna byggnadsldran by E.E. von
Rothstein the stone materials and stone working me-
thods are treated with increasing detail in the various
editions from 1856 to 1890.° The same also applies to
foreign standard works used as textbooks and manuals
in Scandinavia. In the first edition of the Handbuch
der Architektur natural stone was dismissed on less than
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four pages, in the second edition it was given twice this
space and in the third edition thirty pages.® Even in
Britain, where stone construction had a strong and un-
broken tradition since the Middle Ages, the heyday of
stone construction in the 1890’s is reflected in technical
publications (see below p. 65).

The main topic of the present study is not, however,
building techniques. Within the limits indicated I have
aimed at giving an account of the history of an idea,
the notion of stone construction as the answer to the
demand for truth in architecture, its ramifications in
contemporary applied geology, and its manifestations
in the fagade architecture of the period. In addition,
I have also tried to apply what has been called the
’iconology of materials’’.”

A final remark on method: in what follows I have
become convinced of the wisdom of A.L Kroeber’s idea
of ”’stimulus diffusion’” or "’idea diffusion’’, although
I have made no attempt to apply the concept with sys-
tematic rigour.® This model for the spread of cultural
material was first proposed half a century ago. It has
since been employed by historians of science and tech-
nology, as well as by the anthropologists for whom it
was devised. But it seems not to have been used by art
historians, who perhaps prefer their favourite concepts
of ’influence’” and ’’visual source’’.

The mechanism described by Kroeber occurs in *’si-
tuations where there are difficulties in regard to the
transmission of the concrete content of the system.’’
”’In this case it is the idea of the complex or system
which is accepted, but it remains for the receiving cul-
ture to develop a new content.””® Stimulus diffusion
occupies a place between the two extremes of indepen-
dent invention (*’parallel’’) and direct influence. It con-
tains an element of independent invention, but it is
prompted by a stimulus provided by an earlier solu-
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tion. Thus it also contains an element of influence al-
though the connection does not consist of simply adopt-
ing an existing model or procedure. Kroeber remarked
that positive proof of stimulus diffusion may be *’dif-
ficult to secure long after the act, or wherever the re-
cord is not quite full.”’!

Kroeber gave some historic examples of stimulus or
idea diffusion. Thus the introduction of porcelain in
Europe in 1708—1709 was neither an independent in-
vention nor a technology taken over directly from the
Chinese; it was an original invention prompted by the
existence of finished products imported for centuries
from China. Another example given by Kroeber was
the invention of alphabets by natives who had come
into contact with the whites’ system of writing without
mastering the European alphabet.

In the present context there is no question of *’in-
ventions’’ of the type that interests anthropologists and
historians of technology. But the problem to be dis-
cussed nonetheless resembles the situation described by
Kroeber. There was a >’pattern’’, a set of ideas (*’truth
of material’’, >’natural stone’’) which was dissemina-
ted through channels which we can identify. There were
difficulties in the implementation of the ideas, that is,
the lack of an appropriate technology and of traditional
skills present in the countries of origin. There were also
conditioning factors of an economical, historical and
cultural nature, which varied from country to country.
Therefore the mutual impulses exchanged between
Norway, Sweden and Finland represent only one side
of the process. From the historical as well as from the
aesthetical point of view another aspect stands out as
more important, that is, the reception of the idea of
natural stone in each of the three Nordic countries,
where it remained, in Kroeber’s words, for *’the receiv-
ing culture to develop a new content.”



2. IDEOLOGICAL ROOTS

The Truth of Material

The concept of truth in architecture was first formu-
lated by Carlo Lodoli (1690-1761), the Venetian friar
and architectural theorist. According to this *’Socrates
of Architecture,”’ no part of a building should present
itself as something which, in truth, it is not. Lodoli ac-
cused the Greeks and Romans of having committed a
falsehood when they reproduced forms belonging to
timber construction in their temples of stone. Since
Classical architecture has served as a model, the abuse
proliferated; indeed, stone buildings were the more
praised, the more they imitated wooden construction,
Lodoli maintained. >’Why does not stone represent
stone, wood represent wood, every material itself, and
not some other material?”’!

Lodoli’s exclamation was to be echoed by numerous
nineteenth-century writers on architecture. It was al-
most literally repeated by Gottfried Semper and Viollet-
le-Duc. Lodoli’s vocabulary was also adopted by a long
line of moralists from Pugin onwards. To make a ma-
terial represent, not itself, but some other material was,
according to the Venetian friar ’’to put up a masque-
rade, indeed, to make a lasting lie.”’?> By arguing in
terms of masquerades and lies Lodoli anticipated the
rich invectives used by Pugin, Ruskin, Reichensperger
and the various minor prophets of architectural truth
of the late nineteenth century.

Other standard arguments current in nineteenth-cen-
tury architectural debate were also foreshadowed by
Lodoli. Violations of architectural truth, the friar said,
could not pass unpunished; the inevitable result will be
cracks, crevices and decay. Therefore every material
must be employed according to its natural properties.?
In the foreseeable future stone will remain the principal
building material, and to make the best use of it we
will have to develop a special applied science, litho-
logy.*

Lodoli did not himself commit his thoughts to writ-
ing. But thanks to his commentators they became
widely known,® although he was, it seems, never ex-
plicitly referred to by any of the major theorists of the
nineteenth century.

In his Précis des legons d’architecture, which began
to appear in 1823, J.L.N. Durand stressed the virtue
of honesty in the exterior of a building. The facing
should always reveal the construction, he wrote, point-
ing with approval to the ancient buildings of Italy,
where stone, brick, marble etc. *’se montrent pour ce
qu’ils sont, a la place qui leur convient.”” Durand il-
lustrated this *’disposition of the materials according
to their nature’’ with four alternative elevations made

for one and the same ground plan: one in brick with
quoins of masonry, one in masonry alone, one with a
plain plaster coating and quoins of masonry, and one
half-timbered (Fig. 1).

L’on ne sera plus alors tenté d’abandonner cette
décoration naturelle, satisfaisante, pour y substi-
tuer, par un surcroit de dépenses, tantdt I’appar-
ence d’une construction imaginaire qui, n’etant pas
la construction réelle de I’édifice, donne de celle-
ci une idée fausse, lui Ote de son charactére au lieu
d’y ajouter, et tantdt une décoration arbitraire qui
résulte uniquement d’un assemblage d’objets
inutiles, et qui, par-la, loin de procurer du plaisir,
ne peut que fatiguer la vue, choquer le bon sens,
et déplaire souverainement.®

Two decades later A.W. Pugin made free but unack-
nowledged use of Lodoli’s teachings. Pugin ridiculed
the classical architects for their employment of wooden
forms in stone architecture. In his True Principles
(1841) he insisted that the construction *’should vary
with the material employed, and the designs should be
adapted to the material in which they are executed.”’
As for plaster, he wrote, »’when used for any other pur-
pose than coating walls, it is a mere modern deception,
and the trade is not worthy of a distinction.””’

It is well known what conclusions Pugin drew from
his principles. He praised the medieval architects for
being the first to turn ’’the natural properties of the
various materials to their full account’.® In Pugin’s
opinion the Gothic church was the paragon of stone
construction, it was a building whose every feature was
peculiar to stone. In comparison, the Greek temples
with their stone lintels represented a >’barbarous’’ stage.
But even worse was the concealment of the construc-
tion and the materials, an abuse practised by architects
in the classical tradition. To Pugin lack of truth meant
»’deceit,”” “’imposition,”” ’trick,”” or a ’’debased”’
mode of building. His main concern was church archi-
tecture, where *’all plaster, cast-iron and composition
ornaments, painted like stone or oak, are mere im-
position [. ..] utterly unworthy of a sacred edifice.””®
But he also applied his true principles to architecture
in general, including interior decoration and shop-
fronts. England, he feared, was rapidly becoming de-
faced by ”’the resistless torrent of Roman-cement men,
who buy their ornaments by the yard, and their capitals
by the ton.”” Every linen-draper’s shop apes the palaces
of the Caesars, and mock stone columns hover above
plate-glass shop-fronts.!®

Pugin contrasted the cement and plaster imitations
of his own day with *’the rubble wall and oaken rafter’’
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1. J.L.N. Durand, ’Construction des Murs [...]”” From Précis des legons d’architecture, 1, 1823, pl. 3.

of old. But even where his contemporaries did use real
stone, he was critical. He objected to the prevailing ad-
miration of regularity and neatness in masonry, point-
ing out that the small size and the irregularity of the
stones in old masonry was superior from the practical
as well as from the aesthetic point of view. In the first
place, small stones result in a strong construction; then
the irregular jointing does not interfere with the lines
and contours of the building. *’Large stones destroy
proportion.”’ Pugin illustrated his point with two
drawings of bonds executed according to ’old’’ and
’modern’’ rules (Fig. 2)."

The aesthetic category of *’architectural truth’ was
further elaborated by John Ruskin, who made truth
one lamp in his book The Seven Lamps of Architec-
ture (1849). In architecture, Ruskin maintained, one
can violate truth in a subtle, contemptible way, that
is, by ’a direct falsity of assertion respecting the nature
of the material, or the quantity of labour.”’!? Ruskin
distinguished between three types of *’architectural de-
ceits’’: (1) structural deceits, or the suggestion of a
structure other than the true one; (2) surface deceits,
or the suggestion of some other material than the one 2.. Old, irregular bonq (gbove left) and modern !arg(? stones (qbpve
actually employed; 3) operative deceits, or the use of right); modern regular joints (below left) and ancient irregular joints

(below right). From A.W. Pugin, The True Principles of Christian
cast or machine-made work instead of hand- made."?  Archirecture, 1841, pl. ii.
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Ruskin worked out a veritable casuistry of archi-
tectural ethics. To coat brick with plaster, and to
decorate the plaster with non- imitative al fresco paint-
ing appeared to him as fully legitimate. >’But to cover
brick with cement, and to divide this cement with joints
that it may look like stone is to tell a falsehood; and
is just as contemptible a procedure as the other is
noble.”” !

It made Ruskin sad to think of the time and money
lost in marbling the shop-fronts of London alone. ’But
in architecture of a higher rank, how much more is it
to be condemned!’’ Painted imitations of stone bring
shadows of vanity into the house of prayer.’’ Like
Pugin before him, Ruskin preferred *’the simplest or
the most awkwardly built village church, where stone
and wood were roughly and nakedly used’’ to modern
disguises and falsehoods.'

In Ruskin’s system of ethics the concept of surface
deceit required certain qualifications. Both whitewash
and gilding are harmless, since in both cases the thin
coating is never taken for anything more than it is.
Ruskin extended the same argument to the thin coat-
ing with marble as long as it was not used to suggest
a marble wall.'® With this discussion Ruskin broached
an issue that was to preoccupy architectural moralists
in Scandinavia by the turn of the century. Thus in
Norway the radical purists condemned the use of thin
marble slabs, whereas more pragmatic minds defended
this time-honoured practice by pointing to ancient and
Islamic architecture (see below p. 37).

While marble lining was accepted by Ruskin, he
nonetheless ranked the solid construction in one ma-
terial much higher. Just as we esteem a column shaft
more highly for its being a single block, we feel satis-
faction with walls *’if they are known to be all of noble
substance.”’ In this context Ruskin also formulated a
principle which was to become central in the search for
a new architectural idiom around 1900: *’a better man-
ner of design, and a more careful and studious, if less
abundant, decoration would follow, upon the con-
sciousness of thoroughness in the substance.”’!’

Ruskin’s feeling for true materials and for the indi-
vidual properties of stone was rooted in his life-long
interest in geology and mineralogy. Ever since his
youth, or, more correctly, his childhood, he had col-
lected minerals and studied geology. At the age of se-
venteen he published an article dealing with the *’in-
duration’’ of softer stones, and some four decades
later, in his Val d’Arno, he returned to the finer points
of the aesthetics of stone cutting.!® Nor was Ruskin
alone in cultivating such interests; as pointed out by
Nikolaus Pevsner, he shared this passion for geology
with another influential reformer, Viollet-le-Duc, who
was both an accomplished geologist and a practicing
mountain climber.!” The very title of one of Ruskin’s
best known books, The Stones of Venice (1851-1853),
bears witness to his fascination with this material, as

3. John Ruskin, Window from the Ca’ Foscari, Venice. Soft-ground
etching by R.P. Cuff. From The Seven Lamps of Architecture, 4th
ed., 1883, pl. viii.

do also his architectural sketches and drawings. In the
illustrations to The Seven Lamps of Architecture the
sensuous quality of the stone texture is brought out by
Ruskin’s exquisite draughtmanship and his engraver’s
sensitive hand (Fig. 3).

To Ruskin, stone in its natural state possessed an
aesthetic value of its own. For this reason one should
never conceal masonry. The visual effect of a building,
moreover, depended on the execution of the wall. Small
buildings require bold masonry — it is no use trying
to increase the apparent size of a small building by em-
ploying small-size masonry. Ruskin had been impressed
by *’the element of sublimity in the rude and irregular
piling of the rocky walls of the mountain cottages of
Wales, Cumberland and Scotland.’’*® Masonry is a
means of expression; it can be varied from Titanic
heaps of rock to vaults and domes of edgy splinters.
Ruskin was not, to be sure, the first to observe the
beauty of rustic stone, and among his contemporaries
Gottfried Semper was at the time using strong textural
effects in his buildings (cf. Fig. 5-6). But Ruskin was
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certainly the most eloquent expounder of the natural
beauty of stone textures.

And if the nobility of this confessed and natural
masonry were more commonly felt, we should not
lose the dignity of it by smoothing surfaces and
fitting joints. The sums which we waste in chisel-
ling and polishing stones which would have been
better left as they came from the quarry, would
often raise a building a story higher. Only in this
there is to be a certain respect for material also:
for if we build in marble, or in any limestone, the
known ease of the workmanship will make its ab-
sence seem slovenly; it will be well to take advan-
tage of the stone’s softness, and to make the design
delicate and dependent upon the smoothness of
chiselled surfaces: but if we build in granite or lava,
it is a folly, in most cases, to cast away the labour
necessary to smooth it; it is wiser to make the
design granitic itself, and to leave the blocks rudely
squared. I do not deny a certain splendour and
sense of power in the smoothing of granite, and
in the entire subduing of its iron resistance to the
human supremacy. But in most cases, I believe,
the labour and time necessary to do this would be
better spent in another way; and that to raise a
building to a height of a hundred feet with rough
blocks, is better than to raise it to seventy with
smooth ones. There is also a magnificence in the
natural cleavage of the stone to which the art must
indeed be great that pretends to be equivalent; and
a stern expression of brotherhood with the moun-
tain heart from which it has been rent, ill-ex-
changed for a glistering obedience to the rule and
measure of men. His eye must be delicate indeed,
who would desire the Pitti Palace polished (cf.
Fig. 5)*

Ruskin, for his part, preferred a noble surface of
stone *’to most architectural features which it is caused
to assume.”’?? At his most extreme he even condemned
the use of machinery for the working and polishing of
stone, calling it an ’operative deceit’’ hardly better than
stone imitation. This fundamentalist view was retracted
by Ruskin in later editions of The Seven Lamps.> In
Ruskin’s later thought the colour of stone became more
important than the texture of stone. In The Seven
Lamps he had defined the true colours of architecture
as those of natural stone,* and in The Stones of
Venice colour became his overriding interest: what dis-
tinguished Venetian Gothic from its Northern counter-
part was the beauty and permanent colour of its stone.
Within a few years Ruskin had come to despise the
»’dark streets and grisly castles of oak and sandstone”’
built by the burghers and barons of the North while
the Venetian merchants ’were covering their palaces
with porphyry and gold.”’*
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Despite their internal inconsistencies, Ruskin’s essays
became fundamental for the philosophy of *’architec-
tural truth’’ such as it was developed during the latter
half of the nineteenth century. His impact was partly
indirect and transmitted through various intermedia-
ries. Thus the professed Ruskin admirer G.E. Street,
preached this doctrine in practice as well as in his
writings: *’It is truth only, in every line and every detail,
which can ever make great architecture.”’? In his
books on the stone architecture of Northern Italy and
Spain Street made a careful study of the relationship
between material and architectural form. Not only that;
he also drew the practical conclusions, pointing to the
possibilities offered by the many British varieties of
marble, granite, serpentine etc.?’” For the early stages
of Swedish ’material rationalism’’ Street provided an
important source of inspiration, since his Some Ac-
count of Gothic Architecture in Spain (1865) was used
by Isak Gustaf Clason during his studies of Spanish
stone buildings.?®

Less illustrious intermediaries than Street contributed
to the diffusion of Pugin’s and Ruskin’s ideas. In 1853
the Swedish Tidskrift for praktisk byggnadskonst och
mekanik published two papers by a certain Joseph
Boult. In the first Boult dealt with utility and function;
here the author joined the chorus of voices demanding
a stop to copyism. In his polemic against the Greek Re-
vival Boult made use of arguments drawn from Pugin
and Ruskin, including the former’s well-known defi-
nition of St.Paul’s Cathedral as a building where *’in
fact one half of the edifice is built to conceal the
other.”’? Boult’s florid condemnations of plaster
coating and painted imitations echoed the two arch-
moralists’ style and arguments, and his conclusion was
the expected one: what is needed is truth.’®

Boult’s second paper to be published by Tidskrift for
praktisk byggnadskonst was also concerned with
copyism and truth of material. Again the towering
figure of Ruskin looms in the background. When a
person lies with his lips, he is rightly stamped as dis-
honest, but if he lies with his hands, he is admired for
his skill in deceiving others, Boult complained. He
praised the scholars demanding truth of material, but
he also differred from Ruskin on certain points. He
found Ruskin’s argument in favour of gilding unsatis-
factory and suggested another criterion based on the
concept of skin. The skin of the human body, as well
as the furs and feathers of the animals are real material;
human beauty derives from the combination of an inner
structure with a coating skin. Sometimes imperfection
of the skin is concealed behind paint and face-powder,
the make-up box being used for falsely suggesting a
beauty which in truth does not exist. In architecture,
similarly, gilding and mosaics are real, forming a skin
which pleases the eye without deceiving it. But to use
cement and paint in imitation of other materials is like
having resort to the make-up box. Boult also took



Ruskin to task for rejecting machine work, pointing
out that the polished granite from the machine-works
of Aberdeen are just as impressive proofs of human
ingenuity as the polished granite of Egypt. If, thanks
to Savery, Smeaton and Watt, we are capable of cutting
and polishing granite as finely as the Egyptians there
is no reason to give up our advantage and return to
a more primitive state.’'

The trickle of ideas from British discussions reaching
Scandinavia directly or indirectly was supplemented by
rationalist and moralist currents of continental origin.
Durand has already been mentioned. Among Germans,
Karl Friedrich Schinkel proved to be important. As
early as 1804 Schinkel had been impressed by the use
of true materials in Lombardy, comparing the Carrara
marble of the Milan Cathedral with what >’wir selbst

4. Chr. H. Grosch and K.F. Schinkel,
The Oslo University Building, Central por-
tico completed in 1852. (Photo SR)

bei den imposantesten Werken durch Blendwerk und
Ubertiinchung verstecken.”” He had also rediscovered
brick construction by studying the architecture of
Northern Italy.’? Back in Germany Schinkel wanted to
revive "’the old workmanship of our ancestors.”’” But
only once he was given the chance to use real masonry.
In his Konigswache (1816-1818) Schinkel was allowed
to use natural stone instead of a combination of sand-
stone and plaster. The latter possibility had been sug-
gested as a compromise, but Schinkel found that the
stone imitation would form ’’an unpleasant contrast’’
against the true masonry.* But the only “’true’’ ma-
terial available in quantity in Berlin was red brick, and
Schinkel’s famous works in Backsteinrohbau, notably
the Berliner Bauakademie (1832-1835) became im-
portant models for brick architecture elsewhere.



In Norway Schinkel’s influence was felt in more than
one way.** When revising Chr. H. Grosch’s project
for the University of Christiania in 1838, Schinkel re-
commended Norwegian marble for the main portico
and the vestibule *’since in this manner the building will
achieve a monumental character and thus stand
through the centuries as a fitting expression of the spirit
and the cultural situation of the present era’> — or so
Schinkel’s opinion was reported in the official papers.
Although the marble needed would increase the total
cost of the building by more than one tenth, the Build-
ing Commission welcomed Schinkel’s suggestion, since,
they argued, an order of this magnitude would *’give
the first strong impetus towards the re-opening of our
closed marble quarries’’®® — Norwegian marble had
not been used in quantity since the construction and
subsequent repairs of the Marmorkirken in Copen-
hagen. In the end, however, the employment of true
materials in the University building was restricted to
the column shafts which were cut from reddish grey
syenite.’® The antae and the pediment were built of
plastered brick and the capitals cast of zink (Fig. 4).

Heinrich Hiibsch, a contemporary of Schinkel’s, pre-
sented Neo-Romanesque Rundbogenstyl as the only
viable alternative for the nineteenth century. Again
”’truth’” was the key word. Hiibsch referred to the
Liigen-Styl that would be the inevitable outcome of the
combination of Greek ideals with inferior materials —
architraves must not be constructed of soft stone.?’

Hiibsch’s pamphlet carried the provocative title In
welchem Style sollen wir bauen? and triggered off a de-
bate that was to last until the end of the century. In
Germany and Austria "’the battle of styles’” was con-
ducted with frequent recourse to Lodolian verism.
»Truth’ was appealed to in defence of Neo-Grecian
as well as Neo-Gothic styles, to justify Rundbogenstil
as well as the >’Byzantine Manner.””* In 1846 J.H.
Wolff made an attempt to reconcile the conflicting
opinions. There was, he argued, one principle on which
every one must agree, and this was the principle of truth
in construction and material. From this premise Wolff
worked out a system of aesthetics applicable to con-
struction. Let us use ashlar when a monumental effect
is desired, rubble (Bruchstein) or brick where ashlar is
not to be had — yes, let us build in timber and iron,
»’aber jedesmal sei die Natur des Materiales [. . .] die
erste Grundlage fiir die Formgebung.”’® Wolff’s
conclusion was, however, disappointingly conventio-
nal: he was convinced that ’the Greek forms corre-
spond, in the most direct way that is possible, to the
principles of mineralogy.”” By means of Wolfflinian
pairs of opposites he set about to prove the superiori-
ty of large-sized ashlar.

In Germany Pugin’s programme was taken up by
August Reichensperger in his book Die Christlich-ger-
manische Baukunst (1845).#' Reichensperger had the
moralist’s liking for piling up invectives:
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Insbesondere gilt das Gesagte auch noch von der
Auswahl des Baumaterials. Heutzutage weiss man
durch Mortel und Tiinche aus Allem Alles zu
machen. Der gebrechlieche Ziegelbau wird unter
ihrem Beistande in einen florentinischen Felsen-
palast verwandelt; der Gyps zaubert jede Mauer
und jeden Balken in eine strahlende Wand oder
Saule von Marmorstein und Porphyr um; die
Steinpappe (neuester Erfindung!) und das Papier
maché wissen den Bildnermeissel durchaus ent-
behrlich zu machen, wie die Tiincher-Schablone die
sichere Hand des Meisters!

Solches Schauspielern, Kokettieren und Schwin-
deln, solches Pappen, Flicken und Klatschen,
solcher hohle Bettelstolz, wie es sich allerwirts, bis
hinauf zu den Mortelpaldsten unserer Hauptstddte
aufblaht, mit einem Worte, eine solche Liigenhan-
tierung war tief unter der Wiirde jener grossen
Meister des Mittelalters, deren innerstes Wesen vor

5. Gottfried Semper, Ashlar bond of the Pitti Palace, Florence.
From Semper, Der Stil, 2, 1863, p. 362.



allem das Gepriage der Wahrhaftigkeit und der Ge-
setzmdssigkeit an sich trug und die dasselbe allen
ihren Schopfungen aufdriickten.*

Like Pugin, Reichensperger readily extended his ar-
gument from Christian architecture to practically all
other branches of building. With distaste he watched
the cheap commercial architecture next to the Colog-
ne Cathedral, ’der fettglinzende, sandbeworfene Qua-
derbau aus Tannenholz auf seinen glasernen Fiissen da,
als ein Musterbild heutiger Architecktur.”’# Contem-
porary architecture was in a state of anarchy, where
7alle kosmetischen Mittel nicht zureichen wollen, um
die immer mehr um sich greifende Hinfalligkeit zu ver-
bergen.”’* Reichensperger’s book was discussed and
quoted extensively by the Allgemeine Bauzeitung in
1846, again with a liberal selection of the author’s in-
vectives.®

Gottfried Semper’s long activity as a writer and
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6. Gottfried Semper, Gemaldegalerie,
Dresden. 1847-1854. (Photo c¢. 1884;
AAK).

architect made him a contemporary of both Schinkel
and Ruskin. One of Semper’s best known early papers
was an article on polychromy of 1834; since colour was
inseparable from material he also dealt with the latter
in the article. On the face of it, Semper sounded like
a good Lodolian:

Es spreche das Material fiir sich und trete auf, un-
verhiillt, in der Gestalt, in den Verhiltnissen, die
als die zweckmassigsten fiir dasselbe durch Erfah-
rungen und Wissenschaften erprobt sind. Back-
stein erscheine als Backstein, Holz als Holz, Eisen
als Eisen, ein jedes nach den ihm eigenen Gesetzen
der Statik.*

But this general declaration was followed by all sorts
of qualifications. We are told that since many materials
(e.g. wood, iron) require a protective coating, we might
just as well paint these materials in pleasant colours.
As for stucco, Semper was as little pleased by
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“’awkward, old-maidish plainness’’ as he was by the
imitations of historical styles from the Renaissance to
the Rococo.?

What Ruskin called *’operative deceit’” was also dis-
cussed by Semper in one of his important London lec-
tures in 1853. The new working methods have revo-
lutionized our conception of form in hard materials.
The majestic calm and the rigour of the contours char-
acteristic of Egyptian granite and porphyry monuments
are still impressive; but in our time the economy of
work is no longer a necessary trait of style, since ’we
possess the means to cut the hardest stone as if it were
just chalk.”*® For this new situation Semper has no
specific advice, only general principles, to offer: if
granite is used in places where hardness and durability
are desired, then the proper manner of treating it will
once again become apparent.

In his practical work Semper made use of the whole
gamut of stone textures sanctioned by Classical and
Renaissance precedents, from rough rustication to
finely tooled ashlar (Fig. 5-6). In the presentation
written by Semper for his first Dresden Hoftheater he
proudly emphasized that the edifice is built ’in genuine
sandstone masonry up to the second arcade.’’*° In his
book Der Stil Semper included a section on ’’Ste-
reotomy or Stone Construction’ (Fig. 6-7). The an-
cients, he wrote, preferred a simple rhythm in their
ashlar walls, whereas later styles display ’’a more
romantic-musical tendency towards a more elaborate
variation of rhythmic cadenzas, intervals, caesuras
ete. %

Semper’s reputation as a proponent of *’architectur-
al materialism’’ rests on his dictum *’Jedes technische
Product ein Resultat des Zweckes und der Materie,”’
originally a sub-heading in Der Stil.*> In his London
lecture of 1853 Semper designated the >’material sys-
tem’’ (i.e. the material and the working processes) one
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7. Gottfried Semper, Rusticated quoins of the Dresden Museum.
From Semper, Der Stil, 2, p. 364.
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of the three factors determining style. He advised the
practising architect to regard his material, not as passi-
ve matter, but as a source of inspiration.’?

But despite his reputation as an architectural mate-
rialist Semper warned against overrating the role of ma-
terials in architecture.’* He was anxious to preserve
the priority of another favourite idea of his, the con-
cept of coating (Bekleidung). According to Semper, the
origin of architecture was to be sought in weaving, bas-
ketwork and the textile arts. He pointed out that the
Greeks coated their superb stone constructions with a
thin layer of stucco, which was then painted — thus
the admired white marble was adopted in order to
produce the painted finish that the Greeks wanted to
give their buildings.’’

Neither was Semper dogmatic in his architectural
practice. The interiors of his Wiener Ringstrasse build-
ings abound in imitated materials — prevailing practice
was not easily reformed. The Ringstrasse project had
been accompanied by extensive prospecting for stone
materials, available resources had been studied in
several reports, but nonetheless only a few of the
monumental buildings had fagades of natural stone.
In the interiors artificial stone was used side by side
with real materials; this, moreover, by architects who
unlike Semper had thundered against Lizigen and
Scheinmaterialien in their writings.

Compared with Semper, Etienne Viollet-le-Duc made
more consistent use of the Lodolian principle that *’la
pierre paraisse bien étre de la pierre; le fer du fer; le
bois du bois.””*” In his Entretiens sur [’architecture
(1863-1872) Viollet-le-Duc made a distinction between
truth of purpose and truth of construction, the latter
being the employment of the materials in accordance
with their properties. Architectural truth was more im-
portant than the traditional aesthetic categories.’® Like
Lodoli he criticized the translation into stone of forms
derived from straw, clay and wood construction. But
from the point of view of architectural truth, the imita-
tion of a noble material in a mean one was obviously
worse. Viollet-le-Duc stated the issue with precision:
let us assume that we are required to build two different
assembly rooms to hold two thousand persons each.
In case A we are offered ample funds and materials
of superior quality — marble or granite. In case B we
have to restrict ourselves to a minimum of resources
and to a choice of materials consisting of brick and
timber. Ought we to give the two buildings the same
area? Evidently, yes, since they are to accomodate the
same number of persons. Ought we to give them the
same apppearance? Evidently, no, since in the two cases
we cannot command the same resources. Building for
the same programme, we have yet to employ two en-
tirely different modes of building. For if we apply
plaster and paint to make a building of brick and wood
look as if it had been erected in stone and marble, then,
indeed, we do employ art for a miserable purpose.®



By the ingenious use of true materials, Viollet-le-Duc
emphasized, we can give "’style and a certain distinc-
tion’’ even to the most humble structures. >’Une sim-
ple chaine de pierre, placée dans un mur devient ainsi
une expression de I’art.”’® It is characteristic that in
this Entretien Viollet-le-Duc’s term ’material’’ means,
more or less, stone. It is only in the second volume of
his work that other materials begin to attract his at-
tention. Stone was to Viollet-le-Duc much more than
a mere building material. Like Ruskin, he was an
amateur geologist who had published in the field; he
was, moreover, an accomplished mountain climber.

In the historical section of his Entretiens Viollet-le-
Duc had given an example of the successful employ-
ment of masonry, the round temple of Vesta in Rome:
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8. E.-E. Viollet-le-Duc, Wall from the cella of the Temple of Ves-
ta. After Viollet-le-Duc, Entretiens, 1, 1863, fig. 4.

»’Voila donc un mur, un simple mur, dont la construc-
tion a du style”’ (Fig. 8). The rhythm produced by the
different heights of the courses is explained by the ut-
terly rational and economic use of materials: the fine
and hard, although expensive marble (A,B) is combined
with cheaper travertine (C). Marble is used in small
blocks for coating, and in slabs serving as binders which
strengthen the wall construction. Now, suppose that
a Parisian architect should want to imitate this elegant
and firm wall. How should he treat the domestic build-
ing stone which he receives from the quarry in blocks
of varying heights and in lengths of 1-2 metres? To cut
the stone in small pieces would be useless and expen-
sive. To carve mock joints in order to produce the same
effect as in the temple wall would be *’a lie.”” Both so-
lutions conflict with the true nature of the material ac-
tually used in Paris.®
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Continental rationalism reached Sweden as early as
the 1830’s. Durand was praised by the Swedish archi-
tect and engineer Carl Stal, the author of a standard
text-book on building construction (1834). Stal quoted
Durand’s Précis des legons in his section on ’’Form and
Proportion,”” emphasizing the role of ’’truth and
nature’’. The only important forms are those derived
from *’the nature of the materials and the use to which
these materials are put.’’®

A key figure in this context was Axel Nystrom, city
architect of Stockholm and professor of architecture
at the Royal Academy of Fine Arts 1836-1848. Nystrom
had travelled extensively in Europe from 1819 to 1825,
with longer stays in Paris and Rome. From the 1830’s
to the 1850’s he visited Berlin, Paris and London.®
He had met some leading European architects and he
supplemented his first-hand experiences with reading
professional journals. Nystrom was sensitive to new
signals; in 1839 he revised his fagade designs for a build-
ing in Lund to suit his recent reorientation towards
Schinkel’s Rohbau, which he had seen in Berlin,
Dresden and Stettin.® It has also for good reasons
been suggested that he was influenced by Hiibsch.®

Nystrom was a shrewd observer and sharp commen-
tator. Among his extant papers is a text headed *’Ar-
kitekturstudier,”” which according to its opening pas-
sage was in progress in 1845. These *’Studies’’ have
been construed as forming a kind of personal mani-
festo.% Rather, they represent a medley of the archi-
tect’s own reflexions and excerpts from various sources
such as the Zeitschrift fiir praktische Baukunst, Kunst-
blatt, and Allgemeine Bauzeitung. The abuses criticized
by Nystrom were hardly as common in Sweden as in
the metropoles visited by him during his travels, and
his jeremiads may partly be ascribed to his wish to keep
up with contemporary debate.

Nothing, it seems, is more detrimental to the pro-
gress and advancement of architecture in our age
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than the practice of using imitated and deceptive
materials. In our day the sense of honour which
characterized the architects of old is no longer cur-
rent. Instead, there is a spirit of conceit, a hanker-
ing for display and superfluous ostentation which
prompts people to make things appear different
from what they really are. Hence the debasement
of the noblest and finest forms of architecture,
which is so typical of contemporary building and
decoration. This is why the cathedral, the court
room, the tavern and the trinket shop are deco-
rated with cement, putty, iron or clay, which are
given forms that were invented for stone, marble
and bronze.®’

In 1845 Nystrom travelled in Europe to study muni-
cipal engineering, fire prevention, street paving etc. In
his report he devoted much space to building methods,
noting with apparent envy that Parisian fagades were
’richly ornamented in stone;’’ this could be had at a
moderate cost thanks to the great number of skilled
stone carvers. In Berlin, on the contrary, true masonry
was seldom seen, the ornaments being, for the most
part of cement, gypsum or other mean materials. In
Hamburg the situation was similar:

Rarely does one see true masonry, and when stone
is employed, it is given exactly the same forms
which are just as adeptly used for cement in count-
less other places. Speed, showiness and low cost
are what counts here. The employment of cast and
moulded ornament is often exaggerated, and the
resulting gaudiness is tiring to the eye [...]%

Nystrom pleaded for honesty and simple materials.
This was all the more important in cases where eco-
nomy set a limit to the use of more expensive building
methods. He argued that the reform must begin in
public projects; in the private sector taste had already
become corrupted by commercialism. We must restore
the sense of propriety in architecture in order to ’’stop
the building turkey from attiring itself in the feathers
of the peacock.”’®

With his attacks on the use of false materials Ny-
strom initiated a tradition in Sweden. The ideas ex-
pressed in his notes and manuscripts were transmitted
to a generation of younger architects. His rationalism
influenced his pupil F.W. Scholander, who, in turn,
became a professor at the Academy in 1846 and
preached the same lesson to his students. Only with the
generation following Scholander did the good inten-
tions ripen into action and the use of genuine materials
become general.”™

Fredrik Wilhelm Scholander, Nystrom’s son-in-law
and his successor in the Academy, has sometimes been
referred to as a Swedish Gottfried Semper. Scholander
was the leading Neo-Renaissance architect of Sweden,
sharing with Semper an admiration for things Italian
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and a general liking for polychromy in architecture. He
knew Semper’s writings and many of his buildings; yet,
as pointed out by Bo Grandien, the Swedish architect
was no reformer or theoretical thinker.”" In fact,
Scholander made unrestrained use of the meanest imita-
tion materials. When visiting Innsbruck in 1863 Scho-
lander frowned at brick and sandstone imitations
painted on plaster, but returning home in the following
year he built a manor where exactly the same imita-
tions were employed.”

In his teaching Scholander stressed the importance
of true materials, but deplored the fact that in prac-
tice plastered brick was usually the only alternative. The
result could hardly be anything but *’a worthless cake
of useless ornaments.”’” This comment dates from the
1870’s when Scholander became increasingly aware of
the contradiction between the good intentions and the
everyday practice of most architects. In 1878 he wrote
to C.G. Estlander, one of the figureheads of the art
establishment in Finland at the time:

And even if Utility is decorating itself with a couple
of mouldings and a little gew-gaw which any one
could knock down with a sugar hammer, it hard-
ly becomes Art. [...] This is why I am so furious
about our plaster architecture here in Stockholm
and in every other place where it also rules. I would
like to see true material well worked and well as-
sembled. Only in this manner, there will emerge
something which, although imperfect, would have
at least some resemblance with art.”™

Scholander’s excuse for plaster was practical and in
accordance with Semper’s principle of *’protective coat-
ing.”” Plaster was needed in Sweden, since, he observed,
the climate was severe and durable brick impossible to
get.” On this point Scholander’s view was accepted by
[.G. Clason, one of his pupils, and also the pioneer of
true materials in Swedish architecture. Clason noted
the inconsistencies in Scholander’s work, but he praised
his teacher’s attempts to ’’transpose stone motifs to suit
brick and plaster construction’ without recourse to
plaster of Paris.”

The chief credit for inspiring a new generation of
architects to moderation and honesty was given by
Clason to A.T. Gellerstedt, a professor of architecture
at the College of Technology in Stockholm 1877-1882
(in 1876 the training of architects was transferred to
that institution from the Academy of Liberal Arts).
Himself a mediocre architect, Gellerstedt inspired his
pupils to study the use of true materials in the archi-
tectural heritage of Sweden: the medieval churches of
Gotland, many Renaissance castles, and especially
seventeenth-century buildings in Stockholm with their
carved portals.”’

The influence of the three professors, Nystrom,
Scholander and Gellerstedt, reached the neighbouring
countries, too. Several Finnish architects completed



their training at the Academy in Stockholm, a prac-
tice that continued even after the founding of the Po-
lytechnical Institute of Helsinki in 1879. In Norway the
Swedish rationalist trend was reflected in the Stortings-
bygningen in Christiania, a brick structure designed by
one of Nystrom’s former students, the Swedish archi-
tect Emil Langlet.”™

Continental rationalism was also directly transmitted
to Norway. Schinkel’s role has already been mentioned.
In 1838 the German architect Heinrich Ernst Schirmer
(1814-1887) arrived in Christiania to assist in the work
on the Royal Castle. In 1859 another German, And-
reas Friedrich von Hanno (1826-1882) joined Schirmer,
with whom he planned several public buildings in
Backsteinrohbau with quoins and dressings in stone;
von Hanno also ran a pioneering stone firm.”

From the 1850’s until the end of the century genera-
tions of Norwegian architects received their training in
Hannover. According to Stephan Tschudi Madsen
more than fifty Norwegians attended the Hannover Po-
Iytechnic with its leading teacher, Konrad Wilhelm
Hase (1818-1902). Hase preached architectural truth
and taught his students to shun false materials; with
varying success, it might be added. From the 1880’s
Hannover was superseded by other destinations for
Norwegian students of architecture.® A few studied at
the Ziirich Polytechnic and may in this way have learnt
about Semper’s ideas.?!

In the technical journals of Scandinavia the purist
debate is at first echoed in the form of free translations
from British and Continental journals. A more inde-
pendent debate started in the 1880’s, even then with
foreign inspiration. In 1883 the Norwegian Teknisk
Ugeblad printed a text from the Deutsche Bauzeitung,
where a writer had proposed a ban on all plaster of
Paris ornaments. By this time the decorated fagades
built in the preceding decades had begun to take their
toll: pieces of decaying and frost-damaged cornices
were causing an increasing number of accidents. In a
comment to the proposal the Bauzeitung editor called
attention to the recent move for true materials; against
this background, he argued, a legal ban on plaster will
appear just and reasonable.®

Although dropping cornices must have been as un-
pleasant in Stockholm and Christiania as they were in
Berlin, the phenomenon seems to have caught the at-
tention of architects in Sweden and Norway only after
Deutsche Bauzeitung had commented on it. Even the
term Gesimsfallzeit was imported, referring to a fifth
season between winter and spring. In January 1884
Teknisk Ugeblad noted that the winter that year loo-
ked especially bad: ’We can hardly recall ever having
seen as many plaster ornaments coming down wholly
or in part.”” To add weight to his observation, the com-
mentator again appealed to the authority of Deutsche
Bauzeitung. The German journal had reported recent
cases of crashing cornices and crumbling fagades in Ber-

lin, and it also mentioned the mounting opposition to
such dangerous methods of construction. In Paris, we
are informed, there were already regulations stipulat-
ing that cornices made of other materials than natural
stone must not project more than 16 cms from the wall.
Less than two months later, in March 1884, Teknisk
Ugeblad reported a fatal accident in Stockholm, where
it was said that the cornices were in a particularly bad
state.®?

In fact, one of the earliest and most important de-
bates on true material was focussed on this tangible
issue, dangerous cornices. At the Second convention
of Swedish Technologists in 1886 the House Building
Section debated the topic >’What can be done to re-
strict the abuse of ornaments of plaster of Paris?’’ The
wording deserves to be quoted:

This topic has been prompted by the disgusting
spectacle, at regular intervals presented by quite
new, seemingly luxurious, so-called *’stone’” build-
ings, which have lost long stretches of their cor-
nices with appurtenant consoles etc.; and done so
in a manner jeopardizing the life and limb of
passers- by; wherefore this meeting is invited to dis-
cuss whether other methods should be employed
to find an appropriate form, decoration, method
of construction and material for the above men-
tioned details [. . .] This is an issue where rational
architects should, if ever, be entitled to receive sup-
port from legislation.®

In the ensuing discussion plaster of Paris was both
attacked and defended. Some speakers suggested or-
naments of sheet metal or cement as alternatives, only
to be haughtily rebuffed by the purists. Others recom-
mended Backsteinrohbau as such or combined with
natural stone. At this juncture A.H. Horlin, an archi-
tect active in the arts and crafts reform and familiar
with the ideas of Pugin, Ruskin and Semper, rose to
speak in order to place the issue in a wider perspec-
tive. The abuse of plaster is a sin that will always find
you out, it has become its own punishment *’ruining
the appearance of the building as well as constituting
a danger.”” The use of false and perishable materials
is a fashion, and like other vogues it can be changed:
someone has only to begin and set a new example. ’The
architects ought to form a conspiracy against the
tyranny of plaster.”’®

Another aspect was taken up by the architect Ferdi-
nand Boberg. Boberg called attention to the rational
foundations of the ’good Italian Renaissance’” whose
forms were copied with such unfortunate results. The
enormous cornice of the Palazzo Strozzi, which pro-
jects two meters, is constructed of large blocks of stone.
Other Florentine palaces have cornices of timber. In
the Palazzo Fava in Bologna the architect has had only
brick at his disposal and acted in accordance with the
circumstances: here the cornice projects a mere half
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meter in a rise of one meter. All this is rational and
honest; a striking contrast, Boberg concluded, to the
gypsum suspended in rails and iron baskets in Stock-
holm.% The challenge of the cornice is, it seems, felt
as late as 1894 when Aron Johanson designed the
Stockholm Savings Bank building with its defiantly pro-
jecting cornice, perhaps the only bold feature of this
academic composition (Fig. 83).

At the 1886 Convention many speakers opted for
brick Rohbau since natural stone still seemed unreal-
istic. In 1878 the Building Section had already taken
an interest in the University Building in Uppsala, re-
commending that uncoated brick and dressings of stone
be used for this important structure (Fig. 49-50; cf. be-
low Chapter 6). By the time of the 1886 Convention
several prestigious red brick projects were under con-
struction, some designed by architects present at the
discussion. But a more ambitious goal was defined in
the heading of another topic debated at this important
meeting: ’How is the use of natural stone in building
construction to be promoted?”’

Although Sweden abounds in granite, sandstone,
limestone, soapstone and other rocks suitable for
building, these stones have almost completely gone
out of use as a material for cornices, portals, win-
dow surrounds etc., whereas in earlier times entire
buildings, or at least the parts just mentioned were
executed in stone. Instead of being made of stone,
columns are now built of brick and coated with
plaster. [...] Imported gypsum has taken the place
of our own building stone, spoiling the exterior of
our buildings, especially since the ease with which
it is obtained, results in an overloading of orna-
ments. If the upper courses of the cornices were
built in masonry, we could, as suggested in the pre-
ceding topic, largely be saved the accidents in
which enormous lumps of gypsum and plaster
come crashing down. The principal obstacle to a
more general use of masonry is to be sought in its
[...] absurdly high cost. Is there then, no way of
making reasonably priced stone available for build-
ing construction in order that we might today, as
once before, use our own, considerable stone re-
sources in a manner conducive to the improved so-
lidity and appearance of our buildings?®’

Forty years after Axel Nystrom had first criticized
the use of plaster, thirty years after Pugin and Ruskin
were first introduced to Swedish readers, after three
professors of architecture preaching Truth and Honesty
to their students, we still find architects and engineers
repeating more or less the same arguments in 1886. As
late as the ’nineties, I1.G. Clason still resorted to the
falling cornices argument.®

But repetition need not imply stagnation. On the
contrary, from now on the debate becomes more arti-
culate, and writers known only through second-hand
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sources are rediscovered. Semper’s posthumous Kleine
Schriften (1884) is a case in point. Thanks to the crafts
reform Ruskin became known in the ’nineties, direct-
ly and by way of German translations. Swedish trans-
lations of Ruskin began to appear only after the turn
of the century. In 1898 the Finnish critic and architect
Jac. Ahrenberg wrote that the Swedes have come to
know the >’Neo-English ideas’’ of architectural realism
through Ruskin’s Seven Lamps and The Stones of
Venice; in this way they have received an antidote for
the German influence that Ahrenberg found so harm-
ful in Finland.®

In an article called *’Architecture and the General
Public’’ the Swedish architect Gustaf Lindgren did in-
deed summon Ruskin’s assistance in his attack on spe-
culative building in Stockholm. Lindgren’s *’value of
labour’” and *’value of material’’ come straight from
Ruskin, as does his comparison with womens’ dress.
A decent person would not let his wife or daughter wear
talmi gold or celluloid tortoise; in the street all of us
can tell a demimonde from a woman of the world. But
in architecture *’we attire our beloved like a demimon-
de, with every conceivable, meaningless frippery,”’
brass gold, paste diamonds, glass pearls, false teeth and
wigs — a somewhat overdone version of the
corresponding passage in The Seven Lamps where Rus-
kin wrote that *’exactly as a woman of feeling would
not wear false jewels, so would a builder of honour dis-
dain false ornaments.””*

The Truth of Style

’Is there any one in his right mind who would not laugh
if a person appeared right in the middle of the market
square, clad in finely polished armour with chasings
by a Cellini?”’®' Lodoli’s biting comment on historical
disguises sums up another aspect of architectural truth,
which was to preoccupy countless later writers on archi-
tecture.

By the first decades of the nineteenth century the
growing body of archaeological works, including ac-
curate measurements and delineations of ancient and
medieval buildings, had opened the doors to the past.
The situation was, at the same time, inspiring and con-
tradictory. On the one hand, the documentation of his-
torical buildings provided an increasing assortment of
models to be adapted for contemporary needs. On the
other hand, the new insight into past periods created
unexpected inhibitions when it actually came to the ex-
ploitation of the historical models. It appeared, as Karl
Friedrich Schinkel put it, that *’history has never copied
previous history.”” ”’Every epoch has left behind its own
style in architecture. Why should we not try whether
a style for our own might not also be found?’’®> The
buildings of past epochs, it appeared, were the products
of specific conditions which did not necessarily exist



in the nineteenth century. It seemed as if nineteenth-
century architecture was indeed behaving like Lodoli’s
Quixotic fool, masquerading in attire borrowed from
past epochs.

Peter Collins has devoted a whole chapter to >’The
Demand for a New Architecture,”” where he points to
André Chenier as one of the first to question the
authority of the past. In a poem published posthumous-
ly in 1819 the poet asked why we make such efforts
to live in the past, although everything around us has
changed, habits, customs and sciences.” Chenier did
not explicitly refer to architecture, but from the 1820’s
the problem of a true nineteenth-century style began
to attract increasing attention. Heinrich Hibsch’s In
welchem Style sollen wir bauen? (1828) precipitated a
debate in German-speaking countries. In England
Thomas Hope closed his book An Historical Essay on
Architecture (1835) with a plea for an architecture
which ’should truly deserve the apellation of Our
Own’.”” Twelwe years later T.L. Donaldson presented
the following challenge to the Architectural Associa-
tion: ’The great question is, are we to have an archi-
tecture of our own period, a distinct, individual, pal-
pable style of the nineteenth century?’’%*

Although a subject of lively discussions in British and
continental architectural publications in the 1840’s and
1850’s, the New Style did not seem to materialize.
Whereas in the question of ’Truth of Material’’ there
existed a general agreement about means and ends, the
idea of the ”’Truth of Style’’ proved difficult and con-
troversial. Some leading authorities rejected the de-
mand for a New Style altogether, others seemed con-
tent with sitting down to wait for it. Ruskin and Sem-
per belonged to the first category. In The Seven Lamps
the former observed that *’a day never passes without
our hearing our English architects called upon to be
original, and to invent a new style.””” Semper re-
turned the argument to the senders: if styles are indeed
shaped by ideas (as those who harped about the New
Style presupposed), where is the Great Idea of the nine-
teenth century which architecture is to express? Many
young architects of today, Semper believed; would be
fully capable of giving such an idea the appropriate
architectonic expression. But until the advent of the ne-
cessary conditions we have to make do with old for-
mulas.%

A moderate eclecticism, or the judicious borrowing
of usable motifs from earlier styles, was proposed by
many writers. In 1850-1851 the debate in Germany
quickened owing to the Maximilianeum competition in
Munich. The programme for this project called for the
creation of something new instead of copying existing
models. By combining elements from different styles
it must be possible to create ’an original, beautiful,
organic whole,”” the organizers argued.’” Semper ri-
diculed the programme, and *’Maximilianstil’’ soon be-
came a byword for eclecticism gone wrong.

If a New Style could emerge only as a result of a new
concept of construction, then the nineteenth century
had an obvious alternative to offer: iron. But, as we
know, the attitude to iron among the mainstream archi-
tects was ambiguous and contradictory. Ruskin and
Semper denied the possibility of articulating iron,”
and Viollet-le-Duc approved of the material, in theory
rather than in actual practice.”” Others were more
hopeful or enthusiastic, especially after the sensational
success of the Crystal Palace. But since the debate on
style concerned fagades rather than any other features
of architecture, the impact of iron construction re-
mained negligible and restricted to a few experiments.

The concept of the New Style became commonplace,
and the demand for a nineteenth-century style was re-
peated in countless articles, pamphlets and books. The
first echoes of this debate reached Scandinavia by way
of translation of texts from German and British perio-
dicals and pamphlets. In one of the 1853 Swedish trans-
lations from Joseph Boult (see above p. 16) the author
called for a stop to the historical masquerade. The one
lesson taught by history, Boult maintained, is that every
age has created its own mode of building, a style based
on available materials and adjusted to the demands of
the time. Instead of imitating the forms of the past,
we, too, should give the creations of our time, the
bridges, warehouses, dwellings and churches, the stamp
of original beauty and truth.'®

In 1859 the Swedish Tidskrift for byggnadskonst och
ingeniorvetenskap serialized a translation of Edward
L. Tarbuck’s R.I.B.A. Prize Essay A Popular Account
of the Styles of Architecture (1855). Tarbuck’s last
chapter, ’The Present State of Architecture’ formed
a long litany on the lack of a nineteenth-century style.
Is design at last exhausted? Has not another style arisen
suited to the present age?

The answer is simply, that, while nearly every great
nation of antiquity, and a grand Institution, which
flourished in its greatest splendour during the
Middle Ages, devised and carried out systems of
decorative architecture, peculiarly suited to the
purposes for which they were required, and rising
directly out of them, we, in these days, when the
world has attained a higher degree of civilization
than it ever before arrived at, possess so little
vigour of intellect, and such slight inventive
powers, as to be able to do little better than copy,
oftentimes without feeling and effect, without an
imbibition of their spirit, the works of those,
whom, in so many other respects, we have long
far excelled.”’!"!

In Tarbuck’s opinion, even the Crystal Palace was
merely ’the clothing of new materials with old forms.”’
He did not for a moment doubt in the efficacy of the
repeated calls for the New Style: *’let once an indige-
nous style which shall rise out of the peculiar circum-
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stances of modern days be demanded as a crying ne-
cessity, no doubt can be entertained that, sooner or la-
ter, its development must follow.”’'2 But he had, of
course, no more than the other critics presenting the
same demand, any concrete suggestions to offer.

In 1864 an anonymous commentator in 7idskrift for
byggnadskonst och ingeniorvetenskap made a some-
what tentative use of the New Style criterion as a cri-
tical concept. The commentator referred to the repeated
allegations that the present era had failed to create its
own style, resorting instead to the aping of earlier
epochs. For his part, he believed that from the aesthe-
tic as well as the technical point of view contemporary
architecture had kept pace with the sciences and with
civilization in general. >’ An original style of architecture
is not invented in the manner of an innovation in
mechanics, which can be patented; for a beginning, it
develops gradually, and only in the course of time it
assumes more salient characteristics, which are typical
of the style in question.”” In the course of time, he
thought, it has become increasingly difficult to create
new styles. The styles of Antiquity were shaped under
extremely simple conditions: models were provided by
nature and represented in solid and handsome ma-
terials. Similarly magnificent styles were invented in the
Middle Ages. But the complexity of modern civiliza-
tion has resulted in an embarras de richesse: it is dif-
ficult to decide what materials to use, and how to use
them. >’This may be an advantage [. . .] but it does not
favour the formation of original, permanent styles of
architecture.”” The commentator’s conclusion is in-
teresting: the correct thing to do would therefore be
to favour local traditions. With the assistance of ap-
plied science, developing taste and practical insights it
will thus be possible to develop an independent style,
which will also become national. This is the first time
that we come across the notion of regional pluralism
as conducive to a national style; two decades later the
same idea was to recur in a more articulate form in the
Swedish discussions on a national style.'®

Peter Collins has pointed out that the idea of a New
Style laid dormant during the decades between the mid-
century debates and the revived interest in the prob-
lem at the turn of the century.'™ This was also true
for the rudimentary *’debate’” in Scandinavia. Until the
1890’s we come across few, if any, references to the
New Style in Nordic technical journals. But with the
crafts reform and the revival of rationalist ideals the
notion again became topical. ’Do we have a Style of
our own?”’ (’Hafva vi en egen stil?’’) was the heading
of an account of Jakob von Falke’s reflections on the
crafts reform published in Teknikern in Finland
(1891).'% Here von Falke — who also played a role in
the organization of Scandinavian crafts — concluded
that the New Style had indeed arrived, at least in the
field of design. It has not yet a name, but then styles
are generally named by posterity. The nineteenth cen-
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tury, von Falke argued, had indeed succeeded in creat-
ing novel combinations of the various historical ele-
ments which it had appropriated.

During the early 1890’s there was a tendency to re-
gard eclecticism as the final answer to the demand for
a New Style. The Swedish architect Gustaf Lindgren,
for instance, argued that it was no longer possible to
create a New Style, if by this term we mean a unified
design based on common motifs. The tasks presented
by contemporary society, he wrote, had become so
varied that no unified design could cover all the dif-
ferent contingencies. Therefore the historical forms
were still of use. Understood in a wider sense, how-
ever, the New Style was not only possible but actually
in the making. The first step had already been taken:
the respect for the material was being restored. Form
is dependent on material, and the choice of viable styles
is determined by our resources. Wood and granite are
our most common materials, although the latter is so
expensive that it is rarely used. Then Sweden has sedi-
mentary stones, brick clay, iron, copper, *’in addition
to plaster, gypsum, cement and concrete.”” According
to Lindgren, these materials defined the range of styles
possible in Sweden: Old Nordic wood style, Baltic (i.e.
Swedish, Danish, North German) Gothic in red brick,
French Gothic with a combination of stone and brick,
English and Dutch Gothic and Renaissance, Danish-
German Renaissance, and, last but not least, traditional
Swedish plaster architecture with plain surfaces and ar-
ticulation in natural stone. This was a long list, and
one that already reflected the success of projects such
as Isak Gustaf Clason’s Biinsow House (1886-1888,
Fig. 63). Lindgren concluded his essay with a reminder
that the work for a New Style, if this will ever mate-
rialize, will in any case require considerable time.'%

Towards the end of the 1890’s the concept of the New
Style acquired a different meaning. By virtue of its very
name, Art Nouveau seemed entitled to become the
long-awaited panacea. Its emancipation from the Re-
naissance tradition, its novel interpretation of natural
forms, and its receptiveness to contemporary materials
seemed to support this claim. Nonetheless, the claim
was contested by many. The Swedish architect C.J.
Forsberg addressed the problem in an article headed
»>The Old Style of Architecture and — A New Style?”’
He admitted that materials have in the past given rise
to new styles, but in the case of the most recent of ma-
terials, iron, all such hopes have been thwarted. Neither
was there, according to Forsberg, any new principle of
construction which might give rise to a new style. What
remained, then, was decoration, a field where the mo-
dern movement has indeed brought about a renewal.
»’But for the time being the question as to whether a
new style exists, has to be answered with ’No!”>” Al-
though it was thus premature to talk about a new style
Forsberg predicted that ’after two decades from now



we will see the emergence of a new, logical style of
architecture’’'”” — not a bad forecast as forecasts go.

Occasionally the New Style was appealed to in ap-
preciations, for instance, in the case of the Skane-
banken (Fig. 164; cf. below p. 154). In Finland one of
the more prolific architectural writers, Bertel Jung,
published a lecture, where he dealt with recent move-
ments. He was not, any more than Gustaf Lindgren,
willing to admit that Art Nouveau or the Wagner school

yet represented the New Style.'® This was in 1901;
two years later Jung was carried away by the architec-
ture of the Poli, the Technical Students’ Union in Hel-
sinki (Fig. 205-206), which he named *’the first true re-
presentative of “the new style’,”” the modern style about
which so much has been said, but of which we have
seen so little. Jung exclaimed that ’now we do no
longer have to write and discuss; now the stones them-

selves speak’ (see below p. 182)!%
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3. STONE TRADE, GEOLOGY AND ARCHITECTURE

Sweden: From Eighteenth-Century
Physiocracy to the Geological Survey

In Sweden local building stone has been used ever
since the Middle Ages. From the twelfth century
onwards, softer varieties such as limestone and sand-
stone as well as harder rocks, notably granite, had been
quarried for churches, fortifications and castles. As a
rule the quarries had been opened to serve the needs
of specific building projects. After the completion of
the building in question the quarry was abandoned, to
be reopened, perhaps, when a new project was started
at a suitable distance.

Until the early nineteenth century there were only a
few quarries, which had been in continuous operation.
Thus Silurian limestone was shipped from Gotland and
Oland, becoming widely used for stairs and flooring.
Kolméarden marble had been utilized since the middle
of the seventeenth century and Alvdalen porphyry since
the late eighteenth century; neither stone, however, was
suitable for fagades.

The Royal Swedish Academy of Sciences, founded
in 1739, encouraged the study of the country’s natural
resources. From the 1740’s the transactions of the Aca-
demy featured articles on geology and reports on quar-
ries.! In 1758 A.F. Cronstedt published an essay on
mineralogy which appeared in a second, revised edi-
tion in 1781. For the benefit of mineralogists as well
as mining and quarry men Cronstedt appended a clas-
sification of usable rocks and stones. In this list build-
ing stone occupied a relatively insignificant place. The
use of polished granite and porphyry for architecture
was still regarded as an exotic speciality cultivated by
the ancient Egyptians and contemporary Italians.
Among the building stones proper, only sandstone was
dealt with at any length.?

Stone building techniques became topical in connec-
tion with government attempts to check deforestation,
which had become a matter of concern in eighteenth-
century Sweden. Since it proved difficult to cut the iron
industry’s demand for charcoal or to reduce the con-
sumption of fuel for heating purposes, economists and
technologists turned their attention to the building sec-
tor. Alternatives to timber construction were sought in
order to save the forest resources of Sweden. Gabriel
Polhem, the son of the famous inventor Christopher
Polhem, gave a summary list of available domestic
building materials in a treatise published in 1760.3
A.F. Cronstedt dealt at greater length with the brick
and stone resources of Sweden in the Transactions of
the Royal Academy in 1761.* The same concern for
the regrowth of the forests accounts for the Royal De-
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cree of 1776 prohibiting the use of timber for churches,
town halls and other buildings built at public ex-
pense.’

Natural stone, however, was not a realistic alterna-
tive to timber. The working and transport costs in the
sparsely populated country remained too high. In 1752
a writer on building techniques, Carl Hindrich Konig,
commented on the situation. He admitted that the most
handsome buildings are those that are built of mason-
ry throughout, but since these would become too ex-
pensive, ’cut stone is used here in Sweden only for
quoins, cornices, entablatures and for coating certain
parts of palace fagades.”® A decade later (1761) the
acceptance of economic and technical realities was sum-
marized in the following way by Cronstedt: *’As a sub-
stitute for the scarce natural stone, which, to be sure,
should and could be used more widely than is the case,
red brick remains the safest alternative, since clay is
to be found in most parts of the country.””’

To writers of the period, brick construction almost
unvariably meant a plastered brick wall. Even where
the stone resources were abundant and the patron was
wealthy, cut stone was displayed in architectural de-
tails only, whereas the main expanse of the fagade re-
ceived a coating of plaster. The fagades of the Royal
Palace in Stockholm have plaster surfaces with archi-
tectural details of natural stone which originally were
painted for weather protection; the high base of the pa-
lace is coated with sandstone from Roslagen in the
Stockholm archipelago. Another example of such a se-
lective use of stone is provided by the Ovedskloster
castle in Scania, designed by Carl Harleman and built
for the wealthy magnate, baron Hans Ramel in 1768-
1776. Here the magnificent red sandstone is displayed
in the first floor rustication and in the pilaster strips;
otherwise red tinted plaster is employed for the fagade.
A century later Ovedskloster stone became one of the
fagade materials favoured by designers of public build-
ings in different parts of Sweden (cf. Fig. 166-167).

In the eighteenth century vast fortifications and naval
installations also contributed to the improvement of
quarrying techniques and stone working methods. The
naval base of Karlskrona in the province of Blekinge
became a centre of stone technology in the 1770’s, and
from Karlskrona military engineers brought with them
their craft to other parts of Sweden. At Sveaborg, the
vast naval base and garrison island in the Gulf of Fin-
land in front of Helsinki, the stone works were super-
vised by lieutenant Nils Stenstam, a Karlskrona en-
gineer (cf. below p. 39).

It was an army officer, Carl Stal, who wrote the first
modern manual on building construction to appear in



Swedish, Utkast till lirobok i byggnadskonsten (1834).
The book contains detailed information on building
stone, quarrying sites, quarrying and stone cutting
techniques, and the construction of masonry. However,
Stal had compiled his text from various sources, many
of them foreign, and for this reason his book gives no
clue to actual stone building practice in Sweden at the
time. His description of the ashlar bond, for instance,
must have been of mainly theoretical interest to builders
who in any case had to make do with simpler materials.
Like its eighteenth-century precursors and its nine-
teenth-century followers Stal’s Utkast till lirobok
proclaimed the desirability of stone materials but it
could not, of course, alter the factual situation on the
building market. ®

An important impetus to the emergence of the stone
industry in Sweden was given by the construction of
the Trollhiattan and Gota Canals (completed in 1800
and 1822/1832) respectively. These projects created a
demand for skilled stone cutters and engineering per-
sonnel capable of dealing with large quantities of stone.
In 1816 the Gota Canal Company acquired the exclu-
sive rights of the limestone quarry at Borghamn, east
of Lake Vittern. Borghamn stone had been used since
the early Middle Ages, and it occurs, for instance, in
the monasteries of Alvastra and Varnhem. The quarry
was Crown property, and when the canal company
withdrew from Borghamn it became state-operated
once again. From 1845 Borghamn stone was quarried
for the Karlsborg fortress north of Lake Vittern (be-
gun in 1819), the most extensive fortification project
of nineteenth-century Sweden. It was at Karlsborg that
the army captain Johan af Kleen (1800-1884) learnt how
to handle limestone, a skill he was to exploit later on
when acting as the leader of the Nationalmuseum pro-
ject in 1850-1863.” Borghamn limestone was used for
the fagade of the Nationalmuseum, thus setting an im-
portant but ambiguous precedent for the decades to fol-
low, ambiguous because this stone variety happened
to weather rather badly.

On the Swedish West coast another fortress served
as an impetus to an emerging granite industry. In
1834-1857 Carlsten was extensively remodelled, and for
the fortification large amounts of granite were quar-
ried in Malmon island outside Lysekil and Uddeval-
la."” The crown quarries of Malmon mark the begin-
ning of an impressive industrial development. In Ud-
devalla the merchant Carl August Kullgren (1793-1851)
saw a potential market for granite in the seaports of
North Germany, where extensive rebuilding and enlar-
gement of the harbours were under way. In 1842 Kull-
gren acquired the right to quarry granite on Malmon.
This was the beginning of one of the most important
stone firms of Sweden. Kullgren himself died in Lon-
don during his visit to the Great Exhibition of 1851,
where his firm exhibited samples of its output. But the
enterprise lived on under the name of his widow, C.A.

Kullgrens Enka, from 1891 Granitaktiebolaget C.A.
Kullgrens Enka.!!

The north German port projects attracted another
entrepreneur, the German Bauinspektor F.H. Wolff,
who explored the coast of Blekinge in the early 1850’s,
prospecting for granite. In 1853 Wolff acquired his first
lease, and during the subsequent three decades he ex-
panded his firm, importing new tools and techniques,
as well as skilled labour. He is reported to have hired
one hundred Bavarian stone-cutters who settled in Ble-
kinge with their families. Wolff died a wealthy man in
1886.'> The main output of Wolff’s firm was paving
stone and raw blocks for export, not fagade stone, but
his success inspired other entrepreneurs and so contri-
buted to the boom in the stone trade.

The granite districts of Ostergotland, Blekinge and
Skane (or Scania) on the Baltic coast, and Halland and
Bohuslidn on the West coast of Sweden were conve-
niently within reach from Germany, where the demand
for monumental, building and paving stone was steadily
growing. This branch of the stone industry, therefore,
became heavily dominated by German interests. The
Germans enjoyed the combined advantage of capital,
superior techniques and a world-wide sales network.
On the Swedish market, however, the German granite
firms played a less prominent part since here limestone
and sandstone were generally preferred for buildings.
When finally, around 1900, granite became fashionable
in Sweden, too, most of the coastal granite industry
had already passed into Swedish hands. One of the Ger-
man owned establishments deserves special mention:
the firm Kessel & Rohl with quarries at Vanevik in Sma-
land and at Lysekil and other sites on the West coast.
From the 1870’s Kessel & Rohl exploited several of the
most important granite varieties of Sweden. Eventual-
ly it shared the fate of the other German firms, and
by 1904-1907 most of its quarries had passed to Swe-
dish owners."

In 1908 the geologist Herman Hedstrom reviewed the
development of the Swedish stone industry during the
past half-century. He stressed that the figures given in
official statistics are very unreliable, especially for the
early part of the period. In fact, the sheer inadequacy
of the reporting is instructive: for the year of 1861 the
Swedish Board of Commerce reported 2 stone firms
with a work force of 5! At the time in question, we re-
call, there were already three major establishments, not
to mention all the minor quarries organized on tradi-
tional lines. Ten years later 8 plants with a total of 447
workers are reported. For 1881 the figures are 18 and
1,319, for 1891 they are 86 and 3,867 and for 1901 they
are 229 and 11,646 respectively.'*

The dramatic growth of the stone industry was ma-
de possible by a simultaneous rise in export sales and
an increase of the domestic demand. The inadequacy
of the statistics obscures the relation between the fo-
reign and domestic markets, but contemporary analysts
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agreed with Hedstrom in attributing the expansion pri-
marily to successful export sales.'

A key role in the development was played by the Geo-
logical Survey of Sweden, Sveriges Geologiska Under-
sokning, and more specifically by some of its energe-
tic and imaginative geologists. The Survey and its Bu-
reau was established in 1858. From the start this insti-
tution stressed the practical applications of its activ-
ities. At the Scandinavian Industrial Exhibition in
Stockholm in 1866 the Survey exhibited a collection of
Swedish rocks suitable for building purposes.'® But
this was a mere beginning.

In 1870 professor Otto Torell (1828-1900) became Di-
rector of the Geological Survey, and he held this of-
fice until retiring in 1897. His tenure thus covers the
period of the simultaneous flourishing of the stone in-
dustry and the heyday of stone architecture. Torell
seems to have been an expansive personality, seething
with fresh ideas and sanguinely optimistic as to the fea-
sibility of his various projects. According to Torell’s
obituary in Teknisk Tidskrift >’none of his campaigns
for utilizing theoretical research for profitable enter-
prises seems to have been as successful as his work for
the exploitation of the rich resources of handsome na-
tural building stone which are to be found in Swe-
den.””!'” Torell maintained good contacts with the en-
gineering profession, and he was specifically given the
credit for having taken a certain young engineer and
road builder, Hjalmar Lundbohm, into the service of
the Geological Survey. It was Torell who called L.und-
bohm’s attention to Aberdeen as a centre of stone
working and granite architecture (see below p. 56).
Lundbohm’s career will be discussed in a separate sec-
tion; before this the contribution of two older engineers
merit attention.

Albert Werner Cronquist (1846-1910) had actually
entered the service of the Bureau as early as 1867, but
he worked with Torell for two years before leaving the
Survey in 1872. Cronquist was a chemical engineer ser-
ving as a chemist in the Survey. But his main interest
lay with the use of natural stone for building, a cause
for which he was still working in the early years of this
century.' August Wilhelm Hoffstedt (1841-1907),
Cronquist’s brother-in-law, was never formally con-
nected with the Geological Survey, but played an im-
portant role in the interaction between geologists, en-
gineers and architects. Himself a specialist on machine
building, Hoffstedt began to publish a technical jour-
nal, /llustrerad teknisk tidning in 1871. From 1872 the
journal was called Teknisk Tidskrift, and eventually
it was taken over by the Technical Society of Sweden
with Hoffstedt as the Editor-in-chief. In its field 7ek-
nisk Tidskrift became Sweden’s leading publication
with sections from various branches of engineering to
architecture.

In the first year of lllustrerad teknisk tidning Hoff-
stedt published information on modern stone drills and
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stone working equipment. A pioneering article was cal-
led >’On the Uses of Swedish Rocks in Architecture and
the Processing of Stone.”” Without worrying about the
truth of material or any of the moral or aesthetic nice-
ties debated since the 1840’s, Hoffstedt merely pre-
sented the engineeer’s point of view. His philosophy
was a simple one: improved tools, machines and work-
ing methods were opening new possibilities to the sto-
ne trade. The Swedish stone industry has just to learn
from the trends in more advanced countries.

The growing use, especially in a worked state, of
several harder rocks for decorative and other pur-
poses in architecture can hardly have escaped the
attention of travellers visiting some of the major
cities abroad. In many places, such as Berlin, Pa-
ris and, in particular, London and many of the
greater cities of England we see polished or finely
dressed granite and marble used in connection with
works of a monumental character. All the time
architects are demanding more and more of this.
For public buildings, monuments etc. they require
numerous details, including columns, consoles,
mouldings, ornaments, urns etc., to be made of
such material and with such workmanship as will,
through their durable and noble appearance, con-
vey to these works the character of public build-
ings. But even in private houses such materials
have lately come into use wherever a more elegant
appearance is desired, that is, for wall facings,
window-dressings, mantlepieces, pavings in hall
and drawing-rooms."

Hoffstedt reported that the lively demand for dressed
and polished stone had resulted in the establishment
of industrial plants where the stone was treated accord-
ing to modern methods. The most interesting works
were to be seen in England and Scotland. Hoffstedt had
visited Scottish quarries and stone-cutting plants, and
he was the first of a long succession of Scandinavian
visitors to write admiringly about the the ’granite-
town’” of Aberdeen.

The impressive development of the foreign stone in-
dustry presented a national challenge. >’Do we not here
perceive a field which the Swedish industry could ex-
ploit in the expectation of a rich yield?”” A crucial ques-
tion, Hoffstedt argued, is the stone resources, and in
this respect the situation looks very bright indeed. ’We
have granites, lighter as well as darker varieties, both
grey and red in colour; we have porphyries in almost
every conceivable hue, we have marble, and so on.”’
A visit to the museum of the Geological Survey, Hoff-
stedt assured his readers, suffices to show what enor-
mous quantities of superb stone reside in the moun-
tains of Sweden.

The necessary technology existed and it merely had
to be introduced to Sweden; the resources were abun-
dant, awaiting exploitation. But success would also de-



pend on the market. Hoffstedt was cautiously optimis-
tic on this point. ’Domestic demand is still restricted
to products requiring but little working, such as stone
for the foundations of houses, for the construction of
bridges and similar crude structures. We cannot, how-
ever, see any reason why our granites and porphyries
could not be used in a more finished state in public and
monumental buildings. This would be possible if the
production is large enough to permit a substantial cut
in the high prices now asked for architectural details
made of these materials.”” Still, Hoffstedt argued, the
future stone industry must rely on export.

The latter half of Hoffstedt’s article dealt exclusive-
ly with the techniques of quarrying and stone cutting.
He was worried about the primitive methods still em-
ployed in Swedish granite quarries, where everything
is done manually. Quarry men still believed the material
to be ’too hard’ for machinery, which was also
thought to be heavy and cumbersome. Yet rational ope-
ration of the kind seen by Hoffstedt in the Scottish
quarries presupposed machine drilling, all the more so
since recent technical improvements had made the dia-
mond drill an economical and efficient tool. For the
further treatment of harder stones the new tools were
even more important: lathes, planes and cutters with
diamond edges offered the stone industry a means of
exploiting the hard rocks at a reasonable cost.*

The mechanization of the Swedish stone industry had
indeed progressed very slowly. At Borghamn, where
the very soft limestone for the Nationalmuseum was
worked, two steam powered stone planes had been ope-
rating as early as the 1850’s.?! But on the whole man
power and hand tools seem to have been the rule in
Swedish quarries throughout the 1870’s. C.A. Kullgrens
Enka built a steam powered stone dressing plant in Mal-
mon in 1870, the first of its kind in the country, but
apart from the power source the machinery worked on
the same principles as the Alvdalen porphyry works in-
troduced in the 1780’s. This obsolete technique seems
to have been in use in most granite workshops until the
late 1880’s, when it was superseded by modern mac-
hines.?? In 1879 Hjalmar Lundbohm observed that in
the whole of Sweden there was not a single stone saw
or planing machine for limestone or marble. This was
why Swedish retailers could get slabs of sawed Italian
marble from dealers in Paris or Hamburg at a lower
price than if they tried to buy domestic marble.*

In Teknisk Tidskrift Hoffstedt published regular in-
formation on stone technology, and he also lectured
on the subject to builders and architects. In Sweden
machines were the exception and manual work the rule,
Hoffstedt observed in 1877, when he reported on recent
developments in stone technology which he had studied
at the Philadelphia Exhibition in 1876 (Fig. 9).** In
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9. Stone-dressing machines shown at the Philadelphia World Exhibition: 1-5 stone saws, 6-7 planes. From A.W. Hoffstedt, ’Meddelan-
den fran verldsutstallningen i Filadelfia, 24: Stenbearbetningsmaskiner’’, Teknisk Tidskrift 1877, p. 230-232.
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the following year he lectured to the Building Section
of the Swedish Technical Society on *’Recent Methods
for Working Harder Rocks.””* The rotating stone
tools developed by Brunton & Trier were also described
in Teknisk Tidskrift in 1878.%

But traditional methods still lived on in the working
of freestone. When in 1881 the University building in
Uppsala (Fig. 49-59) was under construction, seven
stone planes were operated round the clock in Yxhult,
turning out limestone for the fagade; yet all curved sur-
faces of the fagade details had to be worked by
hand.?” At Yxhult stone had been quarried since the
Middle Ages, and in 1879 an important industrial plant
was established under the name of Yxhult Stenhuggeri
Aktiebolag. In 1881-1886 the young works manager of
Yxhult, Emil Adlers studied stone working methods in
the United States, where he accumulated experience in
the employment of leading East Coast firms. On re-
turning home Adlers put his experience to use in
Yxhult, where in the meantime new machinery had been
installed.?

The use of Yxhult stone had also been energetically
promoted by the architect Adolf Kjellstrom
(1834-1932), one of the early specialists on limestone.
Kjellstrom was a lecturer of architecture at the Tech-
nical School in Orebro 1877-1901. He supervised the
restoration of several older buildings where limestone
was extensively used, above all the medieval Nicolai-
kyrkan in Orebro (begun in 1863). He used the stone
for his own house (1880, Fig. 20), which became known
thanks to a much-read article by 1.G. Clason.?* Al-
though active in the province, Kjellstrom was an im-
portant figure in the development of stone building.
He educated his son Erik in the trade, the same son
who in 1888 founded one of the important Stockholm
stone firms of the ensuing period, since 1895 Eriksson
& Kjellstrom.*' Such was the authority of Kjellstrom
senior that even Hjalmar Lundbohm consulted him in
the 1880’s.> When Lundbohm suggested to a group
of architects that he would write a handbook on build-
ing materials it was agreed that he should enroll Adolf
Kjellstrom as a co-author.? In 1886 Kjellstrom took
part in the Second Swedish Convention of Techno-
logists, where he advocated the use of limestone, with-
out excluding other natural stones or brick.*

The Second Swedish Convention of Technologists in
1886 represents a turning-point in the contacts between
architects and technologists. In the chapters to follow
other aspects of this meeting will be discussed; here it
may be noted that the issue of the mechanization of
the stone industry was included in the agenda of the
Section for Mechanics. The very manner in which the
question was framed betrayed uncertainty about the
future of the trade, and again the technological
backwardness was deplored. The Section therefore de-
cided to move ’that the stone industry of this country
does not at present keep on a level with what is to be
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desired, and that everything must be done to promote
the industry; this end being best attained by an exten-
ded use of machinery for the working of the stone.”’*

Five years later the state of the stone industry was
again criticized during a convention of technologists
and manufacturers in Gothenburg. The architect Gus-
taf Wickman complained that the geological knowledge
of the varieties of stone was not matched by any
readiness to deliver the variety desired. >’There is a
complete lack of enterprising people in the stone in-
dustry of Sweden,’” Wickman declared. He went on
to say that advice on what stone to use is always readily
available, whereas to get hold of the material itself
remains extremely difficult.?® This was said in 1891,
on the eve of the great boom of urban architecture with
facade materials varying from domestic limestone,
sandstone and marble to granite.

The Contribution of Hjalmar Lundbohm

Among the geologists offerring architects and techni-
cians their advice Hjalmar Lundbohm (1855-1926) was
no doubt the most articulate, energetic and successful.
An engineer by training Lundbohm was self-taught as
a geologist, but he soon came to be regarded as the lead-
ing expert on applied geology. He took a lively interest
in art and architecture, counting several leading Swe-
dish artists and architects among his personal friends.
Hjalmar Lundbohm studied chemical engineering at
Chalmers Technical Institute in Goteborg, passing his
final examination in 1877. In the following year he wor-
ked as an assistant with a geological surveying expedi-
tion to the province of Dalsland, and in 1879 he was
appointed assistant geologist in the Geological Survey.
In the winter of 1879 and also during winter months
in the subsequent years Lundbohm attended lectures
in petrology at the University of Stockholm, without,
however, taking an academic degree. He served with
the Geological Survey in various capacities until retir-
ing in 1902, when he became the works manager of the
iron mine of Kiruna in Lapland. The director of the
Survey, Otto Torell had already advocated the utilizing
of Swedish stone resources for building, and Torell now
entrusted Lundbohm with developing this sector.!
Lundbohm’s first major assignment, which he com-
pleted in the course of 1879, consisted of a prelimin-
ary report on the state of the stone industry. He com-
piled a list of quarries and stone works, many of which
he visited in person. He investigated rocks that were
already being utilized, and he surveyed the bedrock in
search of new varieties suitable for exploitation. Spe-
cimens of the stone varieties were systematically col-
lected for the Geological Museum. According to the
original plans, Lundbohm was to visit the major es-
tablishments first, studying their quarrying methods
and technical procedures. Only after this and time per-



mitting, he was to explore such new resources. But it
proved hard to trace the names of existing establish-
ments ’’since official data in this respect is utterly in-
complete.”” The plans had to be revised, and instead
of proceeding systematically from Scania to the Baltic
coast, Gotland and Oland, Lundbohm was instructed
to take the Stockholm region first and Dalecarlia af-
terwards. But even after this reduced survey Lundbohm
was prepared to appraise the situation:

My investigations have confirmed that our re-
sources of valuable rocks of various kinds are in-
deed considerable; that among the crystalline rocks
there are many varieties of granite and gneiss cap-
able of being worked up; that there is a supply of
limestone and sandstones, which in many cases and
providing modern working methods are employed,
could replace the foreign varieties that are now im-
ported in considerable quantities.?

Lundbohm regarded recent developments in the gra-
nite industry as promising, all the more so in view of
the increasing use of granite and gneiss in the architec-
ture of many continental countries where granite is
scarce. The Stockholm granite is regarded by Lund-
bohm as superior to any other Swedish stone if *’de-
tailed, smooth dressed work for monuments or archi-
tecture’’ is desired. With respect to softer stone the
situation is less satisfactory. Sandstone is quarried in
quantity only at Lugnas and Kinnekulle (Vistergot-
land), in Gotland and near Motala and Gavle. Yet
several well-known deposits utilized since early times
would still be worth exploiting, for instance, Ho0r in
Scania (where the material for the cathedral of Lund
had been taken), Visingsé and Grianna in Sméland, and
Mora and Orsa in Dalecarlia. Lundbohm was thinking
in terms of large-scale industrial exploitation, since in
several of the places mentioned stone was already
quarried on a modest scale, e.g. Orsa sandstone for
grinding-stone. He noted that nowhere in the whole of
Sweden did one come across planing and sawing equip-
ment for limestone, everything was done manually. Nor
would there be any improvement as long as the market
was dominated by small firms without the necessary
capital for investing in machinery. In Lundbohm’s opi-
nion the present state of the Kolmarden marble works
offerred ’palpable proof”” of the stagnation within this
sector of the stone industry.’

From 1880 to 1888 Lundbohm travelled every sum-
mer in various parts of Sweden, surveying stone resour-
ces, studying quarries and stone works, and taking
notes on the use of stone in the buildings of the various
regions. The results of these expeditions were recorded
in his diaries and in reports and memoranda submit-
ted to the Geological Survey.* On occasion Lund-
bohm studied older architecture with a view to the use
of Swedish stone, as when in 1882 he travelled in Got-
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land with its numerous medieval churches built of Got-
land limestone.’

Since the ’eighties Lundbohm had regular contacts
with the building profession. In March 1884 he ’’de-
monstrated a handsome collection of building stone
from the Geological Bureau’ to a meeting of Bygg-
nadssamfundet (The Building Branch of the Swedish
Technical Society). He also invited every one present
to visit the Bureau to acquaint themselves more
throughly with the more comprehensive collections of
the Survey. Lundbohm’s talk followed on a discussion
about brick ’rohbau’’ in combination with details of
natural stone — a subject typical of this phase of the
stone movement. The topic had been introduced by the
architect, professor F.G.A. Dahl, who closed his int-
roduction with a plea for the increased use of Swedish
natural stones, to the improvement of our buildings as
well as for the benefit of the Swedish stone industry.®
In 1888-1889 Lundbohm was in touch with ’The Build-
ing Brethren’” (De Byggande Broderna), a group of suc-
cessful young architects in Stockholm, including such
names as Gustaf Wickman, Ferdinand Boberg, Lud-
vig Peterson, 1.G.Clason, Gustaf Lindgren and Axel
Lindegren. Lindegren thus sent stone samples from
Italy to Lundbohm. The latter also offered to write a
handbook on building materials, but this plan was
never carried out.”

During the ’eighties Lundbohm published a steady
flow of articles and pamphlets on stone resources and
the use of stone for building. Some of these were me-
rely edited versions of his manuscript reports,® but by
the end of the decade a new type of pamphlet was in-
troduced. Lundbohm had received travel grants to
study the stone trade abroad, and now he accounted
for his experiences in travel reports issued by the Sur-
vey. The first reports dealt with Great Britain where
he went in 1888: ’English Building Materials and Build-
ing Methods,”’ >’The Working of Sandstone, Limestone
and Slate in Great Britain’’ and *’On the Granite In-
dustry Abroad, in Particular in Great Britain.””®
Lundbohm had travelled via Germany, Belgium and
France, but the stone technology of these countries is
dealt with only summarily in the reports. In April, 1890
Lundbohm gave a talk on Swedish building stones seen
in the light of his recent tour of England. Inspired by
this report the Building Section of the Swedish Asso-
ciation of Technologists passed a resolution calling for
a systematic inventory of natural stone to be under-
taken at public expense (see below p. 58). In 1891 Lund-
bohm published an account of ’’Scottish Stone Build-
ing Construction,’” where he corrected some of the in-
formation given in the earlier reports.!® A trip to the
United States in 1891-1892 resulted in a pamphlet on
the American stone industry.'

Lundbohm’s authority was appealed to even by the
American geologist William C. Day in the 1893 volume
of Mineral Resources of the United States published
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by the United States Geological Survey. Commenting
on the foreign stone exhibits of the Chicago Exhibi-
tion, Day gave an account of the stone industry of
»’Other Countries,”” which forms one long quotation
after Lundbohm. *’His publications are of special in-
terest,”” Day told his readers, *’since few scientists, if
any, before him, have given so much attention to the
study of stone from the economic as well as the scien-
tific side over so large an area of the globe.”’!> Such
praise of the Swedish geologist angered the editor of
The Builder, who claimed *’that the pith of the infor-
mation furnished originally appeared in our columns,
and that many of the investigations made by him were
in some measure due to assistance received from us.”’
Left in the hands of this authority on granite, the edi-
torial continued, the compilers of Mineral Resources
"’have fallen into the ridiculous error of imagining that
the only building stone of any importance in the Uni-
ted Kingdom is granite.”’"?

Undaunted, the geologist Lundbohm took part in the
architects’ discussions, often extending his argument
far beyond the purely technical aspects of building. To
the General meeting of Technologists and Manufac-
turers in Gothenburg in 1891, Lundbohm contributed
a paper ~’On the Use of Natural Stone as Building Ma-
terial,”” where he theorized about the relationship
between available materials and the development of
architecture. ’One need not enter deeply into geology,
nor into the history of art, to recognize the connections
between these sciences,”’ he declared. Ashlar, as well
as cyclopic bonds, are connected with the properties
of the available stone material, the abundance of ho-
mogenous marble accounts for the architectural forms
of antiquity, and so on. The introduction was read to
the audience in the author’s absence (Lundbohm was
at the time heading for USA), and in the ensuing dis-
cussion the chairman, I.G. Clason emphasized the re-
markable fact that Lundbohm, a scientist, displayed
such knowledge and such sensibility in matters of
architecture.!'* As American architecture became top-
ical in the ’nineties, Lundbohm was again credited with
having called the architects’ attention to the interrela-
tion between the material, the construction and the sty-
lization of natural forms."

Shorter notices in Teknisk Tidskrift suggest that
Lundbohm regularly attended the meetings of the
Building Section of the Swedish Technical Society. On
these occasions he reported new finds and techniques;
in April 1893, for instance, he *’called the attention of
the architects to the desirability of using the so-called
rubble bond for new buildings,’’ since by utilizing re-
ject stone it would become possible to lower the price
of fagade stone.'®* Lundbohm was consulted in con-
nection with several major building projects from the
Uppsala University Building by Holmgren (1879) to the
Central Post Office by Boberg and Dahl (1899 and
1904).
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What amounted to a farewell lecture was delivered
by Lundbohm to the Building Section in January 1896.
Later that year he began work on a project that was
to engross him for the rest of his active life: the
Luossavaara-Kiirunavaara ore fields. The lecture had
the unassuming title ’Odds and Ends about the Stone
Industry and Architecture’’ (Ett och annat om stenin-
dustrien och byggnadskonsten). Without so much as
hinting at his own role in the development, Lundbohm
looked back at the past decade of building in natural
stone. >’As for the fagades of the buildings [of Stock-
holm], natural stone cladding has now become the
vogue.”’!” But this breakthrough had created new
problems. Most frequently the stone chosen had con-
sisted of easily worked Silurian limestone or of certain
sandstones, that is, rather colourless varieties, which
mostly occur in thicknesses of merely 20, or exception-
ally 30 centimetres. Some architects as well as the public
saw this as a restriction limiting the choice of architec-
tural form, and they demanded more colourful stone
with thicker strata, even if the material had to be im-
ported from England or Scotland. Lundbohm did not
share this view. With novel quarrying techniques, he
said, new varieties could easily be had in Sweden, too,
and he generally questioned the predilection for con-
spicuous effects that underlied these demands. He also
deplored the fate of some of the innovators in the stone
industry. Only those firms that had specialized in the
exportation of raw blocks and paving stone had thrived,
whereas the ones that had spent both money and energy
on finding and introducing new materials for building
had received little in return for their work. Indeed,
some of the persons who had contributed decisively to
the progress of Swedish architecture had been forced
by their losses to go out of business.

From this state of affairs, Lundbohm continued,
architecture must inevitably suffer. According to his
analysis, the main cause was the prevailing practice of
designing the building first, and choosing the material
afterwards, usually by taking the lowest tender for
fagade stone. A more careful procedure is required. It
must be recognized that different stones require dif-
ferent treatment. The colour, texture, cleavage and bed
thickness of the stone will affect the appearance of the
building in many ways, not least the height of the
courses of the wall. From the beginning the architect
should know which material he is going to use,
adjusting his design to the properties of that specific
variety. Lundbohm admitted that advance decisions
about which stone to use are liable to lessen competi-
tion, but he was convinced that the increase in cost was
worth paying. The result would be more satisfactory,
from a technical as well as an aesthetic point of view.
By the time Lundbohm uttered these words, improvised
decisions about fagade material were indeed common,
and frequently plans were changed while the building
was under construction (p. 85).



In 1902 Lundbohm finally retired from the Geolog-
ical Survey, settling in Kiruna, the industrial commun-
ity of his creation. After this date he had only oc-
casional contacts with what had once been his main pre-
occupation, the promotion of the stone industry and
stone architecture.

Norway: Geologists vs. Architects

In Norway, as in neighbouring Sweden, local stone had
been utilized ever since the Middle Ages, when several
churches were erected in crystalline limestone or
marble. The most important gothic structure of
Norway, the Nidaros Cathedral in Trondheim was built
of soapstone, with details of limestone and marble.

The first attempts to utilize marble on a commercial
scale were made in the early eighteenth century. A little
later, c. 1750-1770, no less than 10,000 m?> marble was
brought from Gjellebaek by Lier in Southern Norway
to Copenhagen, where it was used for the Marmor-
kirken (’’Marble Church’’). The Gjellebaek marble
happened to be of poor quality, and the eroding sur-
face of the Marble Church brought Norwegian marble
into disrepute.! Actually the building campaign was
resumed a century later, and the Marmorkirken was
finally consecrated in 1894.

In the eighteenth century marble finds were made in
Northern Norway. This marble was very durable and
it gradually became known even outside Norway. We
recall that new hopes for the marble trade had been
aroused by Schinkel’s plans to use marble for the por-
tico of the University building in Christiania; this time
the expectations were not fulfilled since in the end gra-
nite was chosen instead (above p. 18). Industrial ex-
ploitation of the northern marble was initiated as late
as 1882 by a certain Dr. H. Stolz. Two years later Stolz
entered into partnership with Chr. Anker, who became
the sole owner in 1888. In 1895 the firm became a
Danish-Norwegian joint venture, Den Ankerske mar-
morforretning.?

The early development of the granite industry in
Norway parallelled that of Sweden. The principal
market was Germany, where the demand for paving
stone and blocks for harbour construction accounts for
the expansion in the 1870’s. The most important region
was Idefjorden, the firth that forms a natural border
between Norway and Sweden. From the early 1870’s
Norwegian firms established works on both sides of the
border, the most important being N.S. Beer & Co, Erik
A. Gude and Fredriksstad stenhuggeri (Jacobsen &
Co). Some of the Norwegian entrepreneurs, notably
N.S. Beer & Co, expanded their activity to other parts
of the Swedish granite region. At a convenient distan-
ce from the Norwegian capital were the vast Christiania
syenite and Drammensfjorden granite fields.? The
value of the Norwegian export of raw stone, mostly gra-

nite from Gstlandet grew from c. 50,000-60,000 crowns
in 1875 to ¢. 500,000 ten years later.*

The Norwegian Geological Survey was established
in 1858. For a beginning the Survey played a rather
modest role in the utilization of the country’s stone re-
sources for building purposes. Its first leader was Theo-
dor Kjerulf (1825-1888), professor of geology at Chris-
tiania University since 1866.° Kjerulf was a member of
the editorial board of the Polyteknisk Tidsskrift
founded in 1853. A series of unsigned articles on
’Natural materials in Architecture and the Decorative
Arts,”” appearing in the founding year of the Geologi-
cal Survey, was certainly written by Kjerulf. In their
substance the articles consisted of extracts from a text
issued in connection with the Paris Exposition univer-
selle de 1855, that is, the jury report on XIV*¢ Classe,
Constructions civiles, which dealt with >’Natural Ma-
terials in Architecture.”” The display of Norwegian
stone products at the 1855 exhibition was noted with
satisfaction.®

Kjerulf began the work on a stone collection which,
however, grew rather slowly. The collection of spe-
cimens was of limited use to a stone trade that rode
the boom in raw granite and paving stone. The further
working of stone was restricted to small monumental
pieces or decorative objects. In 1883 a commentator
in Teknisk Ugeblad deplored *’the fact that domestic
stone products have so far been shown in exhibitions
but never where they should be put on display: in our
buildings.”’’

A new era in the activity of the Norwegian Geologi-
cal Survey began as Hans Reusch (1852-1922) was ap-
pointed its Director in 1888. Reusch had studied for
Kjerulf together with his friend W.C. Broegger
(1851-1940), Norway’s most famous geologist. Bregger
had become appointed to the chair of geology in Stock-
holm in 1881, but from 1890 he was back in Christiania
as the professor of geology at the University. A third
geologist of note was J.H.L. Vogt (1858-1932), who
had studied for Bregger in Stockholm, and returned
in 1886 to Christiania to become a professor of metal-
lurgy.® All three happened to be extremely gifted and
versatile scientists, with wide interests and intent on
making their branch of science useful. Reusch was an
excellent draughtsman, the son of a painter and, in-
cidentally, also married to one.

On returning home to Christiania in 1886 Professor
Vogt published an article advocating the establishment
of a grinding and polishing plant specifically for
Norwegian raw materials, which he also listed and de-
scribed.’ Four years later Hans Reusch began to argue
for the use of granite in building construction, calling
attention to Scottish architecture.'® Neither plea recei-
ved much response at the time. In 1892 a Danish geo-
logist, Viktor Madsen published a series of articles ”’On
the Use of Scandinavian Stones as Building Materials”’
in the Norwegian journal Teknisk Ugeblad. Madsen re-
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ferred to a discussion about brick and stone in civil
architecture initiated as early as 1880 by the Danish
architect, professor Ludvig Fenger (1833-1905), and he
cited the recent reports by Hjalmar Lundbohm.!

In 1894 the architect Henrik Thrap-Meyer wrote a
review where he seized the opportunity to warn against
granite as a building material. Granite, Thrap-Meyer
wrote, is unfit for all finer architectural articulation,
and despite all the notions of solidity and strength that
one is accustomed to associate with stone, granite is
also one of the least solid of materials. It succumbs to
the impact of fire no less than that of water. Thrap-
Meyer had himself witnessed how both paving and
foundations made of granite had been destroyed in city
fires. As for water, Thrap-Meyer pointed to examples
where granite in combination with brick had gradually
destroyed the latter through dampness. *’I believe that
one should be very careful and really think twice be-
fore building facades of granite throughout.”” At the
Gaustad Mental Asylum north of Christiania
(1844-1855, arch. H.E. Schirmer) granite had been used
for quoins, bands and other details, the result being
that the brick construction behind the stone had be-
come damaged by dampness and the wooden panelling
had been destroyed by rot. ’’It cannot be denied that
there is something awe-inspiring in the word ’granite,’
but by long experience I have come to regard it with
awe rather than inspiration,’” Thrap-Meyer concluded
his argument.'?

In early 1894 Thrap-Meyer’s diatribe called Hans
Reusch to the defense of granite. In Morgenbladet the
geologist referred to his earlier plea for *’our excellent
granites as a building material.”” Reusch admitted that
granite does not resist fire, but then not many wall
constructions other than brick are fire-proof. He had
never heard of any instance where granite construction
had been rejected for reasons of fire safety. The damp-
ness and damages cited by Thrap-Meyer were due to
the porousness of the stone in those special cases. What
Reusch recommended was the Fredrikstad variety
which is dense and thus safe to use. However, it has
a grey colour and it may therefore seem ’’to many less
attractive that red granite.”’"

But Thrap-Meyer did not yield. In a rejoinder in 7ek-
nisk Ugeblad in March 1894 he repeated his earlier
points together with new arguments. The Scottish
climate is not the same as the Norwegian one: the mean
temperature in Scotland being 10-12 centigrades where-
as in Christiania it is 6 centigrades.

I believe [wrote Thrap-Meyer] that the curiosity to
use granite is not matched by the technical ability
to handle it. If one wants to let granite emanci-
pate from the relatively modest position it has oc-
cupied so far and promote it to a structural and
aesthetic factor in architecture, then one must also
study its various properties and incorporate these
in the technical knowledge.!
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In March Hans Reusch answered in the same journal.
He charged Thrap-Meyer with being over-cautious, and
he added rather pointedly that, as far as he knew,
Thrap-Meyer’s views were not shared by his architect
colleagues in Christiania. Reusch claimed that the damp
problem could be prevented with suitable insulation.
He had also appealed to *’one of Sweden’s leading ex-
perts on stone,”” Hjalmar Lundbohm. According to this
authority, the perviousness of granite could hardly be
the cause of damp injuring the brick and mortar of the
wall. If porosity was crucial, then sandstone would
clearly be even more harmful than granite. ’Here in
Stockholm,’” Lundbohm had written to Reusch, *’gra-
nite as well as limestone and sandstone are used for the
revetment of brick walls. As far as I know, this has
caused no problems.” Lundbohm referred to the
Skandia insurance company (Figs. 79, 81-82), where
the three main fagades were built in brick covered by
a layer of fine-grained granite. An official of that com-
pany had assured him that there had been *’no prob-
lems whatever with moisture, almost less, the official
believed, than in other buildings.””"

In his last rejoinder in Teknisk Ugeblad Thrap-Meyer
concluded that a geologist apparently operates with nar-
rower safety margins than does the architect and
builder. He ridiculed the idea of insulating granite with
cement, asphalt or the like. What monumentality is
there in a material that has to be insulated lest it dest-
roy the structural part of the wall? As for Reusch’s hint
that the architect was alone among his colleagues in
distrusting granite, Thrap-Meyer replied that this was
exactly the point: it was for this very reason that he
had tried to sound an alarm. In a weary tone he added
that some weight might be attached to experiences re-
lating to the behaviour of granite collected during the
past thirty years.'

An important discussion ’On the Use of Cut Stone
in our Architecture’” (Om huggen stens anvendelse i
vor husbygningskonst) was arranged by the Norwegian
Association of Engineers and Architects in January
1896. The debate was introduced by Adolf Schirmer,
the architect of the Main Office of the Trondheim Sav-
ings Bank (1879-1882, Fig. 77), of which designs and
photographs were shown to the audience.!” Schirmer
expressed his satisfaction with the development of the
Norwegian stone industry. The country abounds in
good stone, for instance, sandstone, granite, soapstone
and marble. There is no reason why the use of stone
could not become widespread in Norway, as it has long
been in England and Scotland. But the architects will
have to be content with a simplified ornamentation.
More emphasis must be laid on the structural side, and
it will become necessary to discard the detailing custom-
ary in plaster architecture. Schirmer wanted a real re-
form and he did not approve of the recent method of
using merely thin slabs for coating.

The ensuing discussion was chaired by Henrik Nis-



sen, the architect of the Freemasons’ Lodge in Chris-
tiania (inaugurated in 1894, Fig. 70). Nissen proposed
that attention should be concentrated to the following
points:

1. Is cut and dressed stone to be recommended in
our country from the point of view of construc-
tion, climate, sanitary consequences and economy?
2. If the above is answered in the affirmative, how
are we to account for the fact that there has been
so little progress in this sector? Is the blame to be
placed with the architects or with the stone in-
dustry?

3. Remedies.

Hans Reusch and J.H.L. Vogt were both present at
the meeting, taking a lively part in the discussion. The
latter predicted a bright future for building with
massive marble, a material he was to describe in a mo-
nograph which appeared in 1897. The meeting was at-
tended by several engineers, who adopted a cautious
attitude to the use of natural stone. The meeting was
closed by Nissen with an appeal to both engineers and
architects to work for the common goal, while at the
same time forming a front against the misuse of stone
for overelaborate decoration, sheer frippery. *’Such is
humbug. If our cause is to make progress, then the
structural form must come to the fore.”’!8

The January meeting evoked a lengthy comment
from W.C. Brogger, who had not been present at the
occasion. Brogger questioned the validity of laboratory
tests with stone materials; the best clue, he argued, is
given by the condition of the material in question in
older buildings. He did not think marble a suitable
material for modern cities with their soot and air pollu-
tion. He referred to several foreign authorities, Hjal-
mar Lundbohm (whom Bregger knew since his Stock-
holm years), Sir Archibald Geikie (Director of the
Geological Survey of the U.K.), George P. Merrill
(Curator of Geology in the U.S. National Museum),
A.A. Julien (a New York geologist) and others to prove
that polished stone is to be preferred in all cases. Dr.
Julien, in particular, had warned against using raw
dressed stone, even granite, instead of polished work.
Brogger agreed with the meeting’s criticism of flimsy
marble lining, adding a few invectives of his own: *’that
mishmash of marble stew, which is, often with an ap-
palling lack of taste, pasted on the facades of numer-
ous commercial buildings in the central part of the
city,”” that is, of Christiania.” If used at all in a
northern climate, marble should be used in blocks, not
as thin slabs; the appropriate use for marble being in-
teriors rather than facades. Solid granite or syenite in
the exterior, marble in the interior — this was Brog-
ger’s recipe. As for the other natural stones of Norway,
he saw some prospects for Brumunddalen sandstone
and Treondelagen soapstone, two varieties that had the
virtue of being fireproof. The fact that sandstone and

soapstone do not lend themselves to polishing some-
what lessened their attraction in Bregger’s opinion.*

Brogger was immediately contradicted by Henrik
Lund, an engineer representing the marble industry.?
He asked whether the Professor had ever imagined
what the streets would look like if houses on both sides
had fagades of dark, polished granite. >’There is enough
gloom and melancholy in the Norwegian character and
no need to build our houses with fagades of tombsto-
nes.”” Contrary to what Breogger and his foreign geo-
logist colleagues maintained, soft varieties are much
more used abroad than polished granite. The Ame-
ricans do not fear soft stone, but build their giant build-
ings with limestone facades, *’and 340 feet high, one
can watch the light and kindly limestone gleaming
proudly, as an eloquent denial of all accusations
levelled against the material.”” And why was the use
of marble slabs such a sin? Lund reminded Brogger of
the fact that slabs had been used since the earliest times
by Greeks, Romans and Arabs, by nations, that is, that
had just as much good taste and feeling for truth as
we have. The main thing is that the coating is not made
to look like a solid bond built of blocks throughout.

By the turn of the century Henrik Thrap-Meyer re-
viewed the hectic development of the past five years.
Once a staunch opponent of the use of granite, the old
architect had to admit that ’even granite [ . . .] now ap-
peared from its more pleasant side.’’22 The first ex-
cesses in materials, textures and colours, have been suc-
ceded by a more balanced attitude. The conservative
Thrap-Meyer was especially satisfied with the develop-
ment of marble architecture, and he praised the build-
ing of the Standard Insurance Company in Copen-
hagen, ’one of the most handsome modern buildings
I have seen.”” He pointed out that *’both its architect
and its material are Norwegian’’ (Fig. 10).%

Natural stone was becoming increasingly common
for more demanding projects, but to a younger, more
impatient generation this was not enough. In 1901 the
architect Peter Hofstad, contemptuously dismissing the
polished stone favoured in commercial architecture,
called for simpler materials and standard sizes.*
Hofstad’s plea revived the old controversy of solid wall
versus brick faced with slabs. Andreas Bugge, the
architect in charge of the building of the Reonvik
Asylum (1894-1903, Fig. 171-172), agreed with Hof-
stad in insisting on solid walls of natural stone, but
disagreed with his younger colleague on the issue of
norms. According to Bugge, standard sizes would
impede the architect’s freedom of movement, perhaps
lead us back to the mechanical view on decoration of
the plaster-of-Paris period. The size of the blocks must,
moreover, depend on the stone variety used.?

Andreas Bugge was invited to lecture on the use of
natural stone to the Association of Junior Architects
(Yngre arkitektforening or Y.A.F). After Bugge’s lec-
ture the young architects conceived the idea of forming
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a committee to investigate the promotion of natural
stone. In March 1904 a joint meeting was held by the
Architects’ Section of the Norwegian Association of
Engineers and Architects and the Association of Junior
Architects. A committee was appointed to investigate
the question of how to promote the use of natural
stone.? The committee chose Bugge to be its chair-
man, and in November 1904 it submitted its report,
which was dealt with at three joint meetings of the two
associations. Bugge introduced the topic with a lecture,
which dealt exclusively with the rubble bond
(’rakop”’), its price and alternative specifications for
its execution. The committee had collected information
in Britain and in neighbouring countries; thus, in the
published version of Bugge’s lecture the only photo-
graphs reproduced were of Finnish buildings (Nylands
Nation and Pohjola in Helsinki, The Church of St.John
in Tampere). The architects had specifically invited
master-builders and representatives of the stone trade
to the meetings.?’

The 1904 discussion reveals the dramatic change in
outlook which had occurred in the six years since the
Stockholm Exhibition of 1897, when the stone firm of
Erik A. Gude showed dressed and polished stone in a
stand designed by Henrik Bull (Fig. 11). The structure
with its couple of Tuscan columns was reported to have
»’occasioned much weli-deserved admiration;’’?® but
to younger architects polished marble and granite re-
presented ’commercial architecture.’” In their opinion,
stone should not be a token of elegant luxury but a
standard method of construction. The Bugge Commit-
tee proposed three standard bonds, (1) a free rubble
bond, (2) a combination of rubble and regular courses
(Fig. 12), and (3) a bond with regular courses of varying
height. But before these recommendations were im-
plemented, alarming reports seemed to confirm the mis-

38

sn ey
225 sen

10. Chr. Arntzen, Standard Insurance
Company, Copenhagen, Kongens Nytorv
6. 1895-1896. (Photo SR)

11. Henrik Bull, Exhibition display of dressed and polished stone
from the firm of Erik A. Gude, shown at the Stockholm exhibition
in 1897 and reassembled in Christiania in the autumn of 1898. From
Teknisk Ugeblad 16, 1898, p. 74.
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12. Squared rubble interspersed with regular courses. Alternative
2 proposed by the Norwegian architects’ Stone Committee of 1904.
From Teknisk Ugeblad 1904, p. 578, fig. 2.



givings once expressed by Thrap-Meyer, and the last
phase of the technical discussion 1906-1909 focussed
on the possibility of preventing damp by means of the
hollow *’Alesund wall,”” mainly inspired by Scottish
examples (see below p. 63, 210).

Finland: Catching Up

In Finland the choice of natural building stone is re-
stricted and almost entirely limited to hard rocks. There
is an abundance of gneiss and granite, some of it of
excellent quality, but among softer varieties only soap-
stone occurs in quantity. Marble was quarried until the
Second World War in a region now belonging to the
Soviet Union. Insignificant quantities of sandstone in
erratic blocks are found on the western coast near Po-
ri (Bjorneborg). In the seventeenth century local lime-
stone was quarried, cut and shipped from Kemio (Ki-
mito) to Stockholm for use in the Royal Castle. But
on the whole crystalline limestone has been used for
burning lime rather than for building or decoration.
Softer, silurian limestone suitable for building is not
found in Finland.

Traditionally, stone architecture in Finland has thus
been restricted to the use of hard rocks. Of the major
buildings dating from the Middle Ages all but three are
built of fieldstone, as were many utilitarian buildings
and structures of a later date. Monumental architec-
ture, even of the most prestigious kind, was erected in
brick and plaster. Until the late nineteenth century cut
and dressed stone was considered a luxury to be used
only for details such as copings, portals etc. Thus the
monumental centre of Helsinki with its Neo-Classic
buildings by Carl Ludwig Engel was realized in the
usual way, brick wall with plaster coating in masonry
imitation. It is true that at the time such combinations
of elaborate monumentality and mean materials were
acceptable elsewhere in Europe, as in Christiania, in
St.Petersburg as well as in Vienna; whereas in a West-
ern European capital a project of the corresponding
status would have demanded true masonry and columns
of real stone.

In Finland the first plant for the mechanical working
of stone was established in Turku (Abo) in 1805, when
the fortification officer Nils Stenstam (1767-1806)
constructed a stone lathe for the columns of the Festi-
vity Hall of the new Academy building. Here ten co-
lumns and eight pilasters of red granite were turned and
polished. These monolithic shafts measure 4.16 m in
height. Stenstam’s workshop was seen as the beginning
of a new trade, but the master’s premature death
thwarted the hopes for a continuation; some of the
work on the stone columns even had to be completed
manually. Originally Stenstam came from Karlskrona
where he had received his training, and in 1787 he was

summoned to Sveaborg were he executed the granite
tomb of Augustin Ehrensviard.!

Stenstam’s stone-working plant is predated by de-
velopments in a region which did not at the time form
part of Finland. In the peace treaties of 1721 and 1743
considerable portions in the southeast had been ceded
by Sweden to Russia. The territory later became known
as ”’0Old Finland,”” and in 1812 it was reunited with Fin-
land, which had become a Grand Duchy under the Rus-
sian Czar in 1809. This region became a source of raw
materials for the new Russian capital of St. Petersburg,
where increasingly magnificent buildings were succeed-
ing the more austere architecture of the foundation pe-
riod.

An important role in the emerging stone trade was
played by a clergyman and amateur mineralogist Sa-
muel Alopaeus (1721-1793). Formerly a pastor of the
Finnish congregation of St.Petersburg, Alopaeus had
become a dean in the town of Sortavala in 1755. From
Sortavala he travelled annually to the mines of Petro-
savodsk, where he combined his pastoral duties with
mineralogical field excursions. In 1764 Alopaeus called
attention to the mineral resources of the region, and
in 1765 he assisted the master mason Pilugin, who had
been commissioned to survey the local stone resources
in search of building material for the Academy of Arts
in St.Petersburg. Alopaeus brought Pilugin to the
marble beds which he had discovered in the vicinity of
Sortavala, and in the following years the quarrying and
working of the marble was begun. Specialists from
St.Petersburg were brought to set up stone-saws and
grinding-machines in Ruskeala, where the richest finds
were made. Because of the ready access to cheap
labour, the machinery and the adjacent mill-dam were
left to neglect, despite the fact that several thousand
rubles had already been invested in them. Having re-
ceived remuneration for his assistance, Alopaeus with-
drew from the stone project ’in order to devote ap-
propriate care to the spiritual office’” with which he
had been entrusted.? In 1787 he published an account
of the beginnings of the Ruskeala marble works, Kurze
Beschreibung der in Russisch- Kaiserl. Carelien befind-
lichen Marmor- und andern Stein-Briichen, Berg- und
Steinarten, which also contains a survey of other
Carelian quarries and stone resources.?

Ruskeala marble was used for the floor of the Kazan
Church (1801- 11) and for the interior of the Isaac
Cathedral in St.Petersburg. From the vicinity of Vi-
borg (Fi.: Viipuri) vast amounts of granite were brought
to the quays and bridges of the St.Petersburg canals.
Viborg granite was also used for the tall columns of
the Kazan Church, an enterprise which evoked the ad-
miration of contemporary observers.*

It was the architect of the Isaac Cathedral, Auguste
Ricard de Montferrand (1786-1858), who made the red,
porphyritic granite of Pyterlahti famous and, as it soon
appeared, also notorious. In 1816 de Montferrand had
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arrived in St.Petersburg, where he obtained the Czar’s
approval for one of his alternative plans for the new
church. For the forty-eight columns of the Isaac
Cathedral the architect and his Russian assistants de-
cided to use granite from Pyterlahti in the parish of
Virolahti by the Gulf of Finland, a region, that is,
which had been reunited with the Grand Duchy in 1812.
When in 1829 Montferrand was entrusted with the
planning of a colossal column to commemorate Czar
Alexander I, he chose Pyterlahti granite, which he knew
from several visits to the site.” The various phases of
the quarrying, working, transportation and raising of
the monolith were described by de Montferrand in a
lavishly illustrated folio volume (Fig. 13). From the
architect’s own account of the project we also learn that
the Alexander Monument was deliberately designed to
compete with the pyramids and obelisques of the an-
cient Egyptians.®

The precedent of the Alexander Monument and the
columns of the Isaac’s Cathedral was rather am-
biguous. The projects made Finnish granite famous,
and national sentiment in the small Grand Duchy was
flattered by the conspicuous display of a magnificent
material of Finnish origin in the imperial capital. The
architect himself noted that >’La Finlande est sans con-
tredit, de tous les pays de I’Europe, le plus propre a
favoriser I’exploitation des grandes masses gra-
nitiques.”’” The Pyterlahti quarries were proudly fea-
tured in topographical works, and in his elementary text
book Boken om vart land the poet and writer Zachris
Topelius included chapters on Pyterlahti as well as on
Ruskeala.! But unfortunately the coarse grained
granite weathered very badly, which became apparent
soon after the completion of the Alexander Column.
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13. View of the Pyterlahti quarry with the
monolith for the Alexander Column.
From A. Ricard de Montferrand, Plans et
details du monument consacré a la
meémoire de [’empereur Alexandre, 1836,
pl. 6. (Photo MV).

In the columns of the Isaac’s cathedral dilapidation was
observed even while the fabric was still under con-
struction. Small pieces came off the surface, leaving
holes and crevices which had to be patched up. St.Pe-
tersburg geologists, who were required to investigate
the phenomenon, concluded that there was nothing to
be done in order to prevent the decay, which was be-
lieved to proceed very quickly.” In the end the
ominous Finnish name of the stone, rapakivi (’’rot-
stone’’), proved justified, and the Pyterlahti granite fell
into disrepute as a monumental material. Curiously,
the material proved much more resistant to weathering
when used for the construction of quays, bridges, foun-
dations, and the like. For such use rapakivi granite was
shipped to St.Petersburg throughout the nineteenth
century.'’

Meanwhile, the other principal variety exported from
Carelia, Ruskeala marble, also sufferred setbacks, not
because of any fault of the material itself, but owing
to economical factors. The primitive working methods
in Ruskeala and the lack of adequate transportation
made the Carelian marble unable to withstand compe-
tition from Italian brands sold in thin slabs by various
continental firms. In 1847 the technical journal 7ek-
nologen reported that a stone saw and grinding mac-
hine had been in operation in Ruskeala for more than
a year, having produced hundreds of marble slabs for
the floor of the Isaac’s church.!! But by the middle of
the century the operations came to a stand still. In the
1880’s the building of the Carelian railway again
changed the prospects for the Ruskeala marble, which
was first utilized only for burning lime. In 1896 a
branch line was built for transporting the stone, and
in the same year Ruskealan Marmori Oy - Ruskeala



Marmor Ab was founded.!? From now on Ruskeala
marble could again claim attention as a building ma-
terial.

Until the last decades of the nineteenth century
quarrying and stone working in Finland were pursued
with traditional methods. The organization remained
on a pre-industrial level, and the only major projects
were those conducted with military labour or prisoners,
or a combination of these. The Bomarsund fortifica-
tions on Aland were begun in 1830 and they were still
unfinished when ruined by bombardment by the
French-British navy in 1854; here red Aland granite was
employed on a vast scale for the wall construction. In
Turku (Abo) the Kakola prison was built in 1854 with
granite quarried on the building site.

A turning-point is marked by the year 1886. Early
that year baron Anton von Alfthan conceived the idea
of forming a stone company, which would combine the
production of finely worked monumental and building
stone with the exportation of blocks and paving stone.
Alfthan was at the time a high official in the office of
the Governor General for Finland and he was in a po-
sition to assess market prospects in Russia. The firm
adopted the name Ab *’Granit’’ and acquired the right
to quarry stone in the town of Hanko (Hango). Here
a dense, red granite had been utilized on a smaller scale
in the harbour region (Drottningberget) and on a small
island nearby (Maraskéar). The company soon secured
itself other sites along the Finnish coast and in Care-
lia, where the proximity to the Russian capital was an
asset.” In the autumn of 1886 the works manager, Se-
bastian Tammelander was sent to Sweden and Den-
mark (Bornholm) to study *’the more advanced stone
industry of these countries.”’ It was hoped that *’the
results of this study tour will be apparent in a near
future.””'* A few years later, however, Tammelander
was dismissed for an unsatisfactory control of quality.
In 1889 the new works manager Adolf Engstrom was
sent ”’to study the stone industry in its true centre, Scot-
land,”’ since it proved that this industry ’in Sweden,
too, had been behind the times.”’ As a result new mac-
hinery was bought, that is, stone saws and rotating
grinding-machines. A rotating machine performed the
same work as twelve machines of the old reciprocating
type, and what formerly required a whole week was
now accomplished in a single workday."

In 1886 Suomen Teollisuuslehti (The Finnish Indus-
trial Journal) also began to publish material on stone
working techniques. This publication had been founded
in 1883 by the architect Josef Stenbédck, whom we shall
meet further below; in 1885 Stenbéck had argued for
true materials in church architecture.'® From 1886 the
journal regularly published material on the stone in-
dustry culminating in a long series of articles by Tam-
melander.!” After his dismissal from Ab Granit Tam-
melander continued to work for the exploitation of Fin-
nish stone resources. With a grant from the Board of

Industry of Finland he made a systematic survey of the
granites of the Aland islands and submitted a report
on this topic in 1891. In the manuscript version of his
report Tammelander had a lengthy introduction where
he blamed the professional geologists in Finland for
neglecting practical applications, and he pointed to the
Swedish Geological Survey and Hjalmar Lundbohm as
models to be imitated in this country, too.'™ This at-
tack provoked a rejoinder from the acting director of
the Geological Commission, K.A. Moberg, who
pointed out that the scientific work on a geological map
of Finland must be given priority over purely practical
tasks of the kind proposed by Tammelander; in prin-
ciple, however, Moberg agreed that there is every
reason to support the emerging stone industry'’

In Finland geological surveying did indeed gain mo-
mentum a little later than it did in Sweden or Norway.
The first proposal for a geological survey was made as
early as 1856, but the outcome was a mere three year
campaign carried out by officials of the Board of Mines
(1865-1868). In 1877 surveying was resumed and as late
as 1885 a special bureaucratic unit, the Geological Com-
mission, was founded and subordinated to the Board
of Industry. Since the country was poor in ores and
valuable minerals, the search for stone varieties useful
to the stone industry appeared as an important task.*
When in 1893 J.J. Sederholm (1863-1934) became the
director of the Geological Commission, a new era was
inaugurated.

Sederholm enjoyed a considerable reputation as a
scientist; incidentally one of his specialities was the for-
mation of granitic rocks. But like his Norwegian col-
leagues, he was strongly aware of the need for geolo-
gists to show the useful applications of their knowledge.
Again a precedent was set by Hjalmar Lundbohm, with
whom Sederholm was personally befriended. Already
in 1892 Sederholm had written an article on the rapa-
kivi granites, where he warned against the use of Py-
terlahti stone and argued instead for granite from the
Aland islands.?! As demands for a specialist inventory
of the Finnish stone resources were repeated,* Seder-
holm deployed part of the very limited resources at his
disposal to practical work. As a result, the Geological
Commission could present a selection of useful stone
varieties in the Finnish section of the general exhibi-
tion in Nishny-Novgorod during the summer of
1896.%

In order to catch up with Sweden, Sederholm decided
to study Swedish quarries and stone works on the spot.
He consulted Lundbohm on where to go in order to
learn about the granite industry, and the latter answered
that there was no need to visit too many firms, since
they all looked much the same. He recommended visits
to, among others, Malmon (Ab Kullgrens Enka), Var-
berg and Graversfors.*

On February 12, 1898 Sederholm lectured to the Arc-
hitects” Club of Tekniska Foreningen i Finland (The
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GESIMS | TALJSTEN FRAN SAVONRANTA

Fig. 2.

GESIMS | TALJSTEN FRAN JUUKA

14. Ornamental details of Savonranta and Juuka soapstone carved
by F. Holmstrom, preparator of the Geological Commission of Fin-
land. From Benjamin Frosterus, *’Om taljstenar och asbest med hén-
syn till finska forekomster”’, Teknikern 1899, pl. 143.

Finnish Technical Society) on >’Our Resources of Build-
ing Stone.”’* He had by this time modified his earlier
censuring views on the rapakivi granite of eastern Fin-
land. Although the stone is liable to weathering, this
is a very slow process. If carefully chosen, rapakivi will
prove sufficiently durable; it has a good cleavage and
it can be had in large blocks at a very moderate cost.
As for the other stones of the country, Sederholm had
to repeat what had long been known: apart from soap-
stone the country has no soft variety to offer the

42

architect, who will have to be content with the various
granitic rocks. Yet Sederholm expressed the hope that
the stone industry will flourish in Finland, too. He re-
minded his audience of the important role of architects
and builders and finally he suggested that a commis-
sion be nominated to investigate the possible use of
stone for building. On its following meeting (23.3.1898)
the Architects’ Club appointed the commission, which
included architects who had already begun to use
natural stone or were involved in projects where this
alternative was being considered: Sebastian Gripenberg,
Karl Hard af Segerstad, Hugo Lindberg, Selim A.
Lindqvist, Alexander Nystrom, Gustaf Nystrom and
Josef Stenback. Sederholm and one of his geologist col-
leagues who also was present, Dr. Benjamin Frosterus,
both offerred to assist the committee in its work.*

Actually Sederholm’s survey drew upon recent pro-
specting by geologists and engineers. Tammelander’s
1892 report on the Aland granites had recently been
revised by Benjamin Frosterus, who had also inspected
the marble at Ruskeala; in 1899 Frosterus also pub-
lished an article on the Juuka soapstone (Fig. 14).%

But Sederholm’s most important source of informa-
tion was the engineer Hugo Blankett (1872-1949), who
had inspected all Finnish granite quarries of any sig-
nificance in 1895.%% Blankett’s activity merits closer at-
tention: he transmitted ideas from abroad, and in 1900
he founded a new stone firm, Finska Stenindustri Ab
- Suomen Kiviteollisuus Oy, which was to play an im-
portant role in the first decade of the century. In
1896-1897 Blankett went abroad to study his trade. He
spent the first months of 1896 in Stockholm, where he
worked for Hjalmar Lundbohm, who received him very
kindly. Among other things, Lundbohm had intro-
duced Blankett in the Building Section of the Swedish
Technical Society where the Finnish engineer *’although
a layman, was received with open arms,’’ as Blankett
reported to Sederholm on February 1, 1896. However,
it soon appeared that the Swedish geologist was not
going to part with any really new information to a po-
tential competitor to the Swedish stone industry.

Despite Lundbohm’s kindness there is a great deal
that seems hard to worm out of him. Still, he is
an extremely nice person and as far as I can judge
extremely competent in the field, indeed, even
more so than any one on the Continent. His ac-
tivity has already born rich fruit. Exports have
doubled many times. As for architecture, there is
in Stockholm no new building project, where stone
is not used as much as possible (in fagades). And
it has been realized that this is not so much more
expensive than plaster. However, for the most part
soft stones are used. In Helsingfors, too, houses
will soon be built of stone. Only a few prerequi-
sites are still lacking, but these, too, will soon be
fulfilled.?



In the same letter Blankett envisaged a contribution
to Teknikern, a journal that had begun to appear in
1891, and which was to cover important material in the
field during the years to follow. Blankett made arran-
gements with C.A. Flodquist, the leading stone dealer
in Sweden, who was willing to exhibit a selection of
soft building stones on the premises of the Geological
Commission. He also tried to establish an exchange of
samples between the Swedish Geological Survey and
the Geological Commission of Finland, although
”’Lundbohm insists that the exchange is to be limited
only to those stone varieties that are at present quarried
and used.’’*® Having concluded his tour of the Swe-
dish firms Blankett complained to Sederholm about the
unwillingess of the higher employees to part with >’more
important or even correct information.”” For this
reason Blankett had resorted to pumping the workers,
’although this is not quite honest nor pleasant; yet in
most cases it is the only method to yield any re-
sults.””3!

Later in February Blankett continued to Norrkoping,
Gothenburg, Hamburg, Berlin, Freiberg, Chemnitz,
and over Western Germany to Belgium. In Berlin he
conferred with the director of the Baumaterialiensamm-
lung of the Technische Hochschule at Charlottenburg,
Professor H. Koch, who indicated willingness to open
an exchange with the Geological Commission.??

In September Blankett wrote to Sederholm that he
had now talked to *’practically every important owner
of stone working establishments in Germany and Aus-
tria’’. He felt optimistic about Finnish exports. >’ The
main thing is that the prices can be set low enough to
beat the Swedish granites, which are hard to quarry;
this can easily be done.”” He thought it a pity that there
is only *’that miserable firm ’Granit’ to establish con-

tact with German firms.”” Then he returned to a fa-
vourite theme of his, the collection of samples which
he was acquiring for the Geological Commission:

I think the present and future members of our
architectural profession will remain grateful to the
Commission for such a collection, especially since
I have concentrated on materials that have been
used for the masterpieces of architecture in these
parts, and since the collection will prove important
as teaching material in the Polytechnical Institute.
[...] Our future architecture needs natural stone
for cladding fagades.™

From Belgium Blankett’s route went to England and
Scotland, where he arrived in November 1896 (see be-
low Chapter 5). The year 1897 was spent in Sweden.*
Blankett had long wanted to address the Architects’
Club on the issue of stone building, but other commit-
ments intervened. In March 1900, finally, he was able
to deliver his lecture on granite building; by that time
he had already established his own firm, Finska Sten-
industri Ab - Suomen Kiviteollisuus Oy, which was
chartered on the 23d of the same month. J.J. Seder-
holm became the first chairman of the company board,
a post which he held until his death in 1934. Blankett
also had the good foresight to enroll architects as share-
holders, among others Onni Tarjanne, Lars Sonck and
Vilho Penttild.® Blankett’s firm specialized in a light
grey granite quarried in the region of Uusikaupunki
(Nystad). It was used, for instance, in the National
Theatre (Figs. 157,163), the Finnish National Museum
(Fig. 197-198), the Polytechnical Students’ Union (Figs.
205-206), The Finnish Mortgage Society Building (Fig.
296, 298) and the Otava Publishing Company Building
(Fig. 207, 210). The design of the first share certificate
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of Finska Stenindustri Ab - Suomen Kiviteollisuus OY
(Fig. 15) bears witness to the aspirations of Blankett’s
firm.

In his letters to Sederholm Blankett had repeatedly
recurred to the notion of *’inspiring the architects’” in
favour of natural stone. But there seems to have been
little resistance to overcome. Only one discordant voice
was heard, that of the architect Jac. Ahrenberg. As ear-
ly as 1893 Ahrenberg had written an article on the pos-
sibility of reviving the stone industry of Carelia; the
“’realistic movement’’ and the vogue for true materials
had reached St.Petersberg and >’we should not miss this
opportunity.’’3® But five years later Ahrenberg felt less
confident about the success of that movement, at least
as far as the architecture of Finland was concerned. The
activity of the Geological Commission has been mostly
theoretical, he maintained. ’Even today the question
of true materials — limestone or sandstone — belongs
to the category of pious wishes, since we are not helped
by the fact that a geologist is able to point to limestone
here, or sandstone there; first it has to be ascertained
that the material is usable, that it is found in sufficient
quantity, and that it can be had at a reasonable price.”’
Quite recently, he added, it was impossible to get a quo-
tation for Ruskeala marble. For his part, Ahrenberg
seriously doubted the possibility of an architecture
based on true materials in Finland. We will have to
make do with plastered brick, and the most sensible
thing to do is therefore to revert to the simplified forms
and classical austerity of C.L. Engel.’” A little later
Ahrenberg returned to the question of form and true
materials, voicing his disapproval of the romantic ex-
cesses occurring in granite architecture around 1900 (cf.
below p. 184).

But on the whole the architects reacted favourably,
some of them even contributing actively to the promo-
tion of stone materials. In 1896 the architect Alexander
Nystrom (1869-1926) went abroad to study stone
architecture. Nystrom spent some time together with
Blankett in Berlin, and towards the end of the year in
Scotland. The outcome of Nystrom’s trip will be dealt
with below in Chapter 5, as will the Scottish tour under-
taken in the summer of 1898 by another architect, Hugo
Lindberg.

The latter, we recall, had been nominated to the stone
committee appointed by the Architects’ Club in March
1898. Lindberg was an architect in the Board of Public
Buildings, where he took part in the planning of the
new Historical Museum. At this very juncture the plans
for the Museum building had been revised, and in Ja-
nuary 1899 the Board of Buildings applied for permis-
sion to use granite instead of brick and plaster for the
fagades (Fig. 154-156).* In June 1899 a convention of
technologists was held in Helsinki and here Hugo Lind-
berg lectured to the House Building Section on the topic
”’How can the use of our natural building stone be pro-
moted?’’ He pointed to the example provided by recent
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architecture in Stockholm, and he referred to J.J. Se-
derholm’s lecture of the preceding year. He closed his
lecture by formulating a seven point programme for
promoting the use of natural stone in architecture.?

Lindberg’s lecture was followed by a session during
which J.J. Sederholm demonstrated various granites,
sandstone from Pori (Bjorneborg) and Ruskeala
marble. According to reports from the meeting *’a very
rich assortment of samples was exhibited on the pre-
mises, including carved ornaments of soapstone’’.
After the meeting had been sojourned, Karl Hard af
Segerstad demonstrated a recent work of his, the apart-
ment house ’Falken,’” where for the first time Finnish
soapstone had been used for ornamentation and
window jambs (Fig. 122).4

In the various assessments of the Finnish stone re-
sources there is a recurring theme: the concern for
softer building stones. The praise of >our handsome
granites’” sometimes sounds a little hollow. When all
was said and done, geologists as well as architects had
to admit that the success of the Swedish stone industry
and Swedish stone architecture was due to the abun-
dance of easily worked materials. In Finland sandstone
and silurian limestone were lacking. This is why archi-
tects and geologists attached so much hope to the only
easily worked variety to be found on Finnish soil: stea-
tite, soapstone or serpentine. Since the earliest times
soapstone from Juuka in eastern Finland had been
utilized for stoves, cooking vessels and the like. In 1899
Finska taljstens Ab (Finnish Soapstone Co.) was re-
gistered by the Board of Industry.*’ Among the share-
holders were Hugo Lindberg and Benjamin Fros-
terus.* Earlier the same year, we recall, Frosterus had
published an article on Finnish steatite resources. The
article was illustrated with mascarons carved by the pre-
parator of the Geological Commission (Fig. 14), ela-
borate sculptures clearly intended to show that here,
at last, we had a domestic material suitable for deli-
cate detail. When soapstone nonetheless was used in
a romantically primitive, rusticated rubble bond (Fig.
187, 191) the geologist Sederholm could not but protest
against this abuse of the ’essence’’ and ’plasticity”’
of the material.* The story of Finnish soapstone arc-
hitecture, however, remained rather short. In 1907
Finska téljstens Ab went bankrupt, and its successor
formed in the following year, Oy Vuolukivi - Ab Télj-
sten met with the same fate during the First World
War.* From a technical point of view the Juuka
works were rather advanced, and the stone was sawed
in regular blocks with so-called channeling machines.®

The amiable dialogue between architects and geolo-
gists continued after the turn of the century. In March
1900 the committee, which had been appointed two
years earlier, submitted a proposal for standard sizes
for rubble stone, an initiative which was to have re-
percussions in Norway (see above p. 38). When in
1905 the issue again became topical in the Architects



Club, both Sederholm and Blankett were present at the
discussion, which by this time had also begun to address
the question of massive stone construction.*” By 1905
results of the concerted efforts of geologists, stone
entrepreneurs and architects were already there to be
seen and judged. When writing about ’Recent Ex-
periences of the Use of Finnish Stone Materials,’” Se-
derholm noted that almost all available varieties had
already been tried out in practice**. He did not, how-
ever, restrict himself to mere technical matters but con-
fidently adopted the role of an architectural critic dis-
tributing blame and praise in just proportions; such pre-
tentions to become an arbiter of the true use of stone
materials had earlier been current among his geologist
colleagues in Sweden and Norway. As late as 1911,
when the heyday of Finnish stone architecture was
drawing to a close, Sederholm once again returned to
a favourite subject of his, publishing an article ’On
the Technical Properties of Finnish Granites’’#

The work for an indigenous stone industry and stone
architecture followed a similar pattern in the three Nor-

dic countries under consideration. The process first
gained momentum in Sweden, where the tradition of
stone working had never died out completely, and
where quarries with excellent freestone only had to be
reopened to yield a variety of building materials. The
economical basis, of course, was stronger in Sweden
than in either of her neighbouring countries. But
Norway soon followed suit, whereas in Finland the
movement gained a foothold only in the 1890’s. In all
three countries the geologists and engineers played an
important role. The leading geologists knew each other
professionally, and they were in several cases also per-
sonal friends. The contacts between the architects are
not so easy to map. In any case the professional jour-
nals served as channels of transmission - we recall that
Finnish national romantic buildings were reproduced
in Teknisk Ugeblad in 1904. In a travel letter from the
Nordic architects excursion in Finland in 1909, H.J.
Sparre noted that Scandinavian architects were at last
able to see for themselves that Finnish architecture
”’which had earlier been known through drawings and
photographs”” — as in Turku (Abo) the party inspected
’the handsome small museum with fagades entirely of
granite’’ (Fig. 199).%
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4. MATERIALS AND NATIONAL EXPRESSION

Neo-Classical theorists had already postulated a con-
nection between building materials and historical styles.
Their foregone conclusion had been that whatever the
material, be it timber or marble, the classical Greeks
and Romans had achieved perfection in their treatment
of it.! But once formulated, the principle that form
follows material could be given alternative applications.
It could be expanded to become a general law of archi-
tectural history, or it could be suitably extrapolated to
fit a particular situation. By about 1840 the issues of
’national architecture’” and *’truth to material’’ were
often combined and discussed in terms of geology and
natural resources.

In Germany Backsteinrohbau was presented as the
solution of the problem of a *’national German style.”’
In the Allgemeine Bauzeitung this tendency was ques-
tioned by Wilhelm Stier, who pointed out that the mid-
southern and western regions of Germany abounded
in excellent sedimentary rocks, that is >’a wide choice
of sandstones and limestones,”’” which could just as well
serve as a basis for the development of a national
architecture.? Another writer, Professor J.H. Wolff,
whom we met in Chapter 2, called for *’one principle
and no factions.”” Wolff remarked that both the advo-
cates of Rohbau and the conservatives adhering to the
classical tradition appealed to the nature of the material
as a governing principle of architecture. The former
wanted to create a national style based on the proper-
ties of the material, the latter maintained that the Greek
forms ’derive most directly from its mineralogical
basis.”’3

But the Greek example could be elevated to a general
principle. In 1850 the archaeologist Ludwig Ross (1806-
1859) published a travel account where he explained
the emergence of the cyclopic bond as a direct result
of the specific cleavage of the stone employed: in the
island Dolichiste Ross had seen Early Christian ruins
with extremely precise polygonal bonds, which clearly
reflected the geological properties of the material. Ross
concluded that the cyclopic bond is neither a primitive
trait, nor a technique which is spread by cultural con-
tact, but simply an expedient which occurs in different
periods and places as a result of the specific cleavage
of the available building stone.*

Ross’s observation was quoted and elaborated by a
certain J.F.L Hausmann in a study Ueber den Einfluss
der Beschaffenheiten der Gesteine auf die Architektur,
published in 1858. Here the author attempted to show
the intimate connection between nature and architec-
ture, or how the occurrence and the properties of build-
ing stone impinge *’on the development of the archi-
tectural style and the aesthetic effect of buildings.””’

46

Even later, when the connection between natural re-
sources and national styles had become commonplace,
Ross’s observation was adduced.

Thus in 1891 Hjalmar Lundbohm still explicitly re-
ferred to Ross and the cyclopic bond. This was in his
address to the General Meeting of Technologists and
Manufacturers in Gothenburg, a text which incidentally
was introduced with a quotation from Goethe to the
effect that the artist cannot change nature even if he
may have command of his material.® At the session,
the chairman Isak Gustaf Clason praised Lundbohm
for his work, adding that architects were now beginning
to realize what it means to use natural instead of arti-
ficial stone.

It is as if our architecture was growing up from
Swedish soil, now that we are given the chance of
building with the natural stones of our country.
Each variety of stone gives rise to its own archi-
tectural style. If thus our natural stone varicties
were to be used more extensively for building, we
could hope for a more national tendency in our
architecture.’

This is an interesting declaration of principle. Ac-
tually the issue had been discussed at a similar occa-
sion five years earlier, that is, at the Second Swedish
Convention of Technologists in 1886, when the abuse
of plaster had been unanimously condemned (cf. above
p. 23). Here the promotion of stone construction was
also linked to the task of creating a national, Swedish
style, but no really clear-cut conclusion emerged from
the debate. Thus Ferdinand Boberg called attention to
the rational use of brick and stone in the same Italian
Renaissance which was so thoughtlessly reproduced in
plaster copies of later times. Boberg argued that in
Sweden, too, a similarly rational adjustment to existing
conditions and available materials could result in ’a
beginning to some independent and rational work,
which may possibly, through the endeavours of future
generations, provide a base for the emergence of a na-
tional style.”’8

Boberg’s contribution can hardly be characterized as
firing rhetoric. Nor did Adolf Kjellstrom, the limesto-
ne expert from Orebro, arouse much national enthusi-
asm with his prudent reminder that a given style need
not presuppose one single material. The Gothic style,
for instance, began in France with easily worked limes-
tone, but later on other materials such as sandstone and
brick were employed. The climate, Kjellstrom pointed
out, is another factor in the formation of architectural
traditions; therefore, Kjellstrom did not believe in a
unified national style:



We ought to strive for the use of natural stone and
for a Swedish or Nordic building style adjusted to
this material. But this style has to be modified in
accordance with the various natural materials,
which will lead to the creation of a Nordic granite
style, a Nordic limestone style etc., exactly in the
same way as there are to be found in different parts
of Germany limestone Gothic, brick Gothic and
so forth. We cannot possibly achieve any complete
unity, but have to be contented with numerous dif-
ferent modifications of the principal forms which
we regard as suitable for our climate.’

Kjellstrom’s declaration is characteristic of the
Swedish attitude to the relationship between stone and
style. This attitude is consciously eclectic and it can be
seen as reflecting two circumstances which set Sweden
apart from its neighbours Norway and Finland as far
as this issue was concerned. In the first place the stone
resources of Sweden were more abundant and more
varied than those of either of the neighbouring coun-
tries; a wide variety of stone had also been utilized for
architecture ever since the Middle Ages. In the second
place Swedish architects were both better trained and
more widely travelled than their Norwegian or Finnish
colleagues. Together these circumstances were apt to
favour a pluralistic attitude, rather than to foster a
belief in a unified national style determined by one na-
tionally significant stone material. Actually stylistic
pluralism had been recommended much earlier in an
article in Tidskrift for byggnadskonst och ingeniorve-
tenskap (1864); here, too, local diversity had been re-
presented as the correct way of creating a national
Swedish style (see above p. 26).

In its most typical form this pluralistic tolerance ap-
pears from the buildings and writings of the leading
architect of the period, 1.G. Clason, whose opinions
were already touched on above. In 1883 Clason went
on a European tour which was to last for three years
and which was mainly devoted to Spain, Italy and
France. His letters from his sojourn in Spain in 1883
reveal his preoccupation with building materials. In
Escorial he noted the use of granite. >’Granite, granite,
granite, yellow-grey granite in the exterior, granite in
the interior, granite in the floors, granite in the ceilings
and you know that any delicate mouldings cannot be
carved in that material,”” he wrote to his friend Kas-
per Salin. At another occasion he reminded his friends:
»’Surely you do not forget that the Swedish soil does
not consist merely of sand and lime but also of granite
and sandstone, marble and numerous handsome
stones.””1?

What did impress Clason was the regional variation.
’Just as in Italy, every town and every region here in
Spain has its specific type of building derived from the
character of the people and from the natural building
materials’’ he recalled in 1891 (cf. Fig. 57, 58, 60, 91).

The architecture of Segovia, based as it is on intrac-
table granite, is simple and severe, whereas the sand-
stone fagades of Salamanca display an almost tiresome
wealth of ornamentation; in Zaragoza houses are of
sparsely decorated brick.!' In our day, Clason argued
in 1896, regional and individual variations are all the
more natural since we have an overall view of historical
architecture which earlier generations did not possess;
hence *’the reappearing of a well-defined and gener-
ally accepted style is no longer conceivable.”” To Clason
the turn to true materials was a matter of *’architec-
tural realism or rationalism,’’ and it did not occur to
him that it could, let alone should, result in a unified
national style.!?

Clason’s architectural views were typical as well as
influential, but they were not, to be sure, shared by all
and every one. At the turn of the century a new gene-
ration of architects, among them Clason’s pupils, ques-
tioned the historicist part of his programme. But his
critics did not, any more than Clason himself, regard
natural stone as the key to a national style. On the con-
trary, one of the younger architects, Ragnar Ostberg,
ascribed the motley of historical styles in recent Stock-
holm architecture to the experiments with natural ma-
terials. Ostberg thus saw no connection between truth
of material and truth of style. The use of natural stone
had, he admitted, done away with the plaster imitations
of Italian Renaissance forms, but instead the true ma-
terials had inspired architects to copy Medieval
masonry, French Renaissance castles, Spanish Gothic,
Venetian arches, Florentine windows, Genoese stairs,
Nordic Baroque and Norwegian stave churches."
Another member of the younger generation, Carl West-
man, shared Clason’s insistence on true materials and
did indeed believe in a national renewal of Swedish arc-
hitecture. Yet he did not see the use of stone as a pa-
nacea for national regeneration. According to West-
man the models were rather to be sought in >’our red
painted cottages’> and ’old palaces with plastered
walls.””'* This declaration dates from the year 1900;
actually the straightforward, non-imitative plaster
fagades of the seventeenth and eighteenth centuries had
earlier been recommended by Clason ’’as a domestic
plant deserving cultivation.”’"

The regional, rather than national connotations of
the various stones of Sweden are especially prominent
in the work of Gustaf Wickman. For Skanebanken in
Stockholm (1897-1900; Fig. 164) Wickman employed
Ovedskloster sandstone from Scania and for Orebro
enskilda bank (1909-1912) he chose Ekeberg marble
from the landscape of Néarke. In both cases the choice
of material was determined by a wish to add local
colour to the corporate image of the respective
banks.!®

A striking contrast to this regional pluralism is
offerred by the national interpretations which became
current in the architectural debate in Norway and Fin-
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land. In 1886 Herman Major Schirmer (1845-1913), one
of the chief ideologues of the Norwegian national ro-
mantic movement, published a survey article on the me-
dieval architecture of Norway. Here Schirmer argued
that the buildings of this period represent the only sty-
le ”’which has pervaded all strata of society, and so be-
come genuinely national property.”” In contrast, later
currents have had a merely superficial influence. Only
if we recognize this fact do we have a chance *’to find
our own selves again in the field of architecture.””!
Schirmer’s argument was elaborated by a commentator
in Norsk Teknisk Tidsskrift: the durable works of art
shaped by our ancestors were built in our own, partly
common materials. In the Middle Ages neither sand-
stone nor brick was imported from abroad, and the me-
dieval builders did not cover their buildings with plaster
of Paris ornaments and cornices.'s

As the discussion about stone materials quickened,
appeals to the national argument also became more fre-
quent. In the important discussion arranged in Janua-
ry 1896 by the Norwegian Association of Engineers and
Architects (cf. above p. 36) the chairman Henrik Nis-
sen emphasized that *’all national architecture must evi-
dently be built in the natural materials of the country
in question.’’"

Later the same year, in 1896, Herman Major Schir-
mer returned to his favourite subject in an article en-
titled >’The Stylistic Influence of the Material.”” He
began by referring to the ’well- known stylistic rule’’
according to which particular attention must be paid
to the material employed for translating a natural motif
into an artistic form. In granite a pattern will become
different from what it will become in marble or bronze.
In Norwegian architecture of the Middle Ages the
forms are simple in regions where hard, intractable
limestone has been used, whereas the easily worked
soapstone has favoured a rich articulation. So far
Schirmer’s line of reasoning runs parallel with the
Swedish discussions referred to above. But a little
further on he seemed to have forgotten most about the
possibilities of variation offerred by soapstone and
other easily worked materials. Schirmer’s main concern
proved to be the return to simplicity. Such simplicity
would be necessitated by the natural stones of Norway,
which *’are by no means among the more plastically
yielding materials.”” We will get rid of the mass of su-
perfluous details, and the newly won artistic restraint
will place us on a par with the best periods of the his-
tory of art.

By this path and through the endeavours, experi-
ments and variations of our numerous able pro-
fessionals it will also become possible to achieve
independence, originality and style, a style which
does not merely sit in the clothes but in the body
itself, and which will therefore become one with
the economic conditions of our country: a national
style.?°
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Schirmer’s text ends on this hopeful note. What he
had in mind was not regional variation but a unified
national style based on the simple idiom necessitated
by the intractable nature of domestic stone.

A few months later Schirmer’s ideas were further
developed by Holger Sinding-Larsen, the architect re-
sponsible for Valerengen church in Oslo (Fig. 240-242).
Sinding-Larsen headed his article >’ ’Norsk stil’ > —
with ironical quotation marks. As far as wood was con-
cerned everyone knew what ’Norwegian style’” meant:
carved dragons and other superficial patterns derived
from the rich heritage of Norse wooden architecture.
But when it came to stone, the situation was different,
Sinding-Larsen continued. There was a mere handful
of monuments to rely on, such as the Trondheim
Cathedral, the Hakonshallen in Bergen and a couple
of others mentioned in the school books. But a
»’Norwegian style’’ could not be based on such major
monuments, and Sinding-Larsen instead pleaded for
the numerous small and simple medieval churches, so
despised that they were being pulled down one after
another. For one thing was certain: if, as he hoped,
the study of Old Norse art was to become an *’honour-
able duty’’ among the architects, then the breadth and
merits of this heritage will be appreciated.

Only then will it be recognized that these despised,
small structures, with their noble simplicity and
their original effect achieved by simple but genuine
means, do actually manifest our national character
even better than the major monuments. [. . .] For
whereas these were built under the direct influence
of the culturally advanced nations with which we
had contact during that time, the minor stone
buildings originated among the people themselves
and so partook of that same originality which char-
acterizes our wooden buildings. If we consider the
matter seriously, we will find that in our old stone
architecture as well as in our wooden buildings we
possess valuable elements for a sound development
towards a national style.?'

But it was not easy to define in what exact manner
the use of domestic materials was to bring about a na-
tional style. Two different proposals can be discerned
in the debate. More conservative Norwegian architects
projected their traditional values onto the problem and
concluded that the solution lay in a study of the histo-
rical heritage, whereas the younger generation pointed
to contemporary British and American architecture, not
as models to be copied, but as instances of rational so-
lutions of the task of adjusting form to available ma-
terials. Around the turn of the century these divergent
tendencies were brought out more sharply.

In 1900, H.J. Sparre, the architect of the Neo-
Baroque law court building in Oslo, completed in 1903
(Fig. 71-72), tried to define at least some principles of
national architecture. Just as in the case of timber and



wood, it must be possible to develop a national idiom
for stone buildings, too, despite the fact that historical
models in this material are more scarce. Sparre’s pro-
gramme included four principles based on the Nor-
wegian conditions of living. First, Norway has a harsh,
damp and cold climate, wherefore only the most dur-
able stones must be used and so fashioned that they
are not destroyed by frost and dampness. Second, the
Norwegian summer is short, and the rest of the year
is predominated by dusk and indefinite lighting; *’hence
we should adjust our architectural idiom to these con-
ditions by using large sized, vigorous profiles and pro-
jections, which work by their grandness rather than by
their delicacy, profusion or light effects.”” Thirdly,
Norwegians live under relatively simple conditions; with
simple means they must attain the same artistic goals
to which richer nations can devote their abundant
wealth. Fourthly, the materials are for the most part
unusually hard and difficult to work; *>we must there-
fore restrict ourselves to large, easily produced forms,
in which the material acts more by its structure and its
natural beauty than by its profusion of forms and vivid
play of line.”
In short, even if we cannot attain a >’Norwegian
style’”, we should at least try to develop an archi-
tectural movement which harmonizes well with our
nation, its way of living and its habits, with our
climate, our lighting conditions, our entire nature,
and above all with the materials which are prod-
uced by the nature of our country.?

Henrik Thrap-Meyer, a member of the conservative
wing, whom we met above as an opponent of the use
of granite, warned against forcing the national issue.
Stone can be used in a rational way for details exposed
to climatic conditions. »’If thus employed in the sim-
plest forms without any marked historical style, natural
stone can be given a dignified simplicity, which will
have a very edifying and ennobling effect on the taste
of the public.”’?® But the utilizing of granite, marble
and soapstone must be undertaken with moderation.

A really genuine national stamp cannot be pro-
duced by force or pressure; the development must
proceed gradually. The national sources must be
allowed to flow inconspicuously, as rain trickles
into the brook. For if you collect the rainwater in
a tub and pour it out all at once, then the brook
will become muddy. What recently happened to
our wooden architecture would thus happen to our
stone architecture, too. In the former field our
buildings, although intended for modern people,
were so to speak drenched under the entire national
array inherited from bygone days, without any sif-
ting or contemporary appraisal. We became sated
with nationality.*

Thrap-Meyer also questioned the basic premise of
the national reformers, i.e. that a national style has to

4

emerge from national materials. The present day in-
ternational community will favour an interchange of
materials and styles. Norway exports granite, soapstone
and ’our excellent marbles,’” while at the same time
importing sandstone, limestone, not to mention brick
and tile materials. The mediterranean forms of our
older tomb monuments, for instance, derive from
marble — although by that time we did not yet have any
marble ourselves. ’But now: who would have dreamt
that marble one day was to become such a thoroughly
national material that it will send the mind of many
a superpatriot right up into the snow region!”> With
heavy irony Thrap-Meyer congratulated the nationalists
on the new possibilities of this material, one-piece
Norse dragons sawed out of marble. No, the interna-
tional community represents a phase in the develop-
ment of nations, and we have to recognize this fact
which will give a freedom of choice. >The imagination
of the architect will no longer be restricted merely to
granite or spruce.”’?

As the Yngre arkitektforening celebrated its tenth an-
niversary in 1901, its chairman defined its aims and ac-
complishment: when the Association was founded,
Norwegian architecture, alone among the arts, lacked
a national character. ’Here the Association of Junior
Architects had its mission, defined at the start and still
valid: to create an architectural style founded on a na-
tional basis, a style which would manifest that it was
deeply and inextricably rooted in the character of our
people and the nature of our country.”” 2 At about
the same time Andreas Bugge, the architect supervising
the building of the Ronvik Asylum (Fig. 171-172), ex-
claimed: >’No imported stone on the Norwegian bed-
rock!”’?” Later that year even Sparre joined the
chorus, deploring the use of imported stone, since the
material must in his opinion remain the means for
creating a national style.”® In a lecture in December
1901 Joh. Meyer, himself a representative of the
wooden *’Dragon Style’’, recommended the use of his-
torical models for stone building, too. The style that
he found particularly promising in this respect was the
Norman Romanesque, since in contrast to the *’aris-
tocratic’’ Gothic style, the heavy and simple Roma-
nesque harmonized with the severity of nature, mate-
rials and conditions in Norway.*

Norman and Romanesque forms were indeed, to-
gether with impulses from American and Scottish
architecture, to form the basis for the Norwegian
national revival around the turn of the century. Hen-
rik Nissen’s Christiania Savings Bank (Fig. 168-170)
and Henrik Bull’s Government Buildings (Fig. 148-149)
were praised for their *’recourse to the national spirit,”’
less in the distribution of masses than in their decora-
tion and use of materials.?°

But one of the recurring criteria for identifying the
true national spirit, the argument of economy, was soon
to strike back at the proponents of natural stone. When
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in 1908 Henrik Bull was awarded a prize for his Go-
vernment Building, the jury remarked rather primly
that ’the lavish use of natural stone does not quite
appear to harmonize with its function of an office
building, considering the economic capability of our
country.”” Teknisk Ugeblad concurred with this view
and went a step further:

The first appropriation for the Government Build-
ing was passed in the period of speculative build-
ing [jobbetiden], and it is in that respect a child
of its age. But in order to create a really sound,
national manner of building, it is not sufficient that
the materials are domestic and the ornamentation
modelled after the old national motifs. The eco-
nomic base, too, has to be related to the condi-
tions of our nation. Only when a balance is struck
between the two extremes of luxury and parsi-
mony, the national tendency will develop in a free
and natural way.?!

This comment is typical of a period when architects
in Norway, no less than in Sweden and Finland, had
already come to regard plastered walls as expressive of
a genuine Northern tradition. Nonetheless, the criticism
of Bull’s Government Building represents an extreme
position. To the majority of the active architects the
rock-faced ashlar or rubble bond, with or without ar-
ticulation of wall apertures, seemed to be the natural
answer to the demand for an architecture in tune with
the nature, people and economy of Norway. The doub-
le shell construction known as Alesundsmur or Alesund
wall was hailed as a modern revival of its medieval
counterpart and as a successful step towards the crea-
tion of a national style.*

There are certain parallels in the political and cul-
tural developments in Norway and Finland during the
last decades of the nineteenth century. Both nations en-
joyed a limited autonomy and certain constitutional
rights within a personal union represented by the
Swedish king and the Russian Czar respectively. By the
turn of the century, both countries were asserting their
national rights and distinctive identity. In Norway the
struggle was soon to end with the final dissolution of
the union with Sweden in 1905, whereas in Finland the
resistance against mounting Russian repression formed
a mere prelude to the struggle for independence which
followed in 1917. Although the similarity only works
in a general way, the conditions in both countries did
favour a national or nationalistic tendency in the arts,
a search for a unified national expression rather than
regional pluralism.

In Finland, just as in Norway, the scarcity of easily
worked stone and the abundance of hard rock gave a
definite, symbolic twist to the insistence on true mate-
rials. Both Finns and Norwegians tended to see them-
selves as the greystone peoples of the North. In the
latter country, the inexhaustible fje/ld mountains were

50

proudly ’referred to by the greystone mason as *Old
Norway’;”’* in Finland Zachris Topelius had already
compared the greystone itself with the ’’staid and
serious inhabitants’’ of the country.

In the 1890’s the idea of granite as a *’Nordic’’ stone
was also exploited by German nationalism. In his no-
torious Rembrandt als Erzieher of 1890 Julius Lang-
behn contrasted the marble culture of the Greeks
against the granite culture of the Germans:

Die Griechen hatten eine Kultur von Marmor, die
Deutschen sollten eine solche von Granit haben.
Der Granit ist ein nordischer und germanischer
Stein; in dem ur- und reindeutschen Nordlande,
Skandinavien, steht er in grossen Felsmassen an;
und iiber die ganze niederdeutsche Tiefebene ist er
in erratischen Blocken verbreitet. Er ist ein sehr
gewoOhnlicher Stein; aber seine Widerstandskraft
ubertrifft die der meisten andern; er eignet sich
gerade so gut zum Strassenpflaster wie zu unver-
ganglichen Bauten und Denkmailern: er ist ein
volksthiimlicher und zugleich, in geschliffenem
Zustande, ein sehr aristokratischer Stein.?”

Langbehn compared the innumerable masses of the
German army soldiers to the granite palaces of the Ger-
man cities, standing solidly shoulder to shoulder in an
impenetrable row. ’’Auch die Steine haben ihre
Sprache; und auch sie predigen die Lehre, dass alle Bil-
dung der Natur parallel gehen miisse.’’*

In Germany the climax of the enthusiasm for grani-
te was connected with the wave of national monuments
in the 1890’s. Here the dominating group was formed
by the numerous monuments devoted to Bismarck,
whom Langbehn in all seriousness had likened to *’an
enormous erratic block.”” As a phenomenon the Bis-
marck towers or keeps are contemporary with Lang-
behn and symptomatic of related tendencies. In these
structures the symbolic connotations of the material
were mustered for extolling the Iron Chancellor. The
monuments were to be erected in local stone quarried
as close as possible to the site itself, each regional ma-
terial thus paying homage to the unifier of Germany.
Then the personal characteristics of the revered Chan-
cellor were expressed through rock-faced granite, that
German stone. Often erratic boulders or fieldstone in
cyclopic bond were used for the same purpose.’’ Thus
in the German context we meet a code of meanings
which includes both the regional symbolism and the
unified national significance which we have discussed
above.

But striking as these German parallels may appear,
they seem to have played, at most, a marginal role in
the formation of the stone symbolism in the Nordic
countries themselves. For instance, I have not found
a single explicit reference to Langbehn’s granite fan-
tasies in the extensive discussions on the national ques-
tion which were conducted in the technical journals and



progressive periodicals, this despite the fact that a Ger-
man book that saw more than forty editions must have
been fairly well known in a part of Europe where Ger-
man was still the cultural /ingua franca. As for the ap-
plication of granite symbolism for monumental pur-
poses, Nordic architects seem to have sought their
models in Scottish and American rather than in Ger-
man architecture, which despite this rather specialized
genre of national monuments still bore the discrediting
stamp of imitative plaster architecture.

It was a visit to Scotland that set the Finnish archi-
tect Alexander Nystrom thinking about the relation-
ship between materials, techniques and national ex-
pression. The two opposed traditions in contemporary
Scottish granite architecture, that is, virtuoso histori-
cism realized with the aid of pneumatic tools and mo-
derate stylization respecting the hardness of the mate-
rial, were regarded by Nystrom in terms of national
architecture. Even if modern technology provides us
with tools to treat the hardest stone as if it were sand-
stone or marble, such forcing of the material can hardly
be regarded as national. Nystrom therefore opted for
the simple granite style employed in the residential
architecture of Aberdeen.3®

But if we do go in for building with natural stone,
there is no material more natural than our own,
magnificent granite. True, we have to abandon the
old, traditional cliches and try to invent new forms
instead, although this may at first prove quite la-
borious. But given a little good will and interest
in a worthy goal, there will gradually come a gol-
den age for the use of granite in the architecture
of our country.?

In the same year, 1897, an anonymous commentator
in the daily Hufvudstadsbladet also referred to the Scot-
tish example as a pointer to the creation of a national
style. Again it was taken for granted that the renewal
must be based on the use of granite. It only remained
for the Finnish architects to strike a harmonious
balance between their works and our characteristics as
northerners, our ethos and our nature. >’We are a se-
rious minded people, our nature is serious and even me-
lancholy; if our architecture is to be felt as really be-
longing to us, it must be given a serious and severe char-
acter,”” the writer went on. But the conclusion remained
meagre; the only concrete recommendation he could
offer architects was to find their models in the French
Renaissance and the architecture of the Loire castles.*

Hugo Lindberg, whom we met in the preceding
chapter, also based his appraisal of the situation on the
Scottish experience. Granite has been left unexploited
in the Finnish bedrock because it cannot at a reasonable
cost be forced into the traditional architectural forms.

We have, in a blind and tasteless manner, deemed
fit to transplant to our bleak North the luscious
flower of Italian architecture, the rich Renaissance

style, from the southern sun and marble to which
it belongs. Yet we have been unable to invent an
architectural style adapted to the hard granite
which in many ways is suited to our severe climate.
Since in other respects we take our models from
the intellectual movements in the major centres of
civilization, we might do well to learn from that
modern artistic movement which insists on an in-
timate bond between the bedrock of a country and
its architecture.*!

But Lindberg, who was a rather conventional archi-
tect working in the Finnish Board of Public Buildings,
had himself no opportunity to carry out the good re-
solutions quoted above. He was unable to break loose
from the academic tradition, and when he revised the
official project for the Historical Museum in Helsinki
in accordance with the new principles, he ended up with
a Tuscan or ’Roman Doric’” idiom (Fig. 155-156). It
was left to a younger generation to implement the pro-
gramme for a national stone architecture, partly, it is
true, with the help of information collected and pub-
lished by Lindberg (cf. next chapter).

Just as in Norway, sceptical voices were also to be
heard in Finland. The architectural heritage contained
few elements adaptable to contemporary conditions.
Little could be made of, say, the medieval castles and
churches with their thick walls in cyclopic bond, a type
of construction possibly suited to freestanding villas in
natural surroundings but hardly realistic in an urban
context. The most articulate expressions of vernacular
architecture were, in Finland as in Norway, to be found
in timber buildings. But wooden architecture could only
provide architects with ornamental inspiration, not with
any fundamental principles related to construction.*
In the light of material rationalism the mere procedure
of translating one material into another appeared sus-
pect and was practised with caution.

In 1900, the same year that Thrap-Meyer commented
on national satiety in Norway, the Finnish architect Nils
Wasastjerna wrote a short comment on >’The *Finnish
Style’.”” He declared that the creation of a Finnish style
must remain an utopia, since a national style cannot
be based on national motifs alone. Decoration is no
doubt important in the making of furniture as well as
of buildings, but *’no style is created out of the details
since it is the total design that gives each style its spe-
cific character.”” In any case it is impossible to force
the national issue.* A few years later the rationalist
writer and architect Sigurd Frosterus declared that the
search for forms had entered a new phase. One of the
chief tasks of architecture has always been to *’give life
to the material.”” The task still remains, but today the
national issue will be superseded as a formative force
by social dynamism. *’National art will be replaced by
an art of the classes born under the sign of cosmopoli-
tism.””4
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5.

Although granite was merely one of the numerous stone
materials at the builder’s and architect’s disposal, the
nineteenth-century vogue for natural stone seems re-
markébly fixated to this particular rock. The reason
for this was twofold. On the one hand, the industrial
revolution brought improved transportation, steam
power and new machinery facilitating the mass produc-
tion of polished granite slabs and columns. On the other
hand, the industrial revolution also meant increasing
air pollution. Acid rain, soot and grime made polished
granite an increasingly attractive alternative in environ-
ments where the appearance of marble, limestone and
calciferous sandstone could be ruined in a few months.

After the middle of the nineteenth century Scandi-
navian visitors to the major cities of the Continent and
Britain were often impressed by the finely dressed and
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SCOTTISH, ENGLISH AND AMERICAN MODELS

polished granite in the fagades of public buildings and
commercial architecture. In 1871 Wilhelm Hoffstedt
published a report in his /lustrerad teknisk tidning,
where he described this new vogue (cf. above p. 30).
He noted that the great demand for polished hard stone
had resulted in impressive stone working establish-
ments, among which the largest and most interesting
were to be found in England and Scotland. In the latter
country, in particular, the flourishing of the stone trade
is evidenced by the city of Aberdeen, whose thriving
industry is dominated by the working and shipping of
granite.
Almost every house is here from the foundations
to the roof built of granite, many presenting a very
fine appearance with extremely delicately worked
ornamental details, such as Corinthian capitals,

16. James Souttar, The English Church,
Stockholm. 1863-1866. Moved from its
earlier site in 1913 and rebuilt in an en-
larged version. (Photo SR)



cornices, urns etc. The epithet ’the city of gra-
nite,”” which is commonly applied to Aberdeen,
therefore seems well deserved.'

In Sweden the contacts with British stone building
actually hark back to the 1860’s, when the Aberdeen
architect James Souttar (1840-1922) designed and su-
pervised the building of the English Church in Stock-
holm (1863-1866, Fig. 16-17).% It is true that Souttar’s
church remained an isolated phenomenon without im-
medate impact, but like its somewhat older contempo-
rary, the National Museum (1848-1866), it formed a
continual challenge to later architects involved in the
stone movement. The two structures were the first
major buildings in Stockholm to be built with facades
of natural stone, but whereas the National Museum was
soon referred to as a bad example, the English Church
with its coursed rubble of Sodertédlje and Roslagen
sandstone proved technically successful.? »>The useful
practice offerred to numerous stone masons in the
construction of this building will no doubt exercise a
favourable influence upon architecture and, as we
hope, church architecture in particular,”” a commen-
tator wrote in Tidskrift for byggnadskonst och in-
geniorvetenskap.* The expectations on this point were
not fulfilled, and a generation was to pass before rubble
construction was again employed in Stockholm.

Together with the asymmetrically placed tower, the
picturesque rubble wall served as an index of national-
ity in English churches erected in other European cities.
An equally eloquent device was employed in the St.
Albans Church of Copenhagen, designed by A.W.
Blomfield, and built in 1885-1887 under the supervi-
sion of the Danish architect Ludvig Fenger (who, inci-
dentally, had initiated a discussion about stone mate-
rials as early as 1880)°. The walls of this English
Church (Fig. 18, 19) are faced with what is known as
»’knapped’’ flints in rubble bond, a technique typical
of the English chalk districts, notably Norfolk and Suf-
folk.® But it could also be conveniently employed in
Denmark, where chalk and flint occur in quantity. In
any case the English Church in Copenhagen aroused
interest even outside Denmark. At the Second Swedish
Convention of Technologists in 1886 its flint construc-
tion was referred to as a successful precedent, and it
was suggested that flint walling deserved to be tried out
not only in southernmost Sweden, but even in the
Swedish capital.’

In Sweden another influx of English stone building
ideas is represented by the activity of Adolf Kjellstrom,
whom we remember from Chapter 3 as a proponent
of Yxhult limestone. Kjellstrom had visited England
and befriended the Swedish born architect Axel Her-
man Hégg.® In collaboration with Hagg he remodelled
a medieval house in Orebro with masonry and worked
stone in a vaguely English style. In the same town
Kjellstrom also designed an *’English styled’’ villa for

17. James Souttar, The English Church, detail. (Photo SR)

his own use (Fig. 20). The fagade of the house was built
of limestone, and next to it Kjellstrom established a
stone workshop. The Kjellstrom Villa was given a place
of honour and its own illustration in Isak Gustaf Cla-
son’s 1896 review of the recent achievements of Swedish
architecture.’

Kjellstrom played an active role in the important dis-
cussions during the Second Swedish Convention of
Technologists in 1886 (see above p. 32, 46). At the same
Convention the precedent of Scottish stone building
was again brought up, this time by the architect Gus-
taf Sjoberg, who posed the question why granite was
not more often used for public buildings. According
to Sjoberg, this stone was the variety best suited to the
Swedish climate. He regretted the fact that for the mo-
numental edifice of the National Museum granite had
not been employed instead of the limestone which was
now crumbling. Granite, it was true, would require a
style suited to its properties and to the requirements
of the climate, but in Sjoberg’s opinion this was no
problem. »’We would not have to experiment in this
respect, since, as we know, both private and public
buildings in Scotland, for instance, are built entirely
of granite; since these buildings satisfy all architectural
and sanitary requirements in that country, this must
be the case in Sweden, too.”’!?

The awakening interest in Scottish granite building
coincided with the boom in the Scandinavian granite
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18. A.W. Blomfield (arch.) and Ludvig
Fenger (supervisor), St. Albans Church,
Copenhagen. 1885-1887. (Photo SR)

19. A.W. Blomfield. St. Albans Church,
DR & SO detail of flint walling, S. wall. (Photo SR)
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20. Adolf Kjellstrom, The architect’s
house in Orebro. 1879-1880. In its orig-
inal state the villa had a gabled porch, later
it was removed and replaced with a win-
dow. The present entrance replaced two
original ground-floor windows. (Photo
Bengt Svensson)

industry precipitated by export to Germany and the
Continent. Swedish and Norwegian firms strived to
take over the trade from German entrepreneurs; in Fin-
land new firms were founded with a view to compete
with Russian entrepreneurs who quarried granite along
the Finnish south coast for transportation to Russia.
The stone firms sent their engineers abroad to study
modern working methods. Thus the new works man-
ager of ’Granit Ab’’ was sent to Scotland, because it
was found that Sweden had lagged behind (see above
p. 41). As the geological bureaux of Sweden, Norway
and Finland became more practically oriented, it seem-

ed natural to send geologists abroad to study the stone
industry.

For this Scotland obviously provided a suitable des-
tination. With a native tradition going back to the
Middle Ages the Scottish stone trade had turned to ex-
port in the last decades of the eighteenth century. In
1832 the mason Alexander Mac Donald invented steam
powered machines to dress and polish granite, and from
then on Aberdeen became a leading centre of the in-
dustry. Among the Aberdeenshire varieties the grey to
bluish Aberdeen and the reddish Peterhead granites be-
came famous. The Rubislaw granite, which was quar-
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ried two miles from Aberdeen, was considered one of
the best granites in Great Britain.!" Some of the
wealth pouring in from the export of granite was in-
vested in granite architecture. In 1872 an authority on
building stone praised the result:

Out of this stone the city of Aberdeen, perhaps the
cleanest and freshest-looking city in the British Is-
les, is built; and might be referred to by Mr. Rus-
kin to illustrate his views of the purifying influen-
ces of granitic rocks on the inhabitants of count-
ries where they prevail.!?

Two decades later, a travel guide to Aberdeen prai-
sed ’The Silver City of the Sea,’’ so called because of
’’the nature of the soil, the material of its buildings,
and, as a late writer has discovered, the character of
the citizens, for we have lately been treated to the
phrase, ’granite-browed Aberdonians’.”’!3

Such was the city that impressed Hjalmar Lundbohm
during his tour of the Continent and Britain in 1888.
It appears that it was Otto Torell who had called his
attention to ’’the peculiar granite constructions em-
ployed in Aberdeen.”’'* This city formed the climax of
Lundbohm’s visit to the part of Europe which offers
the geologist an almost complete chart of the geologi-
cal periods. As he observed the buildings of Britain,
Lundbohm reflected on the connection between the
geological structure and the architecture of a country;
there was hardly any other place where the former had
influenced the latter as much as here. Even after
modern communications had facilitated the use of stone
from distant regions, British builders seemed to prefer
local materials as long as these were fit for the purpose.
The medieval feeling for natural stone also appeared
to have survived in Britain. All these factors accounted
for the fact that the geological limits tended to coin-
cide with the geographical spread of various building
techniques.” ‘

As far as the building technique was concerned,
> Aberdeen appeared to be the most interesting among
the cities of Great Britain,”” Lundbohm concluded in
his travel report of 1889, Engelska byggnadsmaterial
och byggnadssdtt samt de senares tillimplighet i Sve-
rige. The city had more than 100,000 inhabitants and
about 17,000 dwelling houses; during a weeK’s stay
Lundbohm could identify only a few brick houses and
a couple of churches built of sandstone. Everything
else, from factories and dwelling houses to church
spires and monuments, was built of granite. For the
most part grey stone was employed, and the older build-
ings with dressed ashlar without ornamentation im-
pressed Lundbohm as rather monotonous. But the op-
posite extreme was also to be seen: buildings which
display forms and ornamentation of a kind normally
executed in freestone such as sandstone or limestone.
Lundbohm saw Corinthian capitals that had cost up
to £ 100 a piece. Between these extremes were com-
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21. J.B. Pirie & John Morgan, The Rubislaw House, Queen’s Road,
Aberdeen. From Hjalmar Lundbohm, Engelska byggnadsmaterial
och byggnadssdtt, 1889, pl. 1.

mendable instances such as the Town Hall and a bank
building, which *’are characterized by a style which is
both simple and impressive, and a certain restraint in
the decoration which appears more pleasing than its
opposite.”’1

Polished granite, still fashionable in the metropoles
of England and the Continent and a major product of
the Scottish granite industry, was rarely to be seen in
Aberdeen fagades. Lundbohm noted that rustication,
’a treatment which is undoubtedly among the ones best
suited to granite,”” was very common, especially in sub-
urban villa architecture. The ornamentation of these
fagades was restricted to a few tooled dressings and
mouldings. Of the two plates of Lundbohm’s report
one is a photograph of the Rubislaw House in Queen’s
Road (Fig. 21, 22), the private residence of a leading
Aberdeen builder, J ohn'Morgan. The villa was adduced
by Lundbohm as ’a particularly handsome and at the
same time original instance of what can be had in Aber-
deen at a very low price (in relative terms), provided
that the building method and the ornamentation is ad-
justed to the properties of the material.”” He quoted
detailed specifications and arrived at the conclusion that
’hammerblocked ashlar [si¢]’’ did not cost more than
a brick wall built to receive a plaster coating in Stock-



22. J.B. Pirie & John Morgan, The Ru-
bislaw House, detail. (Photo SR)

holm; the simpler granite walls were much cheaper than
Swedish brick walls. The belief that granite did not suit
the Swedish climate was countered by Lundbohm with
two arguments: on the one hand the inner panelling and
airing cavity employed in Scotland was represented as
sufficient, on the other hand the difference in tempe-
rature between the Scottish east coast and the warmer
parts of Sweden should not, in his opinion, be prohi-
bitive.!

As a geologist Lundbohm was favourably impressed
by what he saw as a governing principle of English and
Scottish building: the wish to let the properties of the
natural stones determine the construction and decora-
tion. The rich variety of local building traditions in Bri-
tain was a result of this ambition to let the specific pro-
perties of the material produce the desired decorative
effect. Lundbohm’s admiration of the regional vari-
ation is thus in line with the pluralistic attitude that we
met above in connection with such Swedish architects

as Clason, Kjellstrom, Boberg, Wickman and others,
who also found the individuality of local traditions
more interesting than the unity of a national style.
Plastering struck Lundbohm as far less common in
Britain than elsewhere, and he quoted the proud words
of a London contractor in answer to Lundbohm’s ques-
tion why cement is not more commonly used for orna-
mentation: ’’Because it is not stone.”” Such honesty,
Lundbohm argued, accounted for the fact that not only
monumental architecture but small dwelling-houses and
churches are built in an original and artistic manner,
sometimes quite simple but generally with a very pleas-
ing style. He saw the key to this success in the prudent
utilization even of those stones that cannot be had in
uniformly large ashlars. If, in Sweden, too, the smaller
stone could be utilized instead of being wrecked, many
quarries could be operated more rationally and econo-
mically. Morevover, varieties that until then had re-
mained unexploited could be taken into use.
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The method recommended by Lundbohm for utili-
zing waste stone was squared rubble, a bond known
in Swedish as >’nubbstensmur,’” although in Sweden
it was hardly used at all and in any case never executed
according to the system followed in England. Lund-
bohm described the rubble techniques (Fig. 23, 24) ac-
cording to a well-known English textbook, the so-called
»’Rivington’s Building Construction’ (Fig. 25,26).'8
The rubble bond became one of Lundbohm’s hobby
horses, and in numerous meetings with architects he
recommended it as suitable for Swedish conditions. In
April, 1890 he lectured to the Building Section of the
Swedish Technical Society, using extensive visual do-
cumentation of his British experiences. The ensuing dis-
cussion was lively, and the meeting adopted a resolu-
tion stating >’that the use of Swedish stones was desi-
rable from the technical as well as the aesthetic point

23. ’Irregular coursed rubble”’
nadsmaterial, fig. 1.

. From Lundbohm, Engelska bygg-

24. Irregular coursed rubble brought up to level courses”’
Lundbohm, Engelska byggnadsmaterial fig. 2.
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25. ’Irregular coursed rubble’’. From Notes on Building Con-
struction [the so-called Rivington sBLu/dzng Construction], 1875, fig.
113.
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26. Irregular coursed rubble brought up to level courses’’. From

Rivington’s Building Construction, fig. 114.
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of view, and that no technical or economic obstacles
prevented a more general employment of these mate-
rials.”” The resolution, moreover, called for an inves-
tigation of the relevant stones, instituted at public ex-
pense.'® Three years later we find Lundbohm repeat-
ing his recommendation, this time in favour of certain
Jamtland limestones, where large quantities of waste
stone resulted from the removing of shallow sediments
to reach more valuable layers below.?°

Two years after the publication of his first travel ac-
count, Lundbohm had to retract part of his informa-
tion on rubble construction. During his 1888 trip he
had apparently concentrated on Aberdeen, where
ashlar, not rubble, is the most common bond; his tech-
nical information was based on Rivington’s textbook.
But afterwards he had come into contact with two Edin-
burgh builders, R. and J. Kennedy, who provided him
with a detailed description of the correct way of car-
rying out sandstone rubble. R. Kennedy had informed
Lundbohm that this was a specifically Scottish tech-
nique not mastered by the English. This was why some
of the drawings in >’Rivington’s Building Construc-
tion’ represented what Mr. Kennedy referred to as
’not masonry.”’

This supplementary information was provided by
Lundbohm in an article in Teknisk Tidskrift 1891 and
in a separate pamphlet Skotska byggnadssdtt for na-
turlig sten of the the same year.?!' Here he described
and illustrated the true Edinburgh rubble wall, in which
there were not more than three stones to one vertical
joint, nor more than four stones to one horizontal joint
(Fig. 27). Since this strictly correct bond tended to be-
come expensive, rules could be a little eased. In Bel-
fast a rubble bond with a maximum of four stones to
a standing joint was tolerated (Fig. 28); this made it

H = BINDARE

27. ’Square’’ or “’snecked rubble’” according to Edinburgh stan-
dards. From Lundbohm, Skotska byggnadssdtt for naturlig sten,
1891, fig. 4.
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28 ’’Square rubble’’ according to Belfast standards. From Lund-
bohm, Skotska byggnadssitt, fig. 9.




29. Bruce Price, Osborn Hall, New
Haven, Conn. From Lundbohm, Skotska
byggnadssitt, frontispiece.

possible to use stones of practically any height, which
in turn reduced the building cost.

But when it came to illustrating the Edinburgh me-
thod, Lundbohm was at a loss. In the decades imme-
diately preceding his Scottish visit, pretty fagades in
various types of rubble had been coming up in central
Edinburgh; in Cockburn Street he might even had had
a chance to see masons at work with rubble. Still, suit-
able illustrations were apparently not available, and
Lundbohm resorted to a substitute. ’’Besides, the
rubble wall seems to be quite widely used in America,
too,”” he concluded his paper, and with this excuse he
reproduced an American building instead of a Scottish
one. The one full-page heliogravure in Lundbohm’s re-
port on Scottish building techniques for natural stone
thus represents Osborn Hall in New Haven, Conn., re-
produced from the American Architect and Building
News (Fig. 29).> When perusing the illustrations in
this journal Lundbohm had been struck by the fact that
more than half of the modern buildings, both private
houses and monumental edifices, were built in rubble.
He had further noted that a great many of them were
built of granite. This was important. In Edinburgh the
rubble bond was common but mostly built with sand-
stone, whereas in Aberdeen granite was common but
usually used as ashlar; in America the virtues seemed
to unite, that is, the economical rubble bond was car-
ried out in the common stone, granite.

Scottish granite architecture was also deliberately
imitated in the manor of Tjoloholm near Gothenburg.
Tjoloholm was built for the wealthy merchant James
Fredrik Dickson (1844-1898). Dickson was a third gen-
eration Scotsman and his wife Blanche (1852-1906) was
of English extraction. In 1897 he sponsored a compe-
tition for a manor in ’Elizabethan’’ style,”” and the
commission was given to the winner of the second prize,
Lars Israel Wahlman, who had not himself been to Bri-
tain.?® The building campaign was led by lieutenant
Hans Rydén, who had to instruct the architect in

matters of insulation. As Blanche Dickson put it in a
letter to to the architect (with whom she corresponded
in English; the spelling is original):

As regards the insulating of granite from damp.
That is not Captain Rydéns idea at all. He was sent
by my husband to Scotland to see how stone
houses were built there & isolated from damp, as
in Sweden stone houses invariably are cold and
damp, whereas in Scotland where great numbers
are built of stone they are not. The method to be
imployed at Tjoléholm is the Scotch one & there
has never been a question of not useing it.>

When in 1898 J.F. Dickson died, Blanche Dickson
was left to direct the architect’s and the contractor’s
work, and so bring the Tjoloholm project to a conclu-
sion. But even before her husband’s death Mrs. Dick-
son was responsible for important decisions, such as
the choice of the facade material. In order to stress the
Scottish character of the building, it was from the be-
ginning decided to use granite.* But instead of Swe-
dish West coast stone, brown-red Graversfors granite
from Ostergotland was chosen for the main expanse
of the facade. In 1896/97 the Graversfors stone com-
pany in Ostergotland had supplied the granite for the
Stockholm Savings Bank (Fig. 83) and contracted part
of the facade of the Swedish Riksdag Building.
Through the architect of these buildings, Aron Johans-
son, the company had heard about the Tjoloholm pro-
ject, and in July 1897 they approached Wahlman,
pointing to the Savings Bank as an example of their
work.?® Wahlman passed on the suggestion, which
was well received, since in the autumn Blanche Dick-
son wrote to him:

Could you let Lieutenant Rydén know by return
of post what the granite the savings bank in Stock-
holm we looked at together is made of, as the con-
tracts for delivery of stone if possible should be
made up at once, some good offers having been
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30. L.I. Wahlman/R.Lj., Detail of the North fagade of Tjoloholm. Dated 17. 7. 1899. Stockholm, Arkitekturmuseet.

made & it would be a pity if we could not get as
near as possible if not the same stone as that of
which the bank is built.”’

In the end Graversfors granite was chosen, but as
the deliveries and prices of this firm gave occasion to
complaint, Blanche Dickson decided to order the
dressed copings and jambs in light grey granite from
Kessel & Rohl in Vanevik.?®. This decision was made
despite the protests of the architect, who claimed that
the building, which in any case was much divided,
would suffer from *’spottiness.”’?* Wahlman’s predic-
tion that this arrangement would complicate the deli-
very of the material proved more than justified. In ad-
dition to the general drawings with stone measures (Fig.
30), he had to supply two different firms with working
designs made to full size.

’How strange! All the love that I feel for English
taste I have expended on Tjoloholm. What else I am
working with is — Swedish.’’3® Wahlman’s words to
Blanche Dickson may be construed as a polite way of
expressing his relief at the completion of this "’English”’
project. He had had to comply with Mrs. Dickson’s
various wishes as to materials and execution — *’I have
never seen iron or bronze balconies on any Tudor house
& therefore most decidedly wish you to change them
to stone.’”’! He was proud to have Tjoléholm illu-
strated in an English architectural magazine, and Mrs.
Dickson immediately wanted to know further details
— ”’I should like so much to get it to shew my English
relations.”” As long as seven years later Wahlman still
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deplored the fact that the English publication to illu-
strate Tjoloholm was not The Studio, which *’in Eng-
land as well as in Sweden is the one to have the widest
circulation among people of taste.’’3? In fact Wahl-
man’s project was reproduced in Academy Architec-
ture and Architectural Review.?

Yet in the end the result came to bear the mark of
a compromise. Despite lieutenant Rydén’s studies of
Scottish building construction, Tjoléholm was built,
not in solid stone, but with a mere lining of granite.
The contractor even felt he had to warn against using
thicknesses less than 5-7.5 cm with headers 12-13
cm.** In Scottish architecture two granites of different
colour were rarely combined, and the device was
regarded by many as dubious. At Tjoloholm the patron
summarily dismissed her architect’s doubts on this
point (Fig. 31, 32). Moreover, the grey Vanevik stone
for dressed copings and other details was originally
resorted to as a mere reprisal against Graversfors, the
firm supplying the darker stone for the walling.* In
Scotland the stone used for rubble walling was delivered
cut but unsorted to the builder, who sorted the material
according to size and quality; the solidity and handsome
appearance of the final wall were left to the masons’
skill.3¢ At Tjoloholm we see a construction which
superficially looks like a >’regular coursed rubble,’’ but
which is in fact a lining, in which each stone was cut
to measure and carefully numbered by two stone firms
constantly clamouring for 1:1 scale drawings from the
architect. The varying heights of the courses and
different sizes of the stones, a visual effect which in



31. L.I. Wahlman, Tjoloholm from the South. 1897-1904. (Photo SR)

Scotland was achieved by competent improvisation on
the building site, were here laboriously fixed and
dimensioned in the architect’s office (Fig. 30). What
was originally a cost-saving simplification became an
expensive stylistic conceit when abruptly transplanted
to a country lacking the necessary traditions of work-

32. L.I. Wahlman, Tjoléholm, North en-
trance. (Photo SR)

manship. The Tjoloholm campaign illustrated the diffi-
culties facing those who wished to apply imported
techniques to domestic problems, difficulties of which
many architects were aware, and which also account
for the call for the standardization of rubble sizes after
the turn of the century.




In Sweden most cases of deliberate emulation of Eng-
lish and Scottish formulae prove to have had a specific
motivation, such as the British descent in the case of
the Dicksons. In Norway the British model had a more
general significance and was soon associated with the
search for a Norwegian style. Above all it was presented
as an alternative to the traditional dependence on Ger-
man architecture. During the first half of the nineteenth
century many leading architects were naturalized Ger-
mans, and until the inauguration of the Technical Uni-
versity of Norway in Trondheim in 1910 practically all
Norwegian architects received their training in Germa-
ny. Hannover was the Alma mater of more than fifty
Norwegian architects, but from the 1880’s it was su-
perseded by Berlin, Karlsruhe, Ziirich and Dresden.?’
The German domination was so overwhelming that a
reaction appeared unavoidable. In the 1890’s a break
with the German tradition was regarded as a necessary
first step towards a true renewal of Norwegian archi-
tecture.®®

In 1886 Herman M. Schirmer published articles on
the influence of Irish, Norman and English architec-
ture in medieval Norway. Schirmer did not explicitly
refer to the contemporary situation, but his conclusion
that only in the Middle Ages did Norway have her own,
national architecture was clear enough and readily un-
derstood by his readers.” The practical outcome of
this interpretation of the past was to be seen in con-
nection with the competition for a church in the parish
of Oslo in 1893. It will here be recalled that ’Oslo”’
was the name of the old Norse capital. After the re-
naming and the transfer of the capital to a new site in
1624, Oslo formed a district in the city of Christiania.
The associations of the name and location were awe-
inspiring, and the architects were expected to produce

a monument *’answering to the historical traditions of
this old town.”” It thus seemed natural to draw on
’motifs from England, that is, the very country, with
which in earlier times we maintained such profitable
contacts, and which has exerted a most important in-
fluence on our early architecture.’’ In the first ver-
sions the >’English’’ character was enhanced through
the shape and asymmetrical placing of the tower, but
as the project advanced, new features were added, not-
ably the Scottish rubble bond replacing the brick
walling of the competition project (Fig. 240-242).

The architect of the Oslo-Valerengen church, Hol-
ger Sinding-Larsen, also wrote a series of articles ex-
pounding the Norman-English connection. During the
past periods of national independence, he claimed,
Norse architecture had reached its proudest achieve-
ments in harmonious interaction with England and
Normandy, whereas the period of debasement began
with Danish domination and continued with German
influences. ’Only by abandoning the connection with
Germany and by renewing the cooperation with Eng-
lish and related art movements (and this is the direc-
tion in which we are now beginning to move), will we
again resume the thread guiding us to the understand-
ing of our old architecture.”’*!

In Norway Scottish granite construction seems to
have been recommended first by the geologists, to
whom this precedent was more familiar than to the
architects. In his 1890 article Hans Reusch had already
referred to Scottish methods as applicable in Norway,
inspired probably by Lundbohm’s travel accounts of
the preceding year. Reusch’s polemic with Thrap-Meyer
about the suitability of granite centered around the
Scottish precedents. In 1894 the latter protested:

33. Aberdeen, St. Machar’s Cathedral.
(Photo SR)
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34. Portal from Queen’s Cross Free Church (arch. J.B. Pirie), Aber-
deen. Drawing by Alexander Nystrom, in *’Nagra anteckningar ro-
rande granitarkitekturen i Aberdeen’’, Tekniska Foreningens i Fin-
land Forhandlingar, 1897, p. 156.

—

[ have not been to Scotland, and I have con-
sequently not seen these houses, but nonetheless
I know a few things about the subject. As far as
I have been able to find out, the wall thicknesses
are about twice the ones we use in Norway, and
one might perhaps here apply the dictum uttered
by a famous aesthetician about Greek architecture:
’Die griechischen Sdulen wiirden stehen, wenn sie
auch aus Butter gemacht wiren.’” But what I do
know, Dr. Reusch, is that the climates of Scotland
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35. Detail from Queen’s Cross Free Church. Drawing by Alexander
Nystrom, in ’Nagra anteckningar’’, p. 156.

36. Alexander Marshall Mackenzie, The Marshall Tower, Marischal
College, Aberdeen. Extension completed in 1906. (Photo SR).

and Christiania are so far from being ’roughly
similar’ as to present a divergence of 5-7 degrees
in mean temperature. Scotland has 10-12 centi-
grades and Christiania 6 centigrades. — This
makes an enormous difference.*

Despite Thrap-Meyer’s misgivings, the Scottish pre-
cedent was referred to as a matter of course in the dis-
cussions conducted in the Norwegian Association of
Architects and Engineers as well as among the junior
architects in the Yngre arkitektforening.* Again
Lundbohm’s reports from England and Scotland
formed a basis, and when the 1904 stone promotion
committee submitted their report, the standards used
in Scotland were still quoted after the Swedish geo-
logist.* The same report also offerred detailed infor-
mation about Finnish proposals to standardize the
course heights of the Scottish rubble bond, proposals
that had been discussed five years earlier by the Archi-
tects’ Club in Helsinki.

These Finnish developments also derive from the in-
spiration of Hjalmar Lundbohm. In 1896 the geologist
and engineer Hugo Blankett went on a tour which more
or less repeated the 1888 route of the Swedish geologist.
Towards the end of the year Blankett reached Aber-
deen; in the latter place he spent well over one month,
making excursions to the surrounding quarries, Peter-
head, Glasgow and Edinburgh.
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37. Alexander Marshall Mackenzie & James Matthews, Northern Assurance Co., Aberdeen. 1882-1885. (Photo SR)

In Aberdeen I was lucky to spend 1 2 weeks to-
gether with my old friend from Berlin, the archi-
tect Alexander Nystrom, a brother of the profes-
sor’s, and like him very competent and industrious,
too. With his help we studied, among other things,
granite architecture quite thoroughly, and I’ll be
darned if we shan’t soon learn how to build in
honest granite back home, too; for it’s a fact that
the architects are quite excited about the pos-
sibility, although they have lacked the courage be-
cause of the expense etc. It will be a real pleasure
to tell them something about what it really costs
to use granite compared with the price of brick and
plaster —.%

Blankett wrote these lines to Sederholm in Novem-
ber 1896; he planned to be home by Christmas and
hoped to be able to *’give a talk to the Architects’ Club
on 'The Use of Granite in Foreign Architecture’.”’ But
other tasks intervened, and it was Sederholm who was
to address the architects in 1898 (see above p. 41-42).
Blankett’s turn came in 1900, when he was already
leading his newly founded firm, Finska Stenindustri Ab
- Suomen Kiviteollisuuus Qy.*

Blankett’s companion in Aberdeen, Alexander Ny-
strom, was the one to draw the architectural conclu-
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sions of the geologists’ recommendations. In his travel
report of 1897 Nystrom took for granted that >’Lund-
bohm'’s excellent small pamphlets’’ on rubble construc-
tion were so widely known as to make presentation un-
necessary. Nystrom’s concern was the stylistic impli-
cations of using granite and his was the first illustrated
discussion of the subject to appear in a Nordic lan-
guage. He reproduced a photograph of the medieval
St.Machar’s Cathedral as ’an instance of the rational
treatment of this material employed even at that
period.” Far from trying to imitate styles and forms
developed for freestone, the builders had consistently
restricted the articulation to a degree corresponding to
the hardness of the stone (Fig. 33.). Nystrom contrasts
this restraint against certain exaggerations in modern
buildings, singling out the Marischal College (Fig. 36)
and the offices of the Northern Assurance Co. (Fig.
37, 38), buildings where forms appropriate to sandstone
and marble had been forced onto the hard stone. All
the more promising, therefore, were the developments
in the suburban buildings, >’in which the time-worn
rules have been overcome and new forms are being
sought in which the character of the material is taken
into account.”” Nystrom also reproduced sketches he
had drawn of a recent church, the Queen’s Cross Free
Church (Fig. 34, 35).



Lundbohm’s, Nystrom’s and Blankett’s interest in
the specific architectural tradition of Scotland has
parallels outside the Nordic countries. Even in Britain,
where there was an unbroken tradition of stone buil-
ding, a reawakened interest in materials can be noticed
in the early 1890’s, when the issue was debated in The
Builder.* In 1898 The Builder also featured a lavishly
illustrated article on Aberdeen, where the hard and
stubborn quality of granite was greeted *’as a natural
check against that over-exuberance of detail which is
one of the the most frequent sins of modern street
architecture.”” The Queen’s Cross Free Church was also
characterized as *’a really spirited attempt at originali-
ty in the ornate treatment of a granite building.”’#

For Nystrom the 1898 article in The Builder came
too late to be of use. But the next Finnish visitor to
Aberdeen made good, though unacknowledged use of
it. In the summer of 1898, it will be recalled, the archi-
tect Hugo Lindberg, undertook a tour of Scotland and
the Scandinavian countries. From this tour, which
lasted four months, he published an account based on
his own observations and technical information sup-
plied by Lundbohm’s pamphlets and various British
manuals of building. Three of his illustrations came
from the 1898 Builder article mentioned above. Aes-
thetically, Lindberg’s reactions parallel those of the
earlier visitors. He was at first disappointed by the utter
simplicity of the fagades of Union Street, but gradu-
ally came to accept ’the nobility of this solid and simple
honesty.”” Like Lundbohm, he questioned the exuber-
ant forms of the Northern Assurance Company (Fig.
37, 38) and the Marshall Tower (Fig. 36), and expressed
his unqualified approval of the granite villas in the
suburbs. But on one point Lindberg felt doubtful.
From the Central Meteorological Institute of Finland
he had received statistical data on the respective cli-
mates of Aberdeen, Stockholm and Helsinki. For in-
stance, the absolute amplitude of temperature in Hel-
sinki (56.7 centigrades), proved to be more than 1 5
times that of Aberdeen (36.6 centigrades). The con-
clusion was inescapable: >The climate of Helsinki
must, in comparison with those of Aberdeen and Stock-
holm, be regarded as the least favourable for the use
of natural stone in buildings.””°

The realistic attitude adopted by Lindberg is apparent
from his approach to the question of the costs of gra-
nite construction. He shared Lundbohm’s optimistic
views on the future use of granite, while realizing that
the prices current in Scotland could not be schematic-
ally transposed to Finnish conditions. But the Scottish
example indicated ways of making granite more eco-
nomical, and in a lecture in June 1899 he summed up
the conclusions he had drawn from his Scottish tour.
First, the working methods and mechanical equipment
had to be developed in the quarries; second, the waste
stone had to be utilized for paving stone and macadam;
third, when stone is used for building, attention must
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38. Alexander Marshall Mackenzie & James Matthwes, Northern
Assurance Co., detail. (Photo SR)

be paid to the specific properties of the material, with
respect to both the size of the stones and the degree
of articulation of the surface. Lindberg also proposed
a number of measures to be taken in order to promote
the use of stone in general and granite in particular,
and his lecture was followed by a discussion with con-
tributions by the geologists J.J.Sederholm and A.F.
Tigerstedt.!

When the Architects’ Club met in December, 1899,
Josef Stenbiack, the architect specializing in parish
churches, proposed that a committee be nominated to
work out a size standard for rubble (’’nubbsten’’).
Lindberg, Stenback and Karl Hard af Segerstad became
members, and in March 1900 the Committee presented
their proposal. Since building with rubble throughout
appeared as an unrealistic alternative, the proposal pre-
supposed brick construction with a mere cladding of
stone. The standard measures were therefore chosen
to suit brick measures, or 75 X 225 mm (75 mm being
the height of a brick course), 160 x 460 mm (160 = two
courses and one joint), 245x695 mm (245 =three
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39. F.R. Schock, C.W. Potter House, 130, Lake Shore Drive, Chicago. 1890-1891. From Neubauten in Nordamerika, 1, [1897], pl. 23.
The marked area indicates the part reproduced by Hugo Lindberg, Granitens brytning, bearbetning och anvindning till byggnadsindamal

i Aberdeen, 1899, fig. 17.

courses and two joints). According to the committee,
’the proposal was based on dimensions and methods
employed in Scotland.’’*> The dimensions do indeed,
if 10 mm is allowed for each brick joint, agree exactly
with rubble dimensions recorded by Lindberg in Edin-
burgh.”® The similarity in ”’method’’ did not, how-
ever, reach much beyond the surface, since true rubble
construction was not contemplated by the Committee.
In any case the recommendation was followed in the
building of the Turku (Abo) Art Museum (Fig.
199-200). When a few years later, the findings of the
Finnish committee were made known to the corre-
sponding committee set up in Norway, this difference
of construction was duly noted; what the Norwegians
were out to do was a truer application of the Scottish
model (see p. 37-38 and 63, 210).

Lindberg had taken several photographs of Aberdeen
buildings, among others of Rubislaw House and
Queen’s Cross Free Church. But when he wanted to
illustrate rubble in his travel report, he met the same
difficulty as Lundbohm a little earlier. Like the latter,
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he resorted to a substitute drawn from American
architecture, although, unlike Lundbohm, he failed to
mention the fact. The close-up of a rubble facade
among the Aberdeen buildings depicts the C.W. Pot-
ter House in Chicago (Fig. 39); this Lindberg repro-
duced after the well-known collection of heliogravures,
Neubauten in Nordamerika, which the architect owned
himself.>* Lundbohm’s and Lindberg’s small substitu-
tions were indeed more than mere makeshift solutions.
In fact they symbolize a dilemma faced by architects
turning to Aberdeen granite architecture for a model:
the Scottish precedent did certainly show the blessings
of restraint and comgpetent crafting, but except for cer-
tain motifs in Aberdonian villa architecture it offered
little guidance for the creation of a ’New Style’” and
a ’National Revival”’. For a really bold and innova-
tive use of stone materials, it seemed, models had to
be sought on the other side of the Atlantic.

The impact of American architecture and, in partic-
ular of H.H. Richardson, on European building has
been studied by Leonard Eaton, although among the



Nordic countries Eaton considered only Sweden and
Finland, not Norway.” As such the role of American
models around 1900 was well-known and evident to
contemporary observers, who also frequently com-
mented upon it. In the course of time, however, the
strong national connotations attached to turn-of-the-
century architecture tended to obscure this connection,
especially in Norway and Finland. Only with the re-
newed scholarly interest in the period, has the share of
American models again become acknowledged.>®

There were several aspects of American architecture
to account for the Nordic architects’ interest, but ad-
miration for the honest treatment of stone was certainly
one of the important reasons and one which can also
be followed back beyond Richardsonianism. As early
as 1874 Teknisk Tidskrift reprinted an account on ’The
Yankee Style’” by Ludwig Gruner (1801-1882). Here
the author praised the use of tile, brick and brownsto-
ne in USA. "’Blessed with an abundance of materials
and intent on building despite costs, even deliberately
ignoring them, the Americans seem to dislike deceits,
at any rate spectacular fakes,”” Gruner wrote, carefully
noting examples of the use of marble and granite for
monumental architecture.’’

Swedish, Finnish and Norwegian geologists entertai-
ned professional contacts with American colleagues,
and regularly appealed to American handbooks in tech-
nical matters such as the testing of stone (cf. above p.
37). But here, as in other contexts, the geologists did
not always stick to their last. Typical is the advice
offerred by a Norwegian quarry engineer in 1896: "’I
think our architects should study the American achieve-
ments rather than the worn German models. There is
more truth and real beauty in the home of *humbug’
than in Europe.’’*® The Chicago Exhibition in 1893
offerred a reason to visit USA, which some twenty Swe-
dish architects also did;* that year Hjalmar Lund-
bohm also made an extensive tour to study the Ame-
rican stone industry.

Leonard Eaton has stressed the impact made by Ric-
hardson’s buildings *’by the boldness of their compo-
sitions and the forcefulness of their stonework. In an
age of jerry-building, Richardson not only insisted on
the integrity of the masonry wall but often employed
a powerful, rock-faced ashlar to obtain a characteris-
tically strong textural effect.”’® It has often been
pointed out that Richardson’s influence on Europe
came posthumously and that it was at least one decade
delayed; further, that the rustic romanticism inspired
by his example was a past chapter in its country of
origin, where classicism and historicism were again
gaining ground.

In Sweden the first examples of Richardsonian com-
position occur around 1890 in the work of Ferdinand
Boberg. But the introduction of rock-faced surfaces
and similar effects belongs to the later 'nineties, in Swe-
den as well as in Norway and Finland. As late as 1894
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40. Ragnar Ostberg, Drawing illustrating >’Om nagra byggnadsma-
terial och arkitekturformer i Forenta Staterna’’, Teknisk Tidskrift,
Afd. f. byggnadsk., 1894, pl. 5.

Ragnar Ostberg criticized the Richardson tradition for
its ’extravagances in the exceedingly robust treatment
of the material.””®" What appealed to Boberg, Ostberg
and the younger Swedish architects in recent American
architecture was, above all, the adaptation of entirely
novel motifs in the decorative parts of the building, a
stylization based on Romanesque formal principles but
nonetheless entirely original (Fig. 40).% In Sweden this
preoccupation with ornamental accents became more
important than the rustic treatment of the stone, whe-
reas in Norway and Finland the other aspect of Ame-
rican form, the rock-faced rubble, was eagerly adopted
as a means of creating a national style. Boberg and his
colleagues had a wide variety of easily carved freestone
to choose from, whereas the Norwegian and Finnish
architects wrestled with that ’’national’’ material of
theirs, granite. As Sederholm told Finnish architects
in 1898: the main material in Finland must always
remain granite, since ’if we content ourselves with
merely adapting the building methods and styles em-
ployed in Sweden and elsewhere for softer stones, then
we will probably have to continue with importing not
only the architectural style, but the building stone,
too.”’® For that reason, a combination of Scottish
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41. Harald Boklund och August Lind-
vall, Teleborg Castle, near Vixjo, com-
pleted in 1900. (Photo Vixjé kommun)

42. H.H. Richardson, Allegheny County
Buildings, Pittsburgh, PA. 1883-1888.
From Neubauten in Nordamerika, pl. 128.
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and American models looked especially promising, and
in American Architect and Building News as well as
in the widely used Neubauten in Nordamerika an
almost inexhaustible wealth of first class illustrations
spared the architects the expense of transatlantic travel.
The Swedish attention to detail as opposed to Norwe-
gian and Finnish interest in drastic material effects il-
lustrates, of course, a general tendency, not an abso-
lute rule. Exceptions are found in both areas. Thus the
castle of Teleborg, built in 1896-1900 for count Gus-
taf Fredrik Bonde, is an instance of Swedish emula-
tion of Richardsonian granite architecture, down to the
very system of alternating courses of higher and lower
stones (Fig. 41). Conversely, the Finnish National The-
atre in Helsinki displays a thoroughly Richardsonian
interplay of the rock-faced wall, the finely dressed
jambs and copings, and the Romanesque scrollwork
in the capital frieze combined with animal carvings (Fig.
42, 43).

A common American ancestry also accounts for sim-
ilarities between contemporaneous buildings in Stock-
holm and Oslo, as shown by a comparison between
Ludvig Peterson’s and Ture Stenberg’s ’Passage Bir-
ger Jarl”’ (Fig. 44; 1894-1897) and Kristen Rivertz’s
”’Serpentingarden’” (Fig. 45; 1898-1901). Ture Stenberg
had himself spent several years in USA,* and the
facade of the Passage contains a deliberately full
repertory of American motifs: gables, arcades of cir-
cular arches, clustered piers, rubble and diaper stone-
work. A contemporary review noted the fact: >’The
facades conform to American models, that is, they
agree with that thriving group of buildings which shot
forth from the furrows ploughed and sowed by the
American architect Richardson, whose formal idiom
is based on French and Spanish Romanesque models
while .having a strong Byzantine inflection in the de-
tails.”’® In the original project for the building, the
three gables had been made to correspond to the three
groups of windows; after the Building Authority had
turned down the owner’s application to leave out the
gables altogether, it finally gave its approval to the
present composition, where the gables are all placed
above the central group of windows (which was ex-
tended from three to four openings). The rubble bond,
executed in Roslagen sandstone, is carefully marked on
the official facade designs (as was required by the
authorities).®® A less orthodox Richardsonian struc-
ture than its Swedish counterpart, the Serpentingarden
in Oslo combines Romanesque forms with conven-
tional, gothicizing window dressings on the third and
fourth floors. Instead, the rough-hewn serpentine con-
veys the textural effect associated at this period with
American architecture.®’

On the pages to follow, further examples of Scot-
tish, English and American influences and allusions will
be discussed, in specific buildings as well as in a wider
stylistic perspective. What the preceding paragraphs

43. Onni Tarjanne, The Finnish National Theatre. 1899-1902. SW
corner. (Photo SR)

have been intended to demonstrate is the two-way con-
nection between the choice of materials and the choice
of stylistic models. The wish to make the use of natural
stone economically feasible led geologists, engineers
and architects to study techniques and styles in Scot-
land, the country famed since the early years of the cen-
tury for its stone industry and stone architecture. As
the Scottish models proved insufficient, attention was
shifted to USA, where Chicago and New England
architecture seemed to offer even better precedents. The
free Neo-Romanesque style represented by Richardson
and his followers answered many different demands.
In Norway and Finland it provided the key to the ques-
tion of a granite style; in the former country, more-
over, Norman Romanesque possessed specific nation-
al values. In the rapidly growing centres of Stockholm
and Oslo the American models could just as well be
chosen because of their associations to modernity. In
all three countries the choice of models in Britain and
America was motivated in the younger architects by a
conscious wish to emancipate from the earlier predo-
minance of continental, especially German architectural
movements, which were often represented as epitomes
of empty copyism and faked materials.
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44. Ludvig Peterson & Ture Stenberg,
Passage Birger Jarl. 1894-1897. (Photo ca
1897, Courtesy SSM)
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45. Kristen Rivertz, »’Serpentingarden’’,
Stortingsgate 4, Oslo. 1898-1901. (Photo
SR)
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6. STONE AND/OR BRICK?

For the development of stone architecture in Sweden
the building of the National Museum 1847-1866 forms
a turning- point. It became paradigmatic in more than
one respect, and it served as an example both as a suc-
cess and as a failure.

The question of the fagade material was raised in
1847 as the museum project was removed from the
hands of F.W. Scholander and entrusted to F.A. Stiiler,
the architect of the Neues Museum in Berlin. The key
figure in this intrigue was the fortification officer Jo-
han af Kleen, who by this time was still engaged with
the building of the Karlsborg fortress and the operati-
on of the Crown quarries at Borghamn (cf. above p.
29). At an early stage Captain Kleen had told Stiiler
that the material for the mouldings was to be a dur-
able limestone; the treatment of the other parts of the
fagade seems to have been left open for the time being.
But Stiiler wished to have the point clarified, and in
a letter to the Building Committee in August, 1847, he
explained his view. Although plaster coating is widely
used, he wrote, limestone would be much preferable
»’even in case it were not worked to the highest degree
of refinement.””!

In 1848 Stiiler submitted his project, for which he
suggested Karlsborg sandstone, which he had seen in
situ during his visit to Sweden in 1847, and which he
regarded as ’handsome and solemn in colour.”’” But
as the building costs threatened to become prohibitive,
the Building Committee began to consider plaster coat-
ing as a serious alternative.’ Again Stiiler had to de-
fend the stone alternative, which he did in a lengthy
report dated 12th November, 1849. He admitted that
one reason for the high cost was ’’the monumental

character of the building,”” which required vaulting and
stone fagades.

Die dussere Wandbekleidung konnte im Nothfall
nach dem Muster anderer Pracht-Gebiude Stock-
holms mit Kalkbewurf bekleidet werden, wenn nur
die Gesimse und Architecturtheile aus Baustein
ausgefiihrt werden. Die Beobachtung des Mangels
an Dauer einer aus Italien entlehnten Bauweise in
unserem Klima, in welchem man von Alters her
den natiirlichen Baustein oder den festgebrannten
Ziegel, ohne allen Ueberzug, dem Wetter aus-
zusetzen pflegte, und das Streben nach construc-
tiver Haltung in der Erscheinung der Gebaude, las-
sen indess den dusseren Abputz in neueren Zeiten
immer mehr verwerfen und zur urspringlichen
tiichtigen Constructionsweise zurtickkehren.
Miissen nun Ermassigungen der Kosten eintreten,
so wiirde es dem Kalkbewurf die nicht allzukost-
spielige Bekleidung mit Platten nach nebensteh-
ender Zeichnung vorziehen. Wird Karlsborger
Kalkstein dazu verwendet, so kann derselbe viel-
leicht mit Wasserkraft, welche mehrere Sdgen an
einem Gatter treibt, in Mottla, oder an einem an-
deren Orte zu Platten geschnitten und auf diese
Weise billig bearbeitet werden. Die ndhere Er-
wagung aller Hilfsmittel bleibt jedoch den ortskun-
digen Architecten tiberwiesen.*

Stiiler’s original fagade design of 1848, as well as the
revised version submitted a little later’ displays a re-
vetment with regular courses, different from the econ-
omy variant suggested by the architect in November
1849 (Fig. 46). The latter type had, however, already
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46. F.A. Stiiler, Proposal for the limestone lining of the National Museum in Stockholm. Marginal sketch in Gutachten 12. November,
1849. Stockholm, Riksarkivet (Ak 438, Vol 5, no. 5). (Photocopy RA)
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been employed by the Romans for marble lining (Fig.
8). We recall that Viollet-le-Duc was to praise the plea-
sant rhythm created by the alternating slabs and
binders; this construction, however, was according to
the same author adapted to marble and not to free-
stone, where it was either an expensive conceit or an
outright lie. Nonetheless it was widely used on the Con-
tinent for sandstone as well as limestone revetment;
Friedrich von Giértner, for instance, had used it in Mu-
nich in the 1830’s.

Stiiler had it his way; af Kleen saw to it that despite
the cost Borghamn limestone was chosen for the whole
fagade. In his final report af Kleen emphasized the fine
facade material, noting that Stiiler’s other great mu-
seum, the Neues Museum in Berlin, had a mere plaster
coating. The working of the stone lining required no
less than six years, although two steam planes were in
operation round the clock during this entire period. For
the outer portico Kolmarden as well as Carrara marble
was employed, and in the interior various Italian
marbles were used.®

The stone material was duly noted, both by the cri-
tics attacking the museum building as an instance of
irresponsible spending of public money, and by such
commentators as were more kindly disposed to the pro-
ject. Right from the beginning Stiiler had maintained
that a house for the arts must itself be a work of art,
and this objective was noted with approval by a com-
mentator in Tidskrift for byggnadskonst och ingenior-
vetenskap, who also defended the use of imported stone
by pointing to the fact that Swedish granite would have
been even more expensive.’

The Venetian accent of the main fagade was also
noted. One prominent critic, Nils Fredrik Sander, as-
sumed that during his visit to Sweden in 1847 Stiiler
had been struck by the similarity of Stockholm with
the Lagoon City. Sander recommended his readers to
enjoy the building from one of the steam sloops passing
the view, just as one admires the architecture of Venice
while gliding down the Grand Canal in a gondola. To
Sander the ’limestone lining, a plastic material which
is both colourful and finely worked,’’ was reminiscent
of the marbles of Venice.®

Sander was less confident about the durability of the
controversial stone lining, which had already shown
symptoms of crumbling. Worse was to come, and in
due course the weathering limestone of the National
Museum became a warning to architects and builders.
At the 1886 Convention of Technologists, Adolf
Kjellstrom, the specialist on limestone techniques, gave
his analysis of the errors committed in connection with
the museum fagade. The height of the courses exceeds
the maximum layer thickness of the stone used. To
make things worse, some of the stones have been laid
on edge, that is, at right angles to their natural beds.
Kjellstrom concluded that the plans had been completed
before it was known what material was to be employed.

e B

47. F.A. Stiiler, The National Museum, Stockholm, detail of main
facade. (Photo SR)

If, as in the case of the National Museum, one insisted
on 18 inch courses, it was necessary to use perfectly
solid limestone of 6-7 inch thickness laid on edge, or
else choose an altogether different material. In the last
resort, however, revetment with alternating binders and
slabs is an inferior type of construction, not to be com-
pared with bonds built entirely of courses where the
stones rest on their natural beds.’

In 1896 Isak Gustaf Clason asked himself why ’such
an important stone building as the National Museum’’
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48. F.A. Stiiler, The National Museum, Stockholm. 1847-1866. (Photo J. Jaeger, late 19th c., AAK)

could not bring about a change in the prevailing plaster
of Paris architecture. He ascribed this singular lack of
impact to the fact that the isolated location did not
make justice to the fine architecture of the building,
which looks ”’like a piece of luggage thrown on the
quay, waiting to be transported to its proper place in
the city.””!” Himself an advocate of stone building,
Clason did not mention the more obvious reasons, that
is the inordinate cost (thrice the original estimate) and
the disappointing lack of durability of the limestone.
Price and durability were indeed circumstances noted
by patrons and decision makers as the experiences from
the first phase of Materialgerechtigkeit ca 1820-1860
began to accumulate. Uncoated brick or ’’Backstein-
rohbau’’ had proved successful in comparison with na-
tural stone. Sedimentary stones were not always reli-
able, some of them beginning their decay even before
the building was completed. Hard rocks, notably gra-
nite, seemed to create problems of moisture. Natural
stone, moreover, tended to upset estimates of building
costs. Against this background it is not surprising that
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Heinrich Ernst Schirmer in Norway failed to convince
his building committee of the superiority of stone when
he planned the Museum of Sculpture in Christiania,
later to become the National Gallery or Nasjonalgal-
leriet. Schirmer had himself designed numerous suc-
cessful brick structures, but for a building of this char-
acter he regarded stone as mandatory. He submitted
his plans in 1876, but when his proposal for the fagade
material was turned down, he resigned from his posi-
tion. He was succeeded by his son, Adolf Schirmer,
who just happened to return home after studies at the
Berliner Bauakademie and the Paris Ecole des Beaux-
Arts. The younger Schirmer designed a brick building
(1879-1881), where the details are made of Swedish
limestone (from Kinnekulle).!!

In the choice between ’the true materials,”” the
balance thus swung in favour of brick, or a combina-
tion of brick and details of stone. From the late 1870’s
this solution appeared as the viable alternative to the
despised plaster of Paris building. An important ma-
nifestation of this trend is to be seen in the debate oc-

49. Herman Theodor Holmgren, The
University Building, Uppsala. Competition
1877, built 1879-1887. (Photo c. 1890,
AAK)



50. Herman Theodor Holmgren, The
University Building, Uppsala, detail.
(Photo Uppsala University Dept. of Art
History)

casioned by the University Building in Uppsala (Fig.
49, 50). A competition held in 1877 had been won by
H.T. Holmgren, and as his project was to be realized,
the Building section of the Swedish Association of
Technologists seized the opportunity to make a state-
ment of principle. At a meeting in February, 1878, the
fagade material of the proposeed University Building
was discussed. All speakers agreed in demanding that
’plaster, which is too much used in this country, should
be avoided, especially in monumental buildings; instead
the natural colour of the material employed should be
left visible.”” After a discussion described as *’lively’’
a clear majority was won for a resolution demanding
natural materials for the University Building. ' The
fagade was finally built with a combination of brick
and limestone, of which the former had to be imported
from Denmark while the latter mainly came from
Yxhult. The limestone was worked with stone planes,
of which two were operating at the quarry and three

on the building site. The shafts of polished granite for
the 56 columns of the upper storey were manufactured
in Vastervik, whereas the capitals and bases were made
of bronzed zink."

For the University Building there was a precedent
which may have inspired the Building Section to their
intervention in 1878. The offices of Skandinaviska Kre-
ditbanken in Stockholm, completed in the same year,
featured details that caused a stir at the time (Fig. 51).
The bank was designed by E.A. Jacobsson, the archi-
tect of a red brick printing establishment, Centraltryc-
keriet (1871-1873, demolished), which had been
admired for its handsome simplicity. In his bank build-
ing Jacobsson had used brick, tile, granite and artifi-
cial stone. Curiously enough, commentators did not
take exception to the last mentioned material, Ranso-
me Stone, which had been introduced to the readers
of Teknisk Tidskrift in 1872, the year before Jacobs-
son designed the building.'* Instead, the true materi-
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51. Ernst Jacobsson, Skandinaviska Kre-
ditbanken. 1874-1878. (Photo SSM)

als, above all the eight engaged columns of polished
granite from C.A. Kullgrens Enka,'” commanded the
respect of architects well into the 1890’s. Thus 1.G.
Clason euphemistically wrote about the *’good mate-
rials’’ of this impressive and solid fagade.!'® Gustaf
Lindgren was of the opinion that Jacobsson had pro-
duced *’a most splendid work, which maintains its po-
sition among the best modern buildings of Stock-
holm.”’"?

As early as 1871, we recall, Wilhelm Hoffstedt had
commented on the handsomely polished granite and
marble he had seen used in window dressings and other
architectural details abroad. The office building of
Skandinaviska Kreditbanken showed that the European
example could be followed in Sweden, too, thanks to
the improvement of the granite working methods. In
1870 a steam powered polishing works had been estab-
lished by C.A. Kullgrens Enka on the Malmon is-
land," and other firms soon followed suit. In the
1880’s polished granite columns were widely used for
office buildings and more elaborate blocks of flats in
Stockholm; in the course of one decade the practice en-
viously observed by Hoffstedt in Berlin, Paris and Lon-

52. Axel och Hjalmar Kumlien, Entrance to block of flats, Engel-
brektsgatan 19, Stockholm. Designed 1883. (Photo SR)
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Theodor Hoijer, Entrance to Ateneum, Helsinki. 1885-1887. (Photo SR)

S
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54. Selim A. Lindqvist (fagade) & Elia Heikel, Merkurius Building, Helsinki. 1888-1890. Granite facing of ground and first floors. (Photo

SR)
17
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55. 1.G. Clason and Kasper Salin, The Thavenius House, Stockholm. Elevation designed February—March 1885. Stockholms Byggnads-

namnd. (Photo SB)

don had thus reached the Swedish capital. It is charac-
teristic that the fagade of one of the first buildings in
Stockholm to feature this detail, Wilhelm Davidson’s
House (1881; demolished in 1942) was built according
to German designs. Here the granite columns and pi-
lasters came from Bergebo stone works in Smaland."
Often the column shafts represent the only genuine ma-
terial in a setting of plaster ornamentation, as in the
typical example illustrated, a block of flats designed
by Axel and Hjalmar Kumlien in 1883 (Fig. 52).%
In Finland the first stone firm to be organized in-
dustrially, Ab Granit, created a precedent by supplying
the polished columns and corner pilasters for the ent-
rance of the Ateneum, the combined art museum and
art school building in Helsinki (Fig. 53). The order was
the firm’s first work in polished stone, delivered during
its first year of operation.?' Together with an inscribed
stone frieze in the central projection, these columns and
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pilasters represent the only *’true materials’’ in a fagade
that was otherwise decorated with plaster ornamenta-
tion. At one stage the possibility of adding majolica
and terracotta detailing had also been discussed, but
in the end this luxury was rejected as being too expen-
sive.?

Modest as they were, the granite elements of the Ate-
neum building did become admired and imitated. Dur-
ing the decade to follow, Ab Granit delivered nume-
rous polished granite columns for the porches of Neo-
Renaissance blocks of flats in the central parts of Hel-
sinki. For the most part these details were combined
with ordinary plaster fagades in the manner custom-
ary in Stockholm since the early ’eighties (cf. Fig. 52),
but in a few cases granite was applied on a more lavish
scale. For a combined office and residential building
adjoining the central esplanade of the Finnish capital
the architect Selim A. Lindqvist was allowed to employ



granite on the first two floors (Fig. 54). This building,
»’Merkurius,’” was designed in late 1888 and completed
in 1890;% it was the first Finnish instance of the shop-
front facings of polished granite that had become com-
monplace on the Continent several decades earlier. In
a building for the insurance company Kaleva, designed
in late 1889, Theodor Hoijer placed 36 ground columns
in the fagade and two polished columns by the en-
trance.”* The Kaleva building as well as the other in-
stances of ground and polished granite in Helsinki had,
according to Jac. Ahrenberg, evoked admiration
among visiting architects from St.Petersburg and even
Paris. This made Ahrenberg speculate on the prospects
for export, not to France, where Scottish, Swedish and
Norwegian firms already dominated the market, but
to Russia and especially St.Petersburg.?

In the long run, however, the contrast between po-
lished granite and painted plaster became increasingly
glaring. The noblest of materials, it was felt, was being
treated as if it were no better than the inferior imita-
tions surrounding it. >’The most tasteless arrangement
was when polished granite columns were placed as a
decoration in the midst of all this gewgaw of plaster
of Paris,”” I.G. Clason recalled in 1896.?° A dead end
had been reached. How was one to find a way out?
In the 1880’s the only realistic alternative seemed to be
to leave out the plaster coating and return to brick roh-
bau. Thus the Swedish Byggnadssamfundet discussed
this solution in 1884, but found that brick and tile of
satisfactory quality were hard to come by in Sweden.
An increased use of rohbau in combination with natural
stone would therefore have a favourable effect on the
Swedish brick industry no less than on the stone
trade.?” During his travels in 1883-1886 1.G. Clason
wrote impatient letters home to Sweden, calling it *’a
shame that Stockholm architects were unable to insist
on a real variety of brick instead of being content with
the mash that they were being offered.”’

Since 1881 I.G. Clason owned an architectural firm
together with Kasper Salin. Among Clason’s works
from this period there is one project in particular which
sheds light on the search for new forms through ’new”’
materials. While in Italy in 1885 Clason received from
his collaborators in Stockholm an elevation for a block
of flats to be built by the master builder and property
owner Evald Thavenius. The building was to be erected
in Strandvégen, the avenue which had recently been
created through extensive earthwork by the water, and
which was to become the most elegant part of Stock-
holm during the last decades of the century. On receiv-
ing his collaborators’ designs, Clason set about to
“’translate the project into Spanish.”’? Today the suc-
cessive stages of the project can be traced in the studies
which are still extant in the Sveriges arkitekturmuseum,
as well as in variant official versions submitted to the
building authority in Stockholm. An elevation executed
in the Clason-Salin office and approved in March 1885

56. 1.G. Clason, Doorway for the the Thavenius House. Pen and
watercolour. Dated Rome 1885. Sveriges Arkitekturmuseum. (Pho-
to SR)

(Fig. 55) incorporated a doorway composition signed
by Clason in Rome 1885 (Fig. 56). The latter study is
a skilful compilation of motifs which the architect had
recorded in his sketchbook during his Spanish tour
made two years previously (Fig. 57, 58).*° But
Clason’s collaborators in Stockholm seem to have wa-
tered down the exotic traits of his project, which be-
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57. 1.G. Clason, Travel sketch from Spain (Segovia). 1883. Published in Teknisk S8.

Tidskrift 1891, pl. 16.

came, as it were, retranslated from Spanish into Stock-
holm standard diction once again. An undated sketch
and an elevation with a cross section of the wall dated
»’Venezia 1885 (Fig. 59), both in the Swedish Museum
of Architecture, restate the motifs of the first study
while adding yet another Spanish motif: the rhythm of
a window axis recorded by Clason in Salamanca (Fig.
60). It was this study that served as the basis for the
final revision of the project (Fig. 61, 62), which Tha-
venius submitted for approval in June, 1885.3!

As actually built, the fagade of the Thavenius House
featured no true materials whatsoever. The ashlars so
lovingly rendered by Clason’s brush were executed in
plaster imitation where individual ’’blocks’ were
slightly varied in tone so as to perfect the illusion of
real sandstone. The doorway decoration was cast in
cement. About these details Clason wrote: >’I ’dreamt’
of them as carved in sandstone, but ultimately I planned
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1.G. Clason, Travel sketch from Spain (Salaman-
ca). 1883. Published in Teknisk Tidskrift 1891, pl. 17.

them for plaster and gypsum.’’* Yet the Thavenius
House must be considered in the context of the stone
movement, just as in later times, the Einstein Tower
belongs to the history of concrete architecture. Clason’s
creation ought to be judged according to its aims and
ideas, rather than according to its incidental material
properties. We recall that he had been impressed by the
simplicity of Spanish granite architecture and by the
individual characteristics of local traditions determined
by the properties of available materials. The Spanish
architects had turned the hardness of granite into a
virtue by letting the fagade appear plain and simple and
by concentrating the sparse decoration on carefully
chosen parts of the exterior. Although itself not yet
built in real stone, the Thavenius House was, none-
theless, intended to show how a fagade of true mate-
rials would appear. Like the brick and plaster Einstein-
turm, it was a kind of natural sized maquette. As poin-




59. 1.G. Clason, Doorway for the Thavenius House, Stockholm.
Pen and watercolour. Dated Venice 1885. Sveriges Arkitekturmu-
seum. (Photo SR)

ted out by Edestrand, the Thavenius House gave Clason
the opportunity to implement a programme formulated
in a letter from Granada in July, 1883. "’It is, for God’s
sake, walls that we are supposed to build, not windows.
Windows are incidental apertures in the wall, and
should appear as such instead of being fudged away
with those d-d window fripperies. [...] Make the
houses simple, but add a masterpiece here and there.
No woman covers her whole body with jewellery.”’
A comparison between the earlier and the definitive ver-
sion of the Thavenius House (Fig. 55 and 61) shows
how Clason applied his principles in practice.

The Thavenius House remained an experiment, and
there were contemporary critics who doubted that this
type of architecture would ever become rooted in
Sweden. ’The building material already seems to pre-
clude such a possibility; if an architectural style is based
on a material which has to be imitated with trowel and
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60. 1.G. Clason, Travel sketch from Spain (Salamanca). 1883. Pub-
lished in Teknisk Tidskrift 1891, pl. 17.

paintbrush, it can hardly be regarded as natural for cur
conditions,”’ one commentator wrote in 1889.%
Clason himself had to acquiesce in the prevailing con-
ditions. Since a consistent use of stone for fagades
seemed out of the question, at least for the time being,
he resorted to the true materials that were available.
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61. 1.G. Clason, The Thavenius House. Elevation. 1885. Stockholms byggnadsniamnd. (Photo SB)

Apart from the stone which had to be used sparingly,
this meant brick or roughcast plaster, the latter being
regarded as a straightforward, non-imitative coating
with historical roots in the Swedish past. While still on
his study tour in 1886 Clason received the competition
programme for a vast structure to be built in Strand-
viagen by the timber tycoon Friedrich Biinsow. In his
competition entry Clason deviated from the pro-
gramme, choosing Francois I style instead of Ger-
man or Italian Renaissance as required. And what was
most important of all: Clason insisted that the house
be built of limestone and brick.*® The vast, 300 feet
long fagade of the Biinsow house evoked almost unan-
imous approval. The rhythmically grouped windows of
varying size and the slight asymmetry of the gables were
regarded as daring and as heralding a new era in
Swedish architecture (Fig. 63). As for the materials, the
bricks had to be imported from Pomerania, but the
limestone was Swedish, quarried and worked at Yxhult
in Nirke and further scuipted on the building site by
the brothers Gustafson, who were soon to become fa-
mous for their craftmanship.* Even if stone was not
used for the entire fagade, the sheer quantity of the
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limestone in the Blinsow House gave eloquent proof
of the possibilities of the material. Ten years after the
completion of the Biinsow House and at a time when
excellent materials were already abundantly available,
Clason ruefully recollected the troubles and difficul-
ties in finding suitable stone and he made grateful ack-
nowledgement to Adolf Kjellstrom, the limestone ex-
pert of Orebro (cf. above p. 32). Fortunate circum-
stances determined the choice of Yxhult stone. This
stone occurred in thin layers only, a fact which excluded
’all extravagances of form” and which “’generally
served as a regulator of the scale of details.””?’

But throughout the 1880’s and well into the 1890’s
natural stone remained a material to be used only in
conjunction with brick or, more rarely, plaster. After
the Blinsow House Clason experimented with rough-
cast plaster in combination with hard stone,* and it
was only in the ’nineties that he was given the oppor-
tunity to use stone for entire fagades.

The fact that brick was used faute de mieux, as a
substitute for natural stone that was still too expensive
to be employed for the entire fagade, is also reflected
in the treatment of this material. In the Biinsow House



62. 1.G. Clason, The Thavenius House.
1884-1885. (Photo SR)

Clason had executed all mouldings and ornamental mo-
delling in limestone, whereas the brick portions re-
present a surface texture, a mere filling between the
stone members. The Loire castles that served as
Clason’s models were not built of brick, nor would he
have employed brick had he been given the opportun-
ity to use stone instead. Clason’s solution may be com-
pared with the fagade of a contemporary Stockholm
building, where the brick material does indeed appear
as a medium in its own right: the Beskow School
(1886-1887; Fig. 64). This fagade was designed by Gus-
taf Wickman, who was then working with the firm
Isaeus & Sandahl.?” Wickman reduced the Yxhult
limestone to a neutral accompaniment to the discreet
but distinct articulation of brick. The cornice, incident-
ally, is of sheet-metal, a solution of American origin

which had been introduced to the readers of Teknisk
Tidskrift in 1877 and also recommended by Magnus
Isaeus in 1886, that is, as the building was being drawn
in his office.* In the discussions about decaying
plaster cornices (cf. above p. 23), sheet-metal ornamen-
tation had been represented as a safe, rational and
therefore genuine material.

Even in the 1890’s brick and ceramic materials re-
mained an alternative to natural stone, and in the be-
ginning of the present century high-grade Swedish
bricks, Helsingborg brick, did again achieve the posi-
tion of a leading fagade material. In the ’nineties we
notice the same dualism as in the preceding decade: on
the one hand brick is used as a mere substitute for the
natural stone that the architect and builder would have
preferred, on the other hand brick is employed with
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1.G. Clason (fagades), The Biinsow House, Stockholm. 1886-1888. (Photo SR)
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64. Isaeus & Sandahl, architects, The Beskow School, Stockholm (fagade by Gustaf Wick-
man). 1886-1887. (Photo SR)




deliberate articulation stressing the properties of the
material. It is the first mentioned practice, the use of
brick as a substitute, that interests us in the present con-
text. Thus the small building designed by Carl Moller
for the Workers’ Institute in Stockholm (1893; Fig. 65)
was in its time much praised for the effect of its mate-
rials; yet the brick is used in this faintly Richardsonian
composition as a mere surrogate for the more expen-
sive Yxhult stone. As late as 1897 brick served as a mere
filling in two Richardsonian fagades in Gothenburg,
the Dickson Public Library and the City Library (Fig.
66).4

The tendency to see brick as a substitute for natural
stone is illustrated by a group of projects, where the
facade material was changed while the building was al-
ready under construction. Such changes of plans be-
came frequent in the 1890’s as natural stone began to
be marketed at competitive prices, in sufficient quan-
tity and with persuasive arguments transmitted by pro-
fessional journals.

A case in point is a block of flats designed by Johan
Laurentz for Strandvédgen 15 in 1895 (Figs. 67-69). In
April that year a fagade in mixed materials was appro-
ved by the building authorities in Stockholm. Five
months later Laurentz submitted a revised design,
which was approved *’on the condition that the stone
blocks are with the utmost care bonded to the rest of
the wall.”” Moreover, to ensure a proper drying of the
inner brickwork, the Building Commission reserved it-
self the right to prolong the term stipulated before in-
terior plastering could begin.*

In the 1890’s the Building Commission of Stockholm
had to print new application forms to meet the novel
situation created by the various materials coming into

65. Carl Moller, The Workers’ Institute (Stockholms Arbetar-
institut), Stockholm. 1893. Demolished. (Photo SSM)

66. Hans Hedlund, Municipal Library l
(Stadsbiblioteket), Gothenburg. 1900.
(Photo SR)
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68. Johan Laurentz, Revised elevation for the block of flats Strandvagen 15. Approved 18. 9. 1895. Stockholms Byggnadsndamnd. (Photo SB)



69. Johan Laurentz, Strandvigen 15,
Stockholm, with later alterations. (Photo
SR)

70. Henrik Nissen, The Feemasons’ Lodge, Oslo. Competition 1887, completed 1894. (Photo SR)
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71. H.J. Sparre, The Court of Justice
Building, Oslo. 1895-1903. (Photo SR)

fashion. A builder who planned *’an outer revetment
of brick or limestone’’ had to inform the Commission
of his plans; the Commission then issued special in-
structions on how the work was to be carried out.
Nonetheless, the demands of fashion and the availabi-
lity of stone frequently caused builders to ignore the
formalities. In the instance cited, the architect supplied
a very imprecise design of the type of bond to be used
(Fig. 68); the drawing of the wall surface does not even
make a clear distinction between the alternating shifts
of bond-stones and slabs. During the hectic develop-
ment of the Strandvigen and the adjoining Ostermalm
region builders did not always remember to inform the
building authorities of changes in the facade material.
The Building Commission, in turn, seems to have had
their papers mixed up.*®

The change from brick to stone was usually made
without any alterations of the design itself. This ap-
plies not only to fashionable dwelling houses; plans
were improvised even for what was then called monu-
mental architecture. In the 1890’s we find examples of
church designs, where brick was exchanged to stone
without any alterations of the architectural forms. The
Oscar Church in the Ostermalm district is a case in
point; here the House of God simply conformed with
its secular neighbours in changing its attire from brick
to stone in 1898 (Figs. 225-226). At about the same time
the Finnish architect Josef Stenbick changed his plans
for the Juselius Mausoleum at Pori which was planned
to receive a brick lining but which was actually carried
out in sandstone. In monumental architecture the same
phenomenon may be studied in the Nordiska Museet
in Stockholm (Fig. 134-135) and the Government Build-
ing in Oslo (Fig. 148-149) — in the former case the tran-
sition from brick to stone occasioned no substantial al-
terations of the design, whereas in the latter case the

architecture was completely remodelled to fit the new
material (see below Chapter 8).

It was the casual attitude to the choice of material
that prompted the geologist Lundbohm to remind the
building profession of an elementary rule of archi-

72. H.J. Sparre, The Court of Justice Building, detail of central
projection. (Photo SR)
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tectural truth: ’The architect will hardly succeed in
creating buildings answering both practical and aes-
thetical demands unless he recognizes the fundamental
principle that the material must be chosen before he
can design his elevations,”” Lundbohm told the Archi-
tectural Section in 1896. The architect’s chances of
creating a real work of art depend on his ability to adapt
the construction and the distribution of the masses to
the character of the material employed; this is not fully
recognized by everyone, Lundbohm added. ’In order
to succeed, the architect must draw with a specific ma-
terial in mind, instead of first working out his eleva-
tion and only then beginning to look for a material that
might fit his design.”’* >’One should have thought
that at least the planning of the parliament building of
this country should have been preceded by investiga-
tions enabling the architect to design the elevations of
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73. Lars Solberg, Bergens Bors (Bergen
Stock Exchange), today Bergens Bank.
Competition 1896, built in 1893. (Photo
SR)

the building with a view to the best materials available;
but even these hopes have been thwarted.”’#

In Norway the tradition of brick rohbau had been
strong ever since the middle of the nineteenth century.
The role played by brick architecture may be seen in
the results of the major architectural competitions held
during the last two decades of the nineteenth century.
Until the late ’nineties, brick, or brick with details of
natural stone, remained the only practical solution in-
volving true materials at & realistic cost. In some cases
(such as the Government Building, Figs. 148-149) the
actual realization was delayed so much that the prize-
winning design became obsolete and natural stone was
chosen instead of the materials proposed originally.

In 1887 a competition was held for a new Free-
masons’ Lodge in Christiania. The winning entry was
by Henrik Nissen, and the resulting structure was



74. Sebastian Gripenberg, The Suomi Insurance Company (today Helsingin Sanomat), Helsinki. 1893. (Photo SR)

completed in 1894 (Fig. 70). The facade is patterned
with yellow and brown-red bricks imported from
Silesia. Originally the material had been ordered from
a Norwegian brick works, but the firm went out of busi-
ness before it could deliver the order. The stone work
represented an important breakthrough for several of
the stone firms founded in the 1870’s and 1880’s (cf.
above p. 35). Thus Erik A. Gude delivered the reddish
syenite for the fundament and terrace, and N.S. Beer
& Co made the columns and pilasters of grey Idefjord
granite. Marble from the firm of Chr. Anker was used
in the interior, this being the firm’s first major con-
signment. Typical of this phase, however, was the lack
of consistency in the choice of materials: the ornaments
of the facade were made of pisé cement.* But just as
in the case of Jacobsson’s Skandinaviska Kreditbanken
in Stockholm, this deviation from the straight path was
condoned, and the building was presented as a model
of the sound application of true materials. The clas-
sicizing Neo-Baroque style matches the conservatism
in the use of materials; a few years later Nissen was
to show similar prudence in his cautious application
of *’national’” motifs in a basically academic compo-
sition, the Christiania Savings Bank (1898-1901; Fig.
168-170).

When the competition for the Court of Justice in
Christiania was announced in 1895, the programme
stipulated *’street fagades without any imitated stone
materials.”’*” The competition was won by H.J.
Sparre, whom we met in connection with the debate
on the national issue. In his use of materials as well
as in his conservative, almost retarded stylistic concep-
tions, the Hannover trained Sparre carried on the tra-
dition from Nissen into the twentieth century (the Court
Building was completed in 1903). Sparre characterized
his work as ’’Italian Renaissance adapted to our spe-
cific conditions;”’*® we recall that he had recom-
mended vigorous modelling rather than delicacy as
better suited to the Norwegian dusk and dull lighting.
The grey Idefjord granite is here made to contribute
to this impression, being used for rebated rustication
supporting a heavy Tuscan order with voluminous
shafts (Figs. 71-72). Sparre’s Tuscan severity has a
parallel in a Finnish project of about the same date,
that is, the official proposal for the Historical Museum
in Helsinki (Fig. 155-156), although in this latter case
granite has already been employed for the entire build-
ing.

In Bergen brick rohbau also had traditions from mid-
century rationalism, and here, too, the renewed demand
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75. Sebastian Gripenberg, The Suomi Insurance Company, detail.
(Photo SR)

for true materials resulted in combinations of brick and
natural stone. In 1886 a competition for the rebuilding
of the Bergen Exchange (A.W. Schiertz, 1862) was won
by Lars Solberg, whose project was finally completed
in 1893 (Fig. 73).% Solberg’s fagade is vividly model-
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led in both brick and stone, the latter being employed
for quoins as well as for somewhat garish doorways,
where Romanesque Composite columns are subordi-
nated to coupled Tuscan columns, pushed, as it were,
upwards by vigorous mezzanine mouldings.

The rationalist tradition in Finland was fed by im-
pulses from Sweden. Isolated instances of brick roh-
bau are to be found in the first half of the nineteenth
century, but the systematic use of the technique dates
from the 1850’s when the Swedish architect G.Th.
Chiewitz settled in Finland. His House of the Nobility
in Helsinki (1858-1862) was the first monumental build-
ing since the Middle Ages to have a brick fagade. How-
ever, the shortage of soft building stone in Finland com-
pelled architects to resort to substitutes if they wanted
variation in the materials, a compromise that did not
bother architects of Chiewitz’s generation. But as the
demand for true materials was raised again in the 1880’s
and 1890’s, it was presented with a rigour that made
compromise more awkward.

The merit of having revived the rohbau technique
in Finland was early given to the Neo-Renaissance
architect Theodor Hoijer,50 who, typically enough,
often avoided the problem of supplementary materials
by using brick throughout the fagade. In 1893 a com-
mentator in Teknikern deplored the fact that rohbau
was not used more extensively in Finland, comparing
the situation with that in Sweden, where especially the
Berlin school had won numerous proselytes. His reflec-
tions were occasioned by a presentation of tinted
cement bricks manufactured by a firm in Helsinki, a
material which the writer welcomed as a new contribu-
tion to the struggle against plastered fagades.’!

Just as is Sweden and Norway, compromises were

76. Grahn-Hedman-Wasastjerna, The
Argos House, Helsinki. 1897. (Photo A.E.
Rosenbroijer 1897, HKM/HSM)



accepted in Finland, too. Under the aegis of Sebastian
Gripenberg, director of the Board of Buildings, nume-
rous public buildings were built with brick fagades and
plaster or cement ornamentation.

Although not a public building, the Offices of the
Suomi life insurance company illustrates the practice,
while at the same time addressing the beholder with the
idiom of material rationalism (Figs. 74, 75). The build-
ing was completed in 1893, and its ’modernized Ger-
man Renaissance’” greeted with enthusiasm. The brick
and granite, not least the polished columns delivered
by Ab Granit, were said to convey *’the total impres-
sion of that solid elegance, which first and foremost
speaks, on the one hand, through the truth of the ma-
terial and the relative simplicity of form, and, on the
other, through well balanced proportions and the de-
licacy of the details.”” When an insurance company
builds its own building, this should convey the impres-
sion of the owner’s solidity, and the Suomi building
was in that respect a success; just as in the case of Skan-
dinaviska Kreditbanken in Stockholm and the Free-
masons’ Lodge in Christiania, the cast and pisé beton
details were liberally placed under the heading ’true
material.”’*

If softer stone was used, it had to be imported. In
1897 an unusual commercial building was completed
in the centre of Helsinki: the Argos house drawn by
the firm Grahn, Hedman and Wasastjerna (Fig. 76).%
Mainly responsible for the design was the Swedish
architect John Settergren, who had come to the Finnish
architectural firm after working with I.G. Clason,
whose Biinsow House (Fig. 63) was frankly plagiarized
in the Argos, a fact which was, of course, noted by con-
temporary critics.** The stone details were made of
Swedish limestone, and it was perhaps this building that
J.J. Sederholm had in mind when he told an audience
of Finnish architects in 1898: *’If, with slight modifi-
cation, we restrict ourselves to employing the building
methods and architectural styles that are in use in
Sweden and other countries where soft stone is avail-
able, then, it is to be feared, we shall in the future have
to import not only the architectural style but also the
stone in which we are to build.””*® To the younger
generation of architects the Argos House was a
challenge, an example and a warning. It was the first
modern building in Finland to be built in true mate-
rials, but it also posed the problem of an adequate and
original style for the >’new’’ materials.
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7. THROUGH STONE BOOM HISTORICISM TO

MODERN TASTE”’

It is hardly surprising that in Norway and Sweden, as
well as in Finland, the first buildings to have stone
fagades were built by banks or insurance companies,
institutions that were likely to have the necessary means
as well as the inclination to manifest their solidity in
architectural terms.

In fact the earliest of these projects, the Trondhjem
Savings Bank (Fig. 77), was undertaken by a board of
directors haughtily ignoring the board of representa-
tives. In June 1879 the architect Adolf Schirmer pre-
sented his plans and estimates for a new building. Two
years later a meeting of the representatives found that
’an excessively vast and expensive building operation
had been initiated without the Representatives’ consent
or appropriation;’” but realizing that there was little
to do except to go on, the meeting authorized the
directors to complete the project. In November, 1882,
the bank took possession of its new premises.! Schir-
mer’s building combines a front of vaguely Venetian
character with corner towers suggesting Loire castle
architecture. This combination was no invention of
Schirmer’s. It had been used a decade earlier by Con-
stantin Lipsius in the Chemnitz Exchange (Fig. 78),
which Schirmer may have seen in the original or in the
Deutsche Bauzeitung, where it had been published in
1871.2

There is no explicit evidence to explain why stone was
chosen for the facade of the Trondhjem Savings Bank.
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However, Adolf Schirmer was the son of Hermann
Ernst Schirmer, the leading figure of the mid-century
rationalist movement and the architect of rohbau build-
ings in Trondheim as well as in the Norwegian capital.
In the ’seventies Adolf Schirmer had attended the Ber-
liner Bauakademie and the Ecole des Beaux-Arts in
Paris. The Trondheim Cathedral had been under res-
toration since 1869, until 1871 under the direction of
Adolf’s brother Herman Major Schirmer. This cam-
paign had called attention to the stone resources of the
Trondelag region. However, in the bank building only
the more delicate details were carved in the famous local
soapstone, whereas for the main expanse of the fagade
another local variety, a hard quartzite sandstone from
Hovin was used.® Both stones are almost the same
dark grey colour.

The comparative richness of the Bank fagade and the
fact that the architect and builder so readily resorted
to soapstone for the more articulate details is reveal-
ing: it goes to show that the intractable sandstone was
not chosen in order to justify a simplification of the
architectural forms. Although this argument for choos-
ing natural stone was known at the time, it does not
seem to have been topical in this case. Later on, Adolf
Schirmer did indeed comment on the salutary effect of
stone construction, but this was as late as 1896, when
the argument had already become a commonplace
reiterated in almost every discussion about materials.

77. Adolf Schirmer, Trondhjem Spare-
bank. 1879-1882. (Photo SR)



The Savings Bank remained an important precedent.
The occasion just mentioned, a well attended discus-
sion arranged in 1896 by the Norwegian Association
of Engineers and Architects on the topic »’The Use of
Cut Stone in our Architecture’’, was introduced by
Adolf Schirmer, who showed drawings and photo-
graphs of the building. *’By that time,”” the audience
was told, ’there were many difficulties connected with
the use of natural stone, not least acquiring it. Thus
a separate quarry had to be opened several miles from
the town, workmen had to be trained etc. Later on,
there were several churches built of natural stone in the
Trondheim region (Ilen, Melhus and Orkdal)’’ (see
Figs. 235, 238-239).*

The first Swedish building of the period to receive
a stone fagade was the insurance company Skandia,
mainly thanks to the extravagant doings of its manag-
ing director, Elis Fischer, whose lack of prudence in
other matters led to his dismissal before the building
was begun. Fischer, it would seem, had himself made
plans for a new buiiding on the former site next to the

78. Constantin Lipsius, Exchange, Chemnitz (Karl-Marx-Stadt).
1865-1867. From L. Klasen, Grundriss-Vorbilder, Abth. VI1: Gebdude

Juir Handelszwecke, 1884, fig. 514.
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79. Magnus Isaeus & Carl Sandahl,
Skandia Insurance Company, Stockholm.
Elevation ca 1886. Skandia, Historiska

arkivet. (Photo Skandia, Hist. Ark.)




80. Ernst Ebeling, Hohere Gewerbeschule in Hannover. From
Zeitschrift fiir praktische Baukunst, 1846, pl. 1.

Royal Castle, and at a board meeting in June, 1886,
he suggested that a competition be arranged to procure
a suitable fagade design. The competition did not yield
the expected results, and in July Fischer persuaded his
Board to call in the services of the firm Isaeus and San-
dahl; at the same time the manager and Sandahl were
authorized to travel abroad on a study tour. In October
a report on the tour was presented to the board. At
the same time the two architects were reported to be
working with the elevation, which was presented to the
Board in November; by this time Fischer had already
been dismissed. The elevation in question, which
showed the principal fagade towards Mynttorget, may
have been identical with one still in the archive of the
Skandia company (Fig. 79). In any case it was approved
by the Board, and the architects were authorized to
work out the remaining fagades on this basis. The
construction of the Skandia head office took three years
and the premises were inaugurated in the autumn of
1889.°

The Florentine appearance of the Skandia facgade is
deliberately obvious, providing the desired associations
to solidity and commercial traditions. The walls are
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81. The former Head Office of Skandia, demolished in 1886. On the left, suggested rebuilding; on the right, existing state in 1886. Eleva-
tion, unsigned and undated. Skandia, Historiska arkivet. (Photo Skandia, Hist. ark.)
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built in brick with a lining of stone. There is no alter-
nation of binder shifts and slab courses; on the con-
trary the masonry suggests a construction more solid
than the one actually employed. The diminuendo
pattern of the masonry is conscientiously regular, be-
traying the architects’ schooling in the Rundbogenstil
tradition (cf. Fig. 80). The composition is the simplest
possible, and it reflects the fagade of the seventeenth-
century house that preceded the new offices on the left-
hand half of the site (Fig. 81, right). Before their deci-
sion to build a new head office, the board had con-
templated rebuilding the old house (Fig. 81, left). By
conserving the axiality and storeys of the fagade, the
Skandia company added a suggestion of continuity to
the associations already listed (Fig. 82). A certain colour
effect was achieved by using two varieties of grey gra-
nite, a darker shade for the foundation and the rusti-
cation on the ground floor level (Stockholm granite)
and a lighter one for the upper three storeys and the
cornice (Malmon granite).® The transportation of the
granite from the West coast was interrupted by the hard
winter of 1887-1888, which resulted in a delay of the
schedule.

The Skandia building became an important precedent
showing that from now on the oft-repeated demand for
natural stone was not merely theoretical. The consis-
tent use of real stone represented a decisive step from
Jacobsson’s Skandinaviska Kreditbanken (completed
in 1878). Stone was available for those willing to pay
for it, and as for delays in the delivery, this was a dis-
advantage to be counted with in the case of other build-
ing materials, too.

Even outside Sweden the Skandia building was re-
ferred to as an example. In order to prove the safety
of granite, Hans Reusch quoted a report by Lundbohm
where the Skandia house was represented as an entirely
successful construction, even as regards the moisture
otherwise problematic in granite buildings.” From the
artistic point of view, however, few contemporary com-
mentators did find much occasion to praise it. The /it-
terateur and Stockholm chronicler Claes Lundin seems
to have been alone in calling it >’one of the more re-
markable Swedish buildings of this entire century.”’®
Critics with professional competence usually passed
over the architecture of the Skandia building without
comments, but with an approving nod at the honest
use of the material.

Nor was the Florentine model adopted by any of the
progressive Swedish architects of the period, although
in Gothenburg and in the province it is true, a number
of banks and insurance companies followed Skandia’s
example, sometimes with more, sometimes with less ge-
nuine materials in the fagade.’ It is typical that the
only major Swedish architect to continue this tradition
was Aron Johansson, the man responsible for the con-
servative Parliament and State Bank complex so mer-

7

82. Magnus Isaeus & Carl Sandahl, Skandia Insurance Company,
Stockholm. 1886-1889. Original state, photograph from 1889. From
Forsdkringsbolaget Skandia 1855-1905, 1905, pl. facing p. 208.

cilessly criticized by contemporaries and later com-
mentators (1892-1906; Fig. 140-141). In 1891 Johans-
son had travelled on the Continent and in Britain to
study bank architecture, and in 1894 he won a compe-
tition for the Stockholm Savings Bank with a project
comprising three alternative fagades, one Baroque, one
Italian Gothic and one Italian Renaissance.'® The
bank board preferred the Florentine option, where Jo-
hansson economized by using plaster for the upper two
storeys, an expedient that was criticized in Teknisk
Tidskrift, where a writer would rather have had gra-
nite for the entire fagade.!" The conspicuous rusti-
cation and quoins are built in Graversfors granite (Fig.
83), a variety which, we recall, impressed Mrs. Blan-
che Dickson so much that she chose it for her Tjolo-
holm (see above p. 59-60).

The strongly projecting cornice of the Stockholm Sa-
vings Bank built in granite, limestone and copper lined
wood also caught the attention of the Teknisk Tidskrift
critic. In 1886 the construction of cornices had been
taken by the young Ferdinand Boberg as a starting-
point for a long meditation on the true nature of the
»’good Italian Renaissance’’, so thoughtlessly and dis-
honestly copied, and therefore sometimes unjustly cri-
ticized. In the Palazzo Strozzi the cornice projects no
less than two metres, being built of enormous self-

97



At RSN, R ﬁ

84. G.W. Nerman (?), Birger Jarlsgatan 10, Stockholm. 1890-1894.

(Photo SR)
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83. Aron Johansson, Stockholm Savings
Bank. 1894-1897. (Photo SSM)

supporting blocks that remain sound after 450 years.
The solution is thus conditioned by local conditions in
Florence, where stone can be had for the purpose.
Compare to this, Boberg argued, the Palazzo Fava in
Bologna where the architect has been restricted to brick
construction: here the cornice projects a mere 50 centi-
metres to a height of one meter. But the brick cornice,
too, is self-supporting and it has also remained sound
to this day. What is more: it presents a magnificent ap-
pearance. Both solutions are equally valuable, being
based on local materials and rational principles. In
contrast to these sound solutions the heavy plaster of
Paris cornices of Stockholm send cold shivers down
one’s spine, pasted as they are onto baskets of rail and
band-iron. To Boberg the two Italian cornices were pa-
radigms of rational honesty and hence models for con-
temporary architecture.'? That Boberg chose cornices
as an example was no coincident. From the ’eighties
on, crumbling and crashing corniches had become a
stock argument against *’dishonest’’ plaster architecture
of Continental origin (cf. above p. 23). It is against this
background that we should regard the self-conscious
display of solidity in the Savings Bank cornice compo-
sition.

When in the 1890’s freestone became available for
builders, Swedish architects set about to meet the chal-
lenge of adjusting their style to the *’new’’ material.
Three distinct lines of development can be discerned
in this process: (a) a revised historicism based on models
chosen from such historical periods as were known for
their excellence in handling stone, notably French and
Spanish Renaissance, (b) @ tentative turn to the archi-



tectural heritage of Sweden, with an emphasis on the
Baroque and the eighteenth century, and (c) a search
for a contemporary architectural idiom emancipated
from historicism. The first mentioned trend had already
been initiated by I.G. Clason with his Thavenius and
Biinsow Houses in the 1880’s, but it can be followed
up to the turn of the century. The second trend was
also initiated by Clason and comes to the fore in the
mid-nineties; after the turn of the century it was to be-
come a major movement in Swedish architecture, al-
though in a different material medium: whitewashed
brick and plaster. The third trend, which received its
main inspiration from British and American sources,
was widely thought of as the fulfillment of the dreams
of a true rejuvenation of architecture; it was closely pa-
rallelled in Norway and Finland, where it early assumed
a strongly national imprint.

What seems to be the first complete freestone fagade
in Sweden belongs to a building curiously neglected by
architectural historians, a small block of flats with
shops at Birger Jarlsgatan 10 (Fig. 84). The authorship
is not quite clear. Georg Hesselman names G.W. Ner-
man as the architect and contractor.”® However, the
plans and elevations (submitted 24.2.1890), which are
extant in the archive of the Building Commission, have
no signature. Among the documents pertaining to the
building permit is a letter of attorney for the architect
Ernst Haegglund, empowering him to appear before
the Building Commission on behalf of the owner; why
G.W. Nerman (if indeed he had designed the building)
was not empowered to perform this task remains un-
certain.' The facade is in many respects remarkable.
First, it is not only executed in stone throughout, but
indeed planned and designed as an integral whole; that
is, it lacks the horizontal main division which marks
so many contemporary and slightly later compositions,
where it seems to suggest that half-brick-half- stone still
remained an alternative, although this time the builder
could afford an all stone facade. Second, the vigorous
modelling and the simple decoration show a surprising-
ly mature grasp of the material, an unevenly coloured
sandstone. In fact the bond pattern suggests a ’squared
and tooled rubble laid to courses.”” The grouping of
the windows with the bay motif and the suggestion of
massivity achieved by means of a sculptural treatment
of the apertures are other features that were possibly
learnt through a study of British examples (cf. Fig. 99).
The projecting timber roof shadowing the topmost part
accompanies the vigorous modelling; such roof con-
structions were discussed in the period and praised for
their rational application of a natural material."

In comparison with this important example, the work
of Erik Josephson (1864-1929) seems less assured, al-
though it became well known and even praised as a ma-
nifestation of the novel use of materials. After his
graduation Josephson went on a study tour to the Con-
tinent (1888-1889), where he took an interest in Gothic,

85. Erik Josephson, Industrikreditaktiebolaget, Munkbron 9, Stock-
holm. 1891-1893. (Photo SR)

&

86. Erik Josephson, Industrikreditaktiebolaget, detail. (Photo SR)
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especially French Gothic. As demonstrated by Anne-
Mari Neovius, Josephson made direct quotations from
the Castle of Blois and the Cologne Town Hall in his
fagade for the Industrikreditaktiebolaget (1891-1893;
Fig. 85-86).! The lining was made of Yxhult lime-
stone, whereas the details were executed in a variety
of materials: the sculpture with their canopies of Got-
land limestone, first storey column shafts of granite,
and the second storey columns of alternately diabase
and gneiss.!” Despite the careful attention to orna-
mental detail, the total effect is one of shallowness and
flatness, an impression enhanced by the slipshod exe-
cution of the upper storey slab revetment, where the
doubled binder shifts look like repairs although they
do appear this way already in the original elevation.'®

Josephson’s relative indifference to the subtler shades
of the material also appears in one his best known
buildings, the Danelius House (1898-1900; Fig. 87).
Like the Industrikreditbanken, it contains direct loans
from French architecture; moreover, this work belongs
to the group of speculative Stockholm buildings, in
which a planned lining of brick and stone was in the
last minute and without much further ado changed to

87. Erik Josephson, The Danelius House, Birger Jarlsgatan 20,
Stockholm. 1898-1900. (Photo SR)
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one of stone only." The material is again Yxhult lime-
stone. The Danelius House was severely criticized by
Ragnar Ostberg in 1901:

In the building no. 20, Birger Jarlsgatan, also en-
tirely lined with dressed stone, the architect has dis-
missed his better self and completely ’’let the
plaster of Paris devil loose’” — as we would have
said when we were young in the ’eighties. Here,
however, forms suitable to plaster of Paris have
been cut in stone, whereas the older generation was
content with casting stone forms in plaster. This
sort of architecture is incoherent, careless and
brutal, and the whole complex signals an alarming
decadence of the art of building in stone.?

Ostberg’s comment is a revealing example of the
power of the aesthetic categories and valuing criteria
based on the stone building dogmas: by the turn of the
century the type of historicism represented by Joseph-
son was hopelessly out of date. A smaller project from
1895-1897, a block of flats and shops in Biblioteksgatan
9 (Fig. 88), shows Josephson trying to find a way out:
there are pretty Gothic ornaments around the entrance

88. Erik Josephson, Block of flats with shops, Biblioteksgatan 9,
Stockholm 1895-1897. (Photo SR)



and in the coping of the corner, but the wall itself is
left undecorated, with the regular coursed rubble
pattern as the only articulation. We recall that a little
before this Lundbohm had propagated the use of
rubble; by this time more progressive architects had also
begun to experiment with rubble. The bond is also suit-
able for the material chosen, hard Roslagen sandstone,
which can be had only in smallish stones of varying size
and colour. Josephson may be adduced as the leading
figure of the whole generation of Stockholm architects
working in a late Neo-Gothic style and serving the needs
of speculative builders. Among the numerous buildings
of this type that are still extant, a block of flats by Erik
Bostrom in Birger Jarlsgatan 26 may serve as a case
in point; typically, the application for a building permit
mentioned ’limestone and brick’’ as the facade mate-
rials (1897-1898; Fig. 89).”!

The leading figure of the historicist tradition in
Swedish stone rationalism, I1.G. Clason, had to wait
until 1893 for an opportunity to work entirely in stone.
In March that year Clason and his associates began to
plan one of the most luxurious private residences to be
built in Sweden in modern times: the Hallwyl Palace

89. Erik Bostrom, Birger Jarlsgatan 26,
Stockholm 1897-1898. (Photo SR)

(1893-1898; Fig. 90). The building became a lavish spe-
cimen collection of the best materials to be had in
Sweden, notably stone, and it was described in minutest
detail in the lavish catalogue which was issued in ac-
cordance with the terms of the Hallwyl bequest to the
Swedish Crown.?

In the Hallwyl Palace, at last, Clason could demon-
strate the value of the formative principles that he had
seen at work in Spanish architecture a decade earlier.?
In the granite regions the hardness of the stone had re-
sulted in the utmost economy of ornamentation, where-
as the soft sandstone in other parts favoured a rich ar-
ticulation. But the fagade of the Hallwyl Palace was
lined with pink Gavle sandstone, which happens to be
very hard to work. Although he had described the
sandstone architecture of Salamanca as particularly
lavish, Clason also reproduced examples of this tradi-
tion (Fig. 91) which were just as sparingly decorated
as any granite fagade from Segovia (Fig. 57). The truth,
it seems, is that Clason preferred calculated simplicity
to lavishness. The doorway of Casa de D* Maria la
Braba is one of several travel sketches by Clason which
foreshadow the Hallwyl entrance. As a whole the
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Hallwyl fagade was made to prove Clason’s general
principle that natural stone will lead to a simplifica-
tion of form. The gallery of the second storey may be
seen as a concession to a taste for Venetian motifs in
Stockholm architecture of the 1890’s.

Not least thanks to Clason’s own writings the
Spanish associations of the Hallwyl fagade became
common knowledge. But as the building was completed
in 1898, historical quotation had already gone out of
fashion. A certain reserve was expressed by Ferdinand
Boberg, who was only a few years younger than Clason,
but a more innovative architect. >’Personally, I shall
always wonder why, in 1898, in Hamngatan in Stock-
holm, an architect of Clason’s enormous talent should
build a house with an exterior [..] openly presenting
an obvious compilation of old, mainly Spanish archi-
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90. 1.G. Clason, The Hallwyl Palace,
Hamngatan 4, Stockholm. 1893-1898.
(Photo SR)

tectural and decorative motifs with a few local modi-
fications.”’?* But Clason was too old to try another
tack. As the Hallwyl Palace was nearing completion,
he planned a gothicizing Gotland limestone fagade (Fig.
92), which despite its careful execution, belongs to the
same current as the less inspired creations coming up
in Strandvidgen and Birger Jarlsgatan (Fig. 89).%
The Hallwyl palace formed a direct and indirect in-
spiration to several Spanish-Venetian fagades, where
a smoothly dressed stone surface is enlivened by a de-
licately modelled accent, symmetrically placed in the
middle, and extending over several storeys. In the hectic
atmosphere created by the building boom in Stockholm
during the ’nineties, reactions to novelties were swift.
In August, 1897 the architect Sam Kjellberg submitted
an elevation for a block of flats and shops at Birger



Jarlsgatan 24. This first design showed a fagade with
circular arches, a central gable, a tower and bay win-
dows on one side. However, in April 1898 Kjellberg
submitted a new version, which was entirely different
and followed the Spanish-Venetian formula: ogee
arches, discreetly modelled windows and a coping
crowned with a balustrade (Fig. 93).?° The stone em-
ployed for these elegant forms was white Ekeberg
marble.

Spanish Gothic and freestone was taken up in the
provinces, too. In Lund the architect Nils Arwidius de-
signed an elaborate fagade in light grey sandstone for
a local industrialist (Fig. 94).*” In Stockholm Ludvig
Peterson, the first Swedish architect to make a study
tour to Spain (1881-1884), had designed >’Moorish’” in-
teriors in the 1880’s. In 1896 Peterson designed the Ar-
tists’ Club in Stockholm (Fig. 95). As recently shown
by Johan Knutsson, the facade of this building incor-
porates direct borrowings from Spanish architecture.?®
The material is Portland stone, and the building re-
mains one of the very rare instances where natural stone
was imported for the facade. In Ludvig Peterson’s de-
velopment the Artists” Club represented, at one and the
same time, a late reminiscence of the architect’s Spanish
impressions and a temporary excursion due to the de-

92. 1.G. Clason, AB S:ta Birgitta, Rege-
ringsgatan 80, Stockholm. 1898-1901. i
(Photo SR)
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91. I1.G. Clason, Travel sketch from Spain (Salamanca). 1883.

Published in Teknisk Tidskrift 1891, pl. 15.
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93. Sam Kjellberg,
1898-1900. (Photo SR)

Birger Jarlsgatan 24, Stockholm. 1897,

94. N. Arwidius, The House of Carl Holmberg, Bantorget 4, Lund.
1898-1899. (Photo SR)
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95. Ludvig Peterson, The Artists’ Club (Konstnarshuset), Smalands-
gatan 7, Stockholm. 1896-1898. (Photo SR)

mands of the occasion. Two years before the Artists’
Club he had already planned a building that was greeted
by the critics as pointing to the future rather than as
evoking the past (Fig. 100); in 1894 he had also colla-
borated with his partner Ture Stenberg in a markedly
Richardsonian project (Fig. 44).

An exuberant climax of the Spanish vogue during
the Stockholm stone boom is to be seen in the building
designed for the Stockholms Handelsbank by Gustaf
Lindgren and Agi Lindegren (1895-1896; Fig. 96).
Praised as >’one of the finest private buildings in Stock-
holm,”’% this extraordinary mixture of styles was real-
ized in Orsa sandstone. But apart from the Spanish
allusions that can be identified in individual motifs,*
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96. Gustaf Lindgren & Agi Lindegren, Gustaf Adolfs Torg 1, Stock-
holm, Originally Stockholms Handelsbank. 1895-1896. (Photo SR)

the strong rebating heralds a new theme in the treat-
ment of stone, which is connected with the second trend
mentioned earlier.

The turn to the Swedish Baroque and the seventeenth
century, was also initiated by I.G. Clason. In his youth
Clason had been introduced to the riches of the nation-
al heritage by his teacher A.T. Gellerstedt, and in the
late 1880’s he had incorporated allusions to Swedish
seventeenth- and eighteenth-century architecture in
buildings with fagades of roughcast plaster or plaster
combined with stone. But in 1895 he planned a building
which also, like the Biinsow House, was to become a
turning-point: a luxurious residence for three families
in Strandvagen, built for Count Clarence von Rosen

(Fig. 97). This was the first time that white Ekeberg
marble was employed for a fagade, and Clason has
mustered the qualities of this noble material for the
whole gamut from rebated rustication to the tooled sur-
faces with delicate ornamental work. Thanks to the
strong influence of the French architecture in eigh-
teenth-century Sweden this medley of motifs from
Blondel and Briseux could be marketed as *’in style with
the Swedish-French usage of the eighteenth cen-
tury.’”?! Technically, the marble revetment was an ex-
periment. The height of the courses was 270 mm, cor-
responding to three courses of brick, and the thickness
varied beteen 225 and 300 mm. As for the wheather-
ing qualities Clason consciously took a risk: >The stone
is very hard and seems to be excellent for ornamental
work. If it proves resistant to the fluctuations of our
climate, it can be expected to become widely used.”’*
The fagade of the von Rosen House conveys an im-
pression of solidity, contrasting to the coating with
slabs, which was a frequently used technique abroad.
In Norway, where marble had been used earlier, the
use of thin linings was attacked by geologists and
architects alike (see above p. 37).

The liberal application of rebated rustication in the
facade had its best known eighteenth-century model in
the Neo-classical Customs House in Skeppsbron (1783-
1790) by Eric Palmstedt, and the device soon became
a mark of ’Swedishness.”” Clason’s rustic treatment
of the white marble had been characterized as ’a
throughly modern license against the material’’**, but
applied to a more suitable national material, Swedish
West coast granite, the characteristic pattern with
strongly emphasized horizontal rebates was acceptable,
as evidenced by Erik Josephson’s project for the second
building for the Stockholms handelsbank to be built
within the span of a decade (1902-1905; Fig. 98).* In
this fagade the parapet motifs, festoons and pediments
provided the necessary suggestions of French-Swedish
grace.

The third trend mentioned above, the search for a
contemporary style, was based on a combination of two
principles, the rational use of material and the rejec-
tion of historicism. In its late nineteenth-century con-
text, the last mentioned part meant, not what we may
today think it does, but rather a form of free eclec-
ticism, which did not exclude every historical associa-
tion, but which defied facile stylistic classification. The
standard question, which architectural commentators
often quoted with varying degrees of irony, was: ’In
what style is this house built?’’ The fashionable public
and the speculative builders exploiting prevailing fas-
hion were represented as looking on architecture me-
rely in terms of superficial style characteristics. To a
generation of architects wanting to emancipate from
the tyranny of style, especially German and generally
Continental historicism, the British and American pre-
cedents seemed especially promising (Fig. 99; cf. also
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Chapter 5, above). An occasional Romanesque or
Gothic quotation was readily excused in models that
were otherwise based on simplicity, economy and
honesty. As for the latter three qualities, the rubble
bond made known in numerous publications and re-
commended by geologists and engineers, seemed to ful-
fill them all; moreover, in its rock-faced or hammer-
dressed variants the rubble possessed a natural beauty
which made traditional ornamentation superfluous and
so offerred a way out from the historicist impasse.
What had been introduced merely as an economical
method of construction gradually developed into an in-
dispensable means of expression.

A landmark in this development was Birger Jarls-
gatan 2-4, a block of flats built for Joh. Sjoqvist by
Ludvig Peterson and Ture Stenberg (Fig. 100). The
planning of this vast complex started in 1891 and in
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97. 1.G. Clason, The von Rosen House,
Strandvagen 55, Stockholm. 1895-1899.
(Photo SR). The original mansard roof
was later rebuilt into a sixth storey.

the following year Sjoqvist submitted his application
for a building permit.* As the building was completed
in 1894, an anonymous reviewer in Teknisk Tidskrift
commented on its many modern features: the free,
asymmetrical grouping of the windows answering the
needs of the rooms inside, the absence of unnecessary
towers, and ’modern’’ materials. The writer rejected
the inevitable question ’In what style is this house
built?”’ A building answering contemporary require-
ments cannot be erected in ’any old style’’; yet no
architect can create completely independently of tra-
dition. In its general appearance the Sjoqvist House re-
minded the writer of American architecture and Ric-
hardsonian Romanesque, although the details are Got-
hic in character.

The commentator paid particular attention to the
”modern’’ fagade material, the coursed rubble of



98. Erik Josephson, Svenska handelsbanken (originally Stockholms 99. John Lowe, Phoenix Insurance Co., Cooper and Lloyd Streets,
handelsbank), Kungstradgardsgatan 2, Stockholm 1904-1905. (Photo Manchester. 1873 (?). From Klasen, Grundriss—Vorbilder, VI,
SR) [1894], fig. 574.

100. L. Peterson and T. Stenberg, The
Sjoqvist House. Birger Jarlsgatan 2-4,
Stockholm. 1892-1894. (Photo SR)




sandstone from the Stockholm archipelago (Arholma),
combined with details of Narke (Yxhult) limestone and
Gotland stone. He also volunteered an apparently apo-
cryphal story explaining how the Arholma stone came
to be ’discovered.”

The story goes that one day a Roslagen shipper
moored in the Nybro harbour [adjacent to the
Sjoqvist site], and brought with him some of this
stone as ballast. He knew that on his island in the
archipelago there were large quantities of the stone,
and his acquisitive instincts told him that it could
be turned into money. Close to the harbour he saw
a building site, where he went to see the property-
holder. Feeling dubious about the shipper’s state-
ment about the available quantities, the builder
had the matter investigated. It then appeared that
there were no deposits of this rock, but that it oc-
curred in erratic blocks in fields and grounds. The
resources seemed very limited, but with a work
force of 30 men it proved possible to collect the
quantity needed. The stone is easily cut, but it can
be had in small blocks only.?’

In conclusion, the writer greeted the Sjogvist House
as a product of ’modern materials, needs and taste.”
His analysis of the Richardsonian and the historicist
elements holds good even today. The circular arches,
gables and colonnette galleries derive from American
models, whereas the Gothic motifs may be seen as con-
cessions to the demand for *’period’’ decoration. The
treatment of the stone surface is not specifically Ric-
hardsonian, nor does it follow Scottish rules; the pro-
perties of the stone material and the lack of an estab-
lished tradition in rubble masonry seems to account for
the compromise. In the topmost storey the tooled stone
is laid in alternating courses of slabs and binders,
whereas the rest is executed in hammer dressed regular
coursed rubble.

From about 1894/95 hammer dressed surfaces begin
to dominate the Stockholm building market. Changes
are made in buildings already begun, brick and plaster
are changed to stone, as in Johan Laurentz’s building
Strandvagen 15 (Fig. 67-69). Even where the buildings
were planned to have an all stone facade, the transi-
tion was so swift that the architectural form lagged be-
hind. On the site opposite Strandvéagen 15, Strandvagen
17, Laurentz planned a building which from the be-
ginning was intended to receive a stone facade. In its
general appearance Laurentz’s design is reminiscent of
Peterson’s Sjoqvist House, but the horizontal division
still harks back to the habitual brick and stone formula,
although the contrast is here expressed by means of a
darker sandstone and a lighter limestone (Fig. 101).

As the Sjoqvist House was nearing completion in
1894, Sjoqvist and Peterson travelled to the Continent
to study shopping passages. The outcome was the
Birger Jarl Passage (Fig. 44), whose fagade is openly
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Richardsonian, and which was also presented as such
in Teknisk Tidskrift.’® Peterson’s partner, Ture Sten-
berg had spent several years in USA (cf. above p. 69);
he may have been the one to design the elevation. Like
the Sjoqvist House, the Birger Jarl Passage has a
regular coursed rubble lining of Roslagen sandstone,
in which the uneven colour has been utilized for giving
variety to the surface; the differences of tone had suf-
ficed even for laying the diaper work seen above the
balcony.

The lead was taken up by Fredrik Lilljekvist, an arc-
hitect who up to then had become known for his his-
torical restorations; after the turn of the century he was
to become famous for his Dramatic Theatre in Stock-
holm (Fig. 142-143). In 1896 Lilljekvist designed a
house in Stureplan 15 which contained shops, flats, the
architect’s own residence and his atelier (Fig. 102). With
its delicate ornamentation and shallow modelling, the
facade is less dramatic than Richardson’s architecture.
The materials match this moderation: marble from
MoInbo with mouldings and ornamentation in lime-
stone from Lomma. In his elevation submitted to the
Building Commission Lilljekvist had not yet envisio-
ned snecked rubble but an irregular coursed bond.*
As ultimately built, however, the snecked rubble fagade
belongs to the first clear cut instances of this technique
in Swedish architecture. This ’worthy representative
of our modern art of building fagades’’ gave a critic
in Teknisk Tidskrift occasion to reflect on the rela-
tionship between material and form. A comparison
with developments in Britain shows how much Swedish
architects yet have to learn about modern conceptions
of material and form.

When we set up the best modern English archi-
tecture as an example, it is not a question of some
specific extrinsic style or taste, but of its intrinsic
qualities, its character. Good modern English
architecture conveys the impression that the archi-
tect has mastered his material as well as the form,
instead of the opposite, which unfortunately is the
rule with Continental architecture, even the best.
On the Continent the fagades usually appear as
surfaces in which one has been compelled to open
holes; it has then been felt necessary to add a pro-
pitiatory decoration around these holes. The archi-
tecture of English fagades conveys the impression
of an organism, which grows from below and
upwards. The wall, not the hole, becomes the prin-
cipal thing. We have here the manifestations of two
traditions: in the one case the Renaissance, in the
other Gothic architecture.*

After this declaration of principle the critic went on
to assess the merits of the Lilljekvist House in terms
of the material and the rhythmic distribution of the
apertures. The anonymous writer seems to have inter-
preted the architect’s intentions quite accurately, since



101. Johan Laurentz, Strandvagen 17,
Stockholm. 1895-1896. (Photo SR)

in his next project Lilljekvist drew the full consequences
of these principles. In the fagade of his block of flats
in Drottninggatan 74-76 (1898/1899-1900) there were
no cut or carved ornaments whatsoever. The whole
effect, created by varying lighting conditions, was based
on the interplay between the random rubble that
covered most of the fagade and the dressed stone of
the first storey, the bays and the window openings, (Fig.
103). Instead of carved ornamentation, the gable
triangle had a diaper pattern. The material was Halle-
kis limestone.*! The fact that the fagade was indeed
deliberately and carefully planned for stone is shown
by an annotation ("’OBS. Genomg. sten’’) on one of
the elevations on which the rubble pattern had been
drawn more summarily.*

In the Ostermalm district of Stockholm both snecked
rubble and regular coursed rubble were used for nu-
merous high-class blocks of flats during a short but in-
tensive period of building ca 1897- 1901. In some cases,
it is true, the choice of material was rather unconsidered
and last-minute changes from brick to stone were not
uncommon even then. An example of the high standard
of some of these buildings is provided by a block of
flats by Hans Hallstrom in Storgatan 28 (1897-1899;

102. Fredrik Lilljekvist, The Architect’s House, Stureplan 15, Stock-
holm. 1896-1897. (Photo SSM)
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103. Fredrik Lilljekvist, Block of flats, Drottninggatan 76, Stock-
holm. 1898/1899-1900. Demolished. (From Hedstrom 1908, pl. 13)

Fig. 104);¥ a fagade where all ornaments have been
left out in favour of the colour and texture of the stone
itself, changing with the varying conditions of light.
In 1900 Sam. Kjellberg, whom we remember as the

author of the Clasonesque Birger Jarlsgatan 24 (Fig.
93), had turned to a somewhat monotonous rubble,
where the curved forms and the intricate doorway
decoration represent Jugendstil clichés (Fig. 105).*

*

The three lines of development which we have followed
above are specific for Sweden. In Norway and Finland
the corresponding development displays a rather dif-
ferent pattern, although the basic structure is much the
same: in all three countries the problem of form and
material was seen partly in terms of historicist models,
partly in terms of allegedly stylistically neutral British
and American solutions.

In Norway, just as in Sweden, the increasing availa-
bility of stone materials in the 1890’s confronted archi-
tects with the problem of finding adequate forms for
the ’new’’ materials. But the strong German influen-
ce in Norway, with generations of architects trained in
Hannover, Berlin and Karlsruhe, gave a different twist
to the historicist solutions. The Norwegians were willing
to use existing historicist formulas instead of going to
the historical past itself. Thus Josephson’s and Clason’s
first-hand studies of French, Italian and Spanish mo-
numents have no counterparts in Norway.

From the late 1880’s an intense building activity
transformed the commercial centre of Christiania.
Here, too, the Continental taste for genuine, elegant
materials was reflected in the use of details of polished
granite, sometimes extending over part of the ground
floor fagade. What seems to be the first attempt to
employ Norwegian marble on a more vast scale is to
be seen in a commercial building for P. Backer in Kon-
gens gate 31, built in 1893-1895 by the architect Her-
man Major Backer (Fig. 106).* In its general appear-
ance the facade with its large shop-windows and con-
tinuous verticals follows Continental models, although
the deep modelling, the heavy arcade and convex

104. Hans Hallstréom, Storgatan 28,
Stockholm. 1897-1899. (Photo SR)
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(Photo SR)

Sam. Kjellberg, Sibyllegatan 33—35, Stockholm. 1900-1904.

coping seem original. It was, however, the material that
attracted attention, and the Backergarden was adduced
in the debate between geologists and representatives of
the stone industry. The engineer Henrik Lund chal-
lenged the geologist W.C. Broegger to compare the
pieces of polished granite seen in commercial buildings
with the complete fagade of the Backergarden:

The red granite, or whatever it is, appears as if it
were treated with oil paint, and the solemn look-
ing ground floor wall looks heavy and depressing,
whereas Backergarden, despite its many shortcom-
ings, makes a far brighter and more pleasant im-
pression. When the Backer House was built, the
marble industry, unfortunately, was still so unde-
veloped that there was not enough material in stock
to permit a selection of suitable slabs of sufficient
size. This spoils the appearance quite considerably:
still, the facade makes quite a good overall im-
pression.*

In 1895 the leading Norwegian marble firm was re-
organized as a Danish-Norwegian joint venture; in that
year the building of the Standard Insurance Company
in Copenhagen was begun, designed by the Norwegian
born architect Christian Arntzen (Fig. 10). Its facade

P, < ;
106. H.M. Backer, Commercial building for P. Backer (’’Backer-
garden’’), Kongens gate 31, Oslo. 1893-1895. (Photo SR)

was praised by Thrap-Meyer for its brilliant workman-
ship and noble material.*

Thrap-Meyer’s praise of the Copenhagen example
was occasioned by the sloppiness and bungling that he
had observed in Oslo when the first all-stone fagades
were being built. A case in point was the Groschgar-
den, an establishment built for Henrik Grosch (1848-
1929), one of the leading figures in the Norwegian arts
and crafts reform, director of the Crafts Museum in
Christiania and founder of Den norske Husflidforening
(The Norwegian Handicraft Association).*® In 1896
Grosch had plans made for a building with sale-rooms
in two storeys for the Handicraft Association and flats
in the upper storeys. The architect was Bernhard Steck-
mest, born in Hamburg, trained in Hannover and one
of the more prolific architects in Christiania. The ex-
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terior of the building (Fig. 107), which was completed
in 1900,% again follows German models — in this case
so closely that a specific source, Hans Grisebach’s
Faber House in Berlin (Fig. 108) can be identified. Not
all of the fagade is of stone; the wall surface of the
upper storeys is Danish brick, and in the fagade turned
away from Karl Johans gate artificial stone of red
cement has also been employed as an economical
surrogate. The red Main sandstone in the more im-
portant parts facing Karl Johan was delivered by a Ger-
man firm, Gebr. Adelmann in Bettingen.** But how
was the expensive material treated? Thrap-Meyer did
not feel ’tempted to let our Norwegian workmen
handle ashlar and blocks for a building. When one in-
spects the unusually handsome building in the corner
of Universitetsgaden and Karl Johans gade, one will
easily find that there are numerous ashlars where the
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107. Bernhard Steckmest, The Grosch
Building, Karl Johans gate 45, Oslo.
1896-1900. (Photo SR)

edges have been partly chipped off, the contours broken
and scratches everywhere.”” Despite the patching up,
it really hurt to see all this, Thrap-Meyer wrote."!
But if one turned to a nearby site in the Karl Johan,
Thrap-Meyer continued, one found an exemplary treat-
ment of the building stone employed: no scratches, no
chipped edges, no uneven joints, in short, an unusual-
ly fine workmanship (Fig. 109). In this case, sad to say,
the work had not been carried out by Norwegians.
Thrap-Meyer did not want to deny that there were com-
petent workmen in Norway — especially in the stone
firms — but that did not help so long as the material
was spoilt on the building sites.’> The building refer-
red to was the Magnusgarden (1898-1901), a Neo-
Baroque creation in grey sandstone by Ove Ekman, a
Munich trained architect active in Christiania since the
beginning of the 1870’s.”® Thrap-Meyer’s diatribe eli-



108. Hans Grisebach, Fabers Geschéiftshaus, Berlin. 1882. From
L. Klasen, Grundriss-Vorbilder, V1, 1884, fig. 584.

cited a rejoinder from the Stone Masons’ Union of
Norway. The masons agreed with Thrap-Meyer in his
criticism of the conditions on the building sites, and
they offered an explanation to the maltreatment of
stone seen on new buildings in Oslo. In Groschgarden
the stone was handled and moved by construction
workers with primitive tools including crowbars, where-

109. Ove Ekman, Magnusgarden, Karl
Johans gate 33, Oslo. 1898-1901. (Photo
SR)
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as in Magnusgarden the blocks were hoisted with cranes
and handled by skilled stone-masons from Germany.
The union also complained that Norwegian stone-
masons had not been given a chance to practice for the
last 3-4 years. Private builders ordered whole fagades
from Germany. In public buildings, it was true, Nor-
wegians were allowed to carry out mouldings etc., but
even there the finer profiles and ornamental work was
invariably ordered from Germany.>

In his next building with red sandstone, the Chris-
tiania Handelsbank (1901; Fig. 110) Bernhard Steck-
mest saw to it that the facade was executed with app-
ropriate care. Although the exterior received favourable
comments,> it is clear that it was buildings such as
this (and the Neo-Baroque imports by Ove Ekman, e.g.
Fig. 109) that the younger Norwegian architects had
in mind when they criticized the fashionable commer-
cial buildings and called for a break with German tra-
dition.

In the endless discussions conducted during the late
‘nineties a recurrent theme was the beneficial effect on
architectural style attributed to the intractable rocks of
Norway. A preliminary step towards the simplification
of form that was expected to follow from the use of
hard stone is to be seen in two works by Harald Olsen,
an architect still dependent of the German heritage, but
at the same time involved in the work of making
Norwegian materials known and used. The David An-
dersen House (1897-1898; Fig. 111) was built for a suc-
cessful goldsmith, who was at the same time a leading
force in the national revival of his craft. Although the
composition of the fagades draws on Berlin architec-
ture, the detailing is simple and intended to display the
material in harmonious, unbroken surfaces (Fig. 112).
The stone is Norwegian: red syenite from Bolaerne in
the Oslofjorden delivered by E.A. Gude’s firm; Olsen
praised it in his comment on Henrik Bull’s stone dis-
play for the Stockholm exhbition in 1897.%¢ The other
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110. Bernhard Steckmest, Christiania Handelsbank, Prinsens gate
9, Oslo. 1901. (Photo SR)

Olsen building to attract attention for its display of a
Norwegian material was Glassmagasinet (1897-1901;
Fig. 113). The decision to use lightgrey Idefjord gra-
nite was apparently made in 1898.5” The stone surface
has lasted extremely well to this very day. Although the
rather conventional Warenhausarchitektur was quite
well received, one anonymous critic touched on a ques-
tion that was becoming increasingly topical in the con-
temporary architectural debate in Norway. Although
grey granite is in itself a solid and handsome material,
the critic wrote, it tends to become monotonous if dis-
played en masse, >’owing to the somewhat dull colour
which is typical of granite.”” The lower floor pilasters
were rusticated, but this was not enough for the critic
who would have preferred more of the sort: >’uncut
stone with its rock-faced surface displaying the natural
texture fresh from the quarry; through this the mate-
rial would gain considerably in variety and life.””™
This commentary was printed in August, 1900; one
month earlier the magnificent premises of Den Norske
Enkekasse (The Norwegian Widows’ Fund) had been
taken into use (1898-1900; Figs. 114-115).%° Here the
Vienna trained Harald Badtker — whom we shall meet
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again as a designer of Grorud Church (Fig. 246) — had
reverted to traditional bank iconography, Florentine
Renaissance, a solution which is unique in the predo-
minantly Baroque exuberance which otherwise stamps
Christiania commercial architecure of the 1890’s. The
hammer dressed and tooled surfaces bring out the tex-
ture as well as the colour of the two granite varieties
employed. Badtker’s building is not explicitly men-
tioned by the Teknisk Ugeblad commentator, who re-
ferred to another, more important building then in
course of construction, Henrik Nissen’s Christiania
Savings Bank (Fig. 168-170). In that latter building
»’granite is, for the most part, employed as rusticated
ashlar, which undoubtedly is the treatment that brings
out the best qualities of this otherwise somewhat dull
stone.”’%0

In Norway, no less than in Sweden, the search for
a contemporary mode of expression focussed on British
models. In Chapter 5, above, we met some of the
reasons for this preoccupation: for architects wishing
to overcome the allegedly German plaster of Paris
copyism, the material solidness of British buildings
seemed exemplary, and in a society demanding a
national style, the medieval contacts between Norway
and Britain provided a motivation for turning West in
search of inspiration. We also saw that the search did
not stop in Britain, but extended over the Atlantic.

In Norway the early manifestations of English in-
spiration are to be seen in buildings with facades of
soapstone. In itself this stone was not, of course, par-
ticularly English, but it had been used in medieval
Norway for Gothic structures. Then soapstone is a dur-
able and easily worked material, its dark grey colour
making it suitable for Gothic rather than for Renais-
sance or Baroque forms. It was discussed by architects
and engineers in the 1890s,°" and in 1899 Alfred Dahl
could welcome two remarkable additions to the archi-
tecture of Christiania: Henrik Nissen’s Karl Johan 2
(Fig. 117) and Carl Michalsen’s Tordenskjolds gate 1
(Fig. 116), both coated with soapstone. The quality of
the stone work also demonstrated that now, at last, it
had become possible to get handsome carvings and
masonry from Norwegian masons. Nissen’s building
for O.B.H. Haneborg is classified by Dahl as being in
”’English Renaissance’ style. In its proportions and
fagade rhythm it is no doubt vaguely inspired by Eng-
lish Neo-Gothic-Tudor architecture (cf. e.g. Fig. 118).
With its unfamiliar contours and fresh approach,
Nissen’s creation impressed Dahl *’as a breath from a
foreign, noble tradition in the midst of all the mean
buildings in the vicinity.”” What in particular caught
his attention, was the irregular bond, for which he did
not even have a term:

The irregular division of the stone in the wall sur-
faces is very attractive. With true understanding
of the material, the architect has used stones of



111. Harald Olsen, The David Andersen
House, Kirkegata 17, Oslo. 1897-1898.
(Photo SR)

every possible size, down to quite small pieces. By
this he makes it clear that the costly stone material
has to be utilized to the last bit. This is made pos-
sible thanks to the softness of soapstone, whereas
the utilization of small pieces would become too
costly in harder rocks.®

The bond in question was a squared rubble, not only
in Nissen’s but also in Michalsen’s building. The stone
was dressed smooth, but with enough irregularities to
produce a varied texture which was praised by Dahl,
whose interest in the matter was not merely theoretical.
In January 1899 Dahl had submitted his design for the
Vestre Gravlund Chapel in Christiania, a project com-
prising fagades of granite with quoins and jambs of
soapstone (Fig. 244-245). In June it was proposed that
the natural stone of the chapel be replaced with a less
expensive material, and later that summer the matter
was on the agenda of the Christiania city government
and city council.® Thus, what Dahl really had in mind
when he praised soapstone in Teknisk Ugeblad, is clear

enough from his first paragraph: *’an architect may
have both the will and the ability to produce a hand-
some result, but he is frequently stunted by the econo-
mical pressure exercised by the builder.”’® In the end
Dahl’s design was carried out in its original conception;
he was among the first to take the next decisive step,
that is to use hammer-dressed rubble instead of the
tooled variant.

In combination with rustic ashlar, hammer-dressed
rubble laid to regular courses had been used as early
as 1897 by Kristen Rivertz in a suburban residence,
Marmorgarden (’The Marble House’’; Fig. 119).%
Marble had become topical in the early ’nineties (cf.
above p. 35, 37), and in this early instance Rivertz ob-
viously strived for a coloristic effect with the contrast-
ing white and red stone applied in a manner strongly
reminiscent of Richardson’s Crane Library in Quincy,
Mass.% It was also Rivertz who designed the first
openly Richardsonian exterior in Oslo, the Serpentin-
garden, so named after the stone variety employed in
the fagade (1898-1901; Fig. 45). Rivertz’s preoccupa-
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tion with the textural effects of masonry appears from
his attempt to vary a formula worn from frequent re-
petition in the commercial centre of Christiania: in Son-
tumgarden (1899-1901) he has combined a slick,
German-inspired Warenhaus fagade with the irregular,
rubble-like bond associated with the English and Ame-
rican tradition (Fig. 120).

The climax of Norwegian Richardsonianism is to be
seen in Waldemar Hansteen’s Centralbanken for Norge
(Fig. 121). Designed and built in two phases (1900-1903
and 1905-1906),67 Centralbanken looks like a cross-
breed of Richardson’s Cincinnati Chamber of Com-
merce and Boston Ames Store with a little crenellation
added on top.68 Although trained under Hase in Han-
nover, Hansteen was well acquainted with American
architecture, since he designed the Norwegian pavilion
at the 1893 Chicago Exhibition, to which he also tra-
velled.

The stone employed in Centralbanken was Brumund-
dalen sandstone, a brown-yellow variety, which had
been used earlier for a building in the district where
it was quarried.” The basement and first storey are
lined ashlar rustication, and the upper three storeys
have hammer-dressed rubble. The corner and central
projection, the crenellation and the jambs are in dressed
stone, enhancing the rough texture of the rest. In 7ek-
nisk Ugeblad a critic wrote that >’professional people

113. Harald Olsen, Glassmagasinet, Stor-
torget 10, Oslo. 1897-1901. (Photo SR)
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114. Harald Bodtker, Den Norske Enkekasse, Keysers gate 8, Oslo. Elevation 26. 3.
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will probably concentrate their principal interest on
the fagades.”” He saw the starting-point of the ’Ro-
manesque-Gothic transitional style’” in national motifs,
without mentioning modern precedents. According to
the same writer, the Brumunddalen stone was especially
successful. It presented an alternative, which the archi-
tects had long waited for, a variety somewhere between
hard rocks such as granite and syenite and soft stone
such as soapstone. Its colour is variable, a fact that
gives Brumunddalen sandstone precedence over most
other Norwegian stones, which are often somewhat dull
in colour. The writer hoped that the experiment would
turn out well, so *’that there will soon be better times
for this handsome and expressive material.”’”

Not all reactions were equally favourable. Teknisk
Ugeblad was vigorously contradicted by a corre-
spondent to a daily paper who rejected Hansteen’s ap-
proach to the material. The rustication of the first
storey, the correspondent wrote, has in an artificial
manner been given a coarseness which is natural, not
to sandstone, but to granite, if this rock is treated in
a rational way. The correspondent also took exception

1898. Oslo, Bygningskonstrollens arkiv. (Photo Oslo

115. Harald Bedtker, Den Norske Enkekasse. 1898-1900. Detail of
facade. (Photo SR)
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116. Carl Michalsen, Ove Andersen’s House, Tordenskjolds gate
1, Oslo. 1899. (Photo SR)

to the lining of the upper storeys where, contrary to
aesthetic as well as to practical rules, the stones had
been laid on edge instead of on their natural beds. The
Teknisk Ugeblad critic hastened to explain his views.
As for the simpler, technical question of the method
of laying the stone, he agreed in principle with his op-

118. J.H. & F. Healey, Leeds Stock Exchange. 1873. From Kla-
sen, Grundrissvorbilder, V1, fig. 538.

ponent, but he defended the solution applied in this
special case, since the denseness and homogeneity of
Brumunddalen stone permitted it to be laid either way.
As for the more complicated question of the texture,
the Teknisk Ugeblad critic defended the architect’s right
to treat every material so as to give it life and varia-

117. Henrik Nissen, O.B.H. Haneborg’s
House, Karl Johans gate 2, Oslo. 1897-
1899-1900. (Photo SR)



119. Kristen Rivertz, Marmorgarden,
Riddervoldsgate 3, Oslo. 1897. (Photo SR)

tion, as long as this does not constitute a direct con-
flict with the material itself or an attempt to imitate
another. And is the rough surface more natural to gra-
nite than to sandstone?

The truth is that here in Norway we have begun
to use granite with a rock-faced cleavage reminis-
cent of sandstone or limestone treated in the rus-
tic manner. Therefore, if this theory is applied in
all its rigour, the conclusion could just as well be
the opposite, or a ban on using granite, not sand-
stone, in this manner.”!

This argument, of course, is justifiable on historical
grounds. As a declaration of principle, moreover, it il-
luminates romantic tendencies after the turn of the cen-
tury. Although it was admitted that ’each stone va-
riety should be employed in accordance with its nat-
ure’’, architects reserved themselves *’that freedom of
movement which is essential if architecture is to be
saved from becoming a dry art form constrained by pe-
dantic rules.”””

In some respects, then, the stone movement followed
the same pattern in Norway as it did in Sweden. In both
countries the ideal of truth to material was first adop-
ted by historicist architecture, and in both countries the
search for a contemporary idiom was begun by looking
towards Britain and America for inspiration and
models. The older, historicist tradition also existed side
by side with more recent attempts to define a ’modern
taste.”” In Christiania Ove Ekman continued to build
profusely decorated marble fagades long after Kristen
Rivertz had made rock-faced stone a self-sufficient aes-
thetic device, just as in Stockholm elaborate style exer-
cises existed side by side with ’rational’’ rubble ex-
teriors with little or no ornamentation.

A similar pattern is to be seen in Finland, too. But
here the economic basis was narrower, the building in-

dustry undeveloped, and the sheer amount of building
projects incomparably smaller than in Christiania, not
to speak of Stockholm. Moreover, a building boom
that had begun in the 1880’s was followed by a reces-
sion in 1892-1894; by the middle of the 1890’s, that
most critical phase in the development we are studying,
building activity in Helsinki had sagged to minimal.”

In the early years of the decade builders in Helsinki
were praised for their open-handedness with regard to

120. Kristen Rivertz, Sontum-garden, Grensen 5-7, Oslo. 1899-1901.
(Photo SR)
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the decoration of urban architecture: ’’foundations and
mouldings of granite, ornaments of plaster of Paris or
cement and polished columns of the handsome Hango
granite nowadays adorn the fagades of our build-
ings.”’’™ But in the year of the 1897 Stockholm exhi-
bition a correspondent naming himself *’Konstvan’’
(”’ Amateur of Art”’) attacked the Finnish architects for
their negligence of proportion and their propensity for
meaningless plaster ornaments.

How far behind is not our architecture that of Swe-
den! The buildings along Strandvédgen in Stock-
holm are truly magnificent; but what can we show?
The ’palaces’’ in Norra Esplanadgatan! Buildings
that may at the first glance look ever so decora-
tive, but on closer inspection prove to lack all
solidity and almost every trace of real beauty.

»’Konstvan’’ regretted that the term ’’Renaissance’
was profaned by being connected to this awful archi-
tecture. Not that a return to the past was to be desired;
the best new buildings are those which have a character
of their own and which cannot be directly connected
with any specific historical style.”
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121. Waldemar Hansteen, Central-
banken for Norge, Tollbugata 20, Oslo.
1900-1903 (from the corner to the main
entrance); 1905-1906 (four window bays
to the left). (Photo SR)

»’Konstvan’s’” attack called the architect Jac. Ahren-
berg to the defence of his profession. The comparison
with Strandvigen in Stockholm is unjust. Twenty years
ago Strandvidgen did not yet exist, only a row of coal-
shacks and sheds; the fine, modern buildings that we
see today were built within a limited space of time,
according to an excellent building code, by architects
with a common educational background. >’The Swedish
architects have had the most handsome materials and
technically skilled workmen at their disposal, whereas
we have had durable but ugly bricks and incompetent
workers.”” Moreover, the Swedes have had much more
contacts with England. In this way they have received
direct impulses from the English reform movements,
whereas we have committed ourselves to Germany. In
contrast to the Swedes

We cannot adopt the French or English style of
architecture; it is a noble old style based on treat-
ing materials such as limestone, sandstone, granite
and marble. It might have been possible for us to
stick to the Italian brick style, but unfortunately
we have chosen Germany for our mentor in every-
thing.”®



An illustration to Ahrenberg’s argument is provided
by the Argos House in Helsinki (Fig. 76). Here a piece
of Strandvigen had been transplanted to Finnish soil,
but the materials had also had to be imported together
with the design. The only freestone available in quan-
tity in Finland was soapstone, and for this material Karl
Hard af Segerstad designed Clasonesque details for a
redbrick block of flats in Helsinki (1899; Fig. 122).”

Compared to Norway and Sweden there was a lag
of more than ten years before Finland received its first
building with a complete fagade of natural stone. This
was the head office of Suomen Yhdyspankki - Fore-
ningsbanken i Finland (1896-1898; Fig. 123-124). The
building was planned by Gustaf Nystrom, a Vienna
trained architect in the academic tradition, and the first
holder of the chair of architecture in the Polytechnic
in Helsinki. In 1896 Nystrom presented his first eleva-
tion to the board of the bank, and at about the same
time he discussed the possibility of a stone fagade with
representatives for Ab Granit; however, Nystrom’s es-
timate of the cost was considered too low by Ab Granit
and the matter was allowed to rest for the time
being.”® At one stage the possibility of making the
fagade of Gotland limestone seems to have been con-
templated,”™ but in the autumn of 1896 agreement was
finally reached with Ab Granit. The foundation stone
was laid in February 1897, and in December Nystrom
demonstrated the fagade to the Architects’ Club. In
May, 1898 the the bank moved into its new pre-
mises. %

122. Karl Hard af Segerstad, Falken, Albertinkatu/Albertsgatan
23, Helsinki. 1899. (Photo SR)

123. Gustaf Nystrom, Suomen Yhdyspankki — Foreningsbanken i Finland, Helsinki. 1896-1898. (Photo in the Archive of SYP—FBF)
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124. Gustaf Nystrom, Section of the
fagade of SYP—FBF. August 1896.
Archive of SYP—FBF. (Photo Wulff

Kopio)

125. Waldemar Aspelin, Nordiska Aktie-
banken, Viipuri—Viborg (today Vyborg,
USSR). 1898-1901. (From Karsten, 1936,
p. 39)




126. Waldemar Aspelin, Helsingfors
Sparbank, Fabianinkatu/Fabiansgatan 15,
Helsinki. 1900-1902. (Photo SR)

The red-brown Hango granite was employed in real
blocks, with a depth of 30-45 cm or in parts almost half
the wall thickness (Fig. 124). A certain variation was
achieved by the use of select details in grey granite and
through contrasts between hammer dressed and tooled
surfaces. The contract provided for certain simplifica-
tions of the main elevation: thus animal heads in the
capitals should be replaced by simpler forms more suit-
able to granite. >’ The working drawings shall be made
so as not to make the execution of the work in granite
all too difficult. Thus surface ornaments shall generally
be executed in low relief against intaglio background
or else as gravure (whereby the ornament is incised in-
to the surface of the stone).”” A number of sculptured
details were to be carved of softer material of the same
colour.?! Despite these modifications, the delivery did
not give Ab Granit much profit, a fact of which its di-
rectors were aware when signing the contract; none-

theless they accepted the terms in the conviction that
’it was to the advantage of the firm to promote the
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spread of this type of construction.

By contemporary critics Nystrom’s bank building
was taken as a starting point for reflections on the value
of true materials. The young architect Vilho Penttila
referred to recent developments in Scandinavia and
Scotland, and hailed the Yhdyspankki building as a
turning-point in Finnish architecture.® Another com-
mentator, Bertel Jung, characterized the building as
’one of the milestones in our stone architecture,”’ but
subjected Nystrom’s humanist idiom to a detailed and
sharply critical scrutiny. His most important conclu-
sion was formulated as a question:

The intractable nature of the material has, of cour-
se, made it necessary to give the details a simpler
form than is customary in Renaissance buildings.
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No doubt the working out of the details has pre-
sented problems to the architect; yet it has also pro-
vided an inspiration to several new and interesting
motifs. Certain details — or, rather, portions of
the fagade — which in my opinion have turned out
less well, do indeed raise the question: is the
Renaissance a suitable style for buildings of
granite? My own answer to this question is that
[...] more justice would be done to granite, both
technicallly and aesthetically, if it were treated with
more stylistic freedom than what is possible with-
in the strict, academic Renaissance system.

The reservations against the use of Renaissance
forms together with granite were politely expressed in
the case of Nystrom’s bank building. But as the prac-
tice continued, the critical tone also sharpened. In
1898-1901 a pompous head office for the Nordiska Ak-
tiebanken was built in Viipuri/Viborg (today Vyborg
in the USSR; Fig. 125), designed by Waldemar Aspe-
lin; the granite parts of the exterior and the interior
were delivered by Ab Granit.% In 1902 the architect
and writer Nils Wasastjerna published a devastating
appreciation of Aspelin’s creation: *’The ancestors of
the enormously expensive building are obviously to be
found in Italian Renaissance palaces (Palazzo Strozzi,
Palazzo Ricardi and others), but the degeneration is
unmistakable.”” The architect had clearly wanted to
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127. Grahn-Hedman-Wasastjerna, Wasa
Bank, E.Esplanadi/S.Esplanaden 12, Hel-
sinki. 1898-1899 (Photo N. Wasastjerna,
SRM—FAM)

suggest solidity and severity, but the result, he wrote,
has been clumsiness and tediousness. The dark brown,
polished granite colonnettes impressed Wasastjerna as
particularly misplaced; in short, *’the exterior certainly
leaves the beholder completely indifferent and un-
moved.”’ The building was presented as a warning
example and a rhetorical contrast to another bank
building in Viipuri/Viborg, the Kansallis-Osakepankki
(Fig. 132- 133), which Wasastjerna hailed as a harbinger
of a new era of architecture (cf. below). The vehemence
of this attack is remarkable — in Norway Harald Badt-
ker’s Widows’ Fund building (Fig. 114-115), which is
similar in conception and almost exactly contempora-
neous, merely elicited faint praise. Nor are reasons for
this hard to find. During these very years, Finnish archi-
tecture was entering a dynamic phase which made the
historicist position appear more outdated than ever,
even for bank buildings intended to express solidity.
In his next bank project, the head office of Helsing-
fors Sparbank (Fig. 126), Aspelin abandoned the Ita-
lian formula in favour of an idiom with Northern al-
lusions; as a whole the composition is modelled on stan-
dard German Geschdftshaus fagades. Aspelin presen-
ted his plans and elevations in November 1900. The
question of the fagade material inspired a lively discus-
sion in the bank’s administration. The ad hoc building
committee had considered two possibilities, granite by
Ab Granit or marble by Ruskealan Marmori Oy, and



128. Grahn-Hedman-Wasastjerna, Wasa Bank, detail. (Photo Kari Hakli, SRM—FAM)

the tenders submitted by these firms amounted to about
the same; for this reason the matter was referred to the
Board for decision. The Board decided to request ex-
pert reports on the durability of the Ruskeala marble
from Wilhelm Ramsay, professor of geology, and J.J.
Sederholm. Since the two experts opined that the ma-
terial was acceptably resistant to frost and to the acid
of the city air, a majority supported marble. Three
members of the board dissented, arguing that *’for this
purpose granite should be employed as being both more
durable and more appropriate.”’® The Savings Bank
was admired for its fagade material rather than for its
architectural merits, for instance by the critic Gustaf
Strengell. >’Here the domestic marble makes an excel-
lent impression; unfortunately the design does not raise
itself above the level of mediocrity.”’3®

In their search for an adequate idiom for the recent-
ly available stones, architects in Finland did not, any
more than their colleagues in Norway, attempt any in-
dependent reassessment of the European heritage of
styles. Finland had no I.G. Clason. But as we have
seen, Clason’s architecture was closely copied by the
Helsinki firm Grahn-Hedman-Wasastjerna in the the
Argos House (Fig. 76). In 1897-1899 the trio emulated
another Clason work, the Hallwyl Palace (1893-1898;
Fig. 90) in their building for the Helsinki office of the
Wasa Bank (Fig. 127-128).%

In March 1897 the Wasa Bank bought a ground plot

in the southern Esplanade in central Helsinki, and in
November Knut Wasastjerna presented his first >’sketch
for a fagade in Moric style.”® In February 1898
tenders were invited from contractors. One of these was
at the time building the Yhdyspankki-Foreningsbanken
on a running account (Fig. 123). From recent experience
the master-builder assumed that the fagade stone would
not be delivered in time, and for this reason he was
unwilling to enter a contract-by-tender agreement, an
apprehension that was to prove only too justified.”!
The facade was imported from Sweden, pink Orsa
sandstone delivered by the Stockholm firm Ericsson &
Kjellstrom, who had specialized in red sandstone. In
June 1899 all the fagade material had arrived and in
the same month the premises were taken into use.” To
the stone firm, however, the contract proved so dif-
ficult that when in September they were invited to sub-
mit a tender for the fagade of Nylands Nation (Fig.
129), they politely but resolutely declined.”

Bertel Jung — who had questioned the Renaissance
idiom of the Yhdyspankki-Foreningsbanken — was ef-
fusively enthusiastic over the Wasa Bank. He praised
its source of inspiration, Clason and the Hallwyl
Palace, and he used unqualified superlatives for its
composition and noble material. >’ And one can hardly
find words of praise for the discreet treatment of lines,
surfaces and ornamentation which has given full justice
to the fabulously handsome material.”” To the general
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public, however, the architecture of the Wasa Bank ap-
peared difficult. The coupling of the windows and the
absence of pilasters etc. on the intervening wall surfa-
ce made many an onlooker associate it to prison arc-
hitecture, Jung informs us.* Fifteen years earlier the
Stockholm public had reacted in a similar way to the
Thavenius Building (Fig. 62). >’What sort of storehouse
will this be?’” people had asked then, finding that ’the
windows were too widely spaced, and the fagade too
sparsely decorated.’”®

The adaptation of the three storeyed Hallwyl fagade
for a five storeyed commercial building presupposed
certain modifications. The plain windows of the first
and third floor of the Wasa Bank tend to neutralize
these storeys, suggesting that there are three really im-
portant levels. In order to counter-act the impression
of height, the architects have resorted to a device re-
miniscent of the motif used by Gustaf Lindgren and
Agi Lindegren in the Stockholms Handelsbank (1895-
1896; Fig. 96): an elaborate arcade of closely set
windows surmounted by a parapet, in the case of the
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129. Karl Hard af Segerstad, Nylands
Nation, Kasarminkatu/Kaserngatan 40,
Helsinki. 1899-1901. (Photo Risto Kamu-
nen, SRM—FAM)

Wasa Bank composed of fields emblazoning the Wasa
sheaf (Fig. 128).

Like the Argos House, the Wasa Bank tended to sup-
port Jac. Ahrenberg’s assessment of the situation in
Finland: a more elaborate treatment of a fagade,
whether in French or English Gothic, or as in this case,
Spanish Renaissance, seemed impossible in any domes-
tic stone. There was, however, one exception to the
rule: soapstone, which Karl Hard af Segerstad had al-
ready experimented with in his Falken in Helsinki (Fig.
122), and which the Geological Commission had recom-
mended for articulate stone carving (Fig. 14). The Fin-
nish Soapstone Co. had, moreover, been registered in
1899 (cf. above p. 44).

In 1899 Karl Hard af Segerstad was given another
opportunity to use soapstone. Since the 1870’s, Nylands
Nation, the Association of Swedish-speaking students
from the capital and the province of Nyland, had
planned a building. After a complicated pre-history in
several phases, a closed competition was won by Karl
Hard af Segerstad in September 1898.% In its main



130. Karl Hard af Segerstad, Nylands
Nation, detail. (Photo SR)

features, the Nylands Nation was built according to
Héard af Segerstad’s winning design; only the small
gable on the right replaced a curved pediment in the
first project (Fig. 129).

The fagade material of the Nylands Nation was dis-
cussed at length in the various committees set up to con-
duct the building project. At an Association meeting
in October, 1899, a motion from the floor proposed
the use of ’’granite, soapstone or some other natural
material;’’ the speaker referred to the recent current
in architecture, according to which a building with a
lofty purpose should have a more permanent facing
than plaster or gypsum. The motion was unanimously
adopted by the meeting.”” This decision had, however,
been anticipated by the architect’s own inquiries, sent
in the preceding months to various firms including Ab
Granit, and in Sweden, Yxhults Stenhuggeri and Erics-
son & Kjellstrom.”® In November the alternatives had
crystallized to two, granite or soapstone, and with a
majority vote soapstone was finally chosen.”” The
pros and cons of both materials had then been discussed

in much detail: on the one hand, soapstone had a dul-
lish grey colour, but on the other, this soft material was
better suited to the style of the fagade, which would
have to be simplified if granite was chosen. Decisive
was the information supplied that rock-faced blocks
of soapstone could be had in measures of 30x40
Cm.lOO

The composition, as well as the details of Nylands
Nation suggest inspiration in contemporary Scottish
architecture, which was known to architects in Finland
mainly through publications. The rubble wall (Fig. 131)
does not live up to Scottish norms (disregarding, of
course, the fact that this is a mere lining): there are,
for instance, vertical joints with no less than five stones.
Nylands Nation represents the historicist application
of stone rationalism: the material was chosen after the
elevation had been composed, instead of the other way
round, and the details impress us as repetitions rather
than inventions; the builders, moreover, resisted the
idea of simplifying the architectural idiom to suit gra-
nite, a simplification that was by this time welcomed
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131. Karl Hard af Segerstad, Nylands Nation, detail of rubble lining.

(Photo SR)

U§

128

by many theorists and architects. Bertel Jung, the severe
critic quoted several times already, called Nylands Na-
tion "’a rehash of old and well-known themes,”’ con-
trasting it to the Polytechnics’ Union inaugurated two
years later (Fig. 205-206).'!

Nils Wasastjerna saw historicism as definitely over-
come by the trio Usko Nystrom-Petrelius-Penttild in
their building for the Kansallis-Pankki in Viipuri (Figs.
132-133). ’If Benedetto da Majano, Cronaca, Michel-
angelo or any other of the Renaissance masters could
rise from his grave and be confronted with a building
such as the Nordiska Aktiebanken [Fig. 125], he would
certainly shrug off this architectural lingo, surprised
that our architects find no more worthwhile things to
do than to caricature Renaissance art; but in front of,
for instance, the Kansallis-Pankki he would surely find
that the building speaks a language unknown to him,
the language of a new era. Nonetheless he would watch
the building with interest and respect, trying to under-
stand this new idiom.”’'”> What elicited the critics’ ad-
miration was the congenial use of material: the ground
floor level was rusticated and lined with grey granite,
whereas the upper storeys were delicately articulated
in soapstone.'”® To a later generation of viewers the
moderating influence of Viennese models is clearly per-
ceptible; at the same time the Kansallis-Pankki with its
thistle ornamentation already forms a mature example
of national romantic architecture.

132. Usko Nystrom-Petrelius-Penttild,
Kansallis-Pankki, Viipuri  (Vyborg,
USSR). 1900-1901. (Photo N. Wasastjer-
na, SRM-FAM)



133. Usko Nystrom-Petrelius-Penttild, Kansallis-Pankki, Viipuri. From Rakentaja, no. 12, 1901, pl. XV.
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8. MONUMENTAL ARCHITECTURE

There is one good thing, which the recent trend
has brought about: nowadays monumental archi-
tecture is no longer thinkable in imitated materials
— as it was in the period when the Royal Library,
this otherwise handsome and noble work, was
built. This is already an important gain for our city
and our country.'

These words were written by Gustaf Lindgren on the
occasion of the great Scandinavian Exhibition in Stock-
holm 1897. They certainly held good for Sweden, where
vast public buildings such as the Royal Opera House
(Fig. 136-137) and the National Bank with the Parlia-
ment Building (Fig. 138-140) were under construction
or nearing completion. The Nordic Museum — which
was situated on the Exhibition grounds — had been
built as far as the central part (Fig. 135), and the por-
tion completed so far was temporarily integrated with
the Exhibition architecture.

Lindgren’s words also applied to the situation in
Norway, where the National Theatre (Fig. 145-146) and
the Christiania Court of Justice (Fig. 71) were under
construction. In Finland, on the other hand, depressed
economic conditions and the primitive level of the stone
industry long precluded the use of natural stone, even
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for monumental architecture. In 1890 both the House
of the Estates and the Finnish State Archive had been
built with fagades of painted plaster according to the
designs of Gustaf Nystrom, the architect whose Yhdys-
pankki-Foreningsbanken was to become a paradigm.
In 1899 Nystrom’s bank building was referred to by
the Finnish Board of Public Buildings in an applica-
tion to the Senate. Now that private buildings began
to have granite instead of plaster fagades, it was argued,
a museum for the nation’s priceless collections should
not be in an inferior position. A solid material, more-
over, would also give the building a *’dignified and mo-
numental character’’ (Fig. 155-156; cf. below p. 146).

In Sweden the first public building since the Natio-
nal Museum to receive a fagade of natural stone was the
Nordic Museum, Nordiska Museet, in Stockholm (Fig.
134-135). The campaign for a new, adequate building
for the museum began in the early ’eighties. An inter-
national competition, held in 1883, failed to yield an
acceptable design. Instead, the energetic founder and
leader of the museum, Artur Hazelius, proceeded to
work out plans in collaboration with Magnus Isaeus,
who was a member of the board of the Museum. Isaeus
died in 1891, and the planning was thereafter entrusted
to I.G. Clason, who in the same year produced plans

134. 1.G. Clason, Design for the Nordiska Museet, Stockholm. Drawing by Gust. Améen. From Forslag till byggnad for Nordiska Mu-

seet, 1891, pl. 2.
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135. 1.G. Clason, Nordiska Museet, en-
trance. 1892-1907. (Photo SR)

and elevations for a castlelike edifice with a rectangular
court and corner towers.?> Aided by an assistant, Gus-
taf Améen, Clason published his project in a folio
volume with heliogravure illustrations (Fig. 134). The
general effect is reminiscent of Netherlandish Renais-
sance architecture, although certain motifs allude to the
Swedish national heritage, notably the corner towers
modelled on Gripsholm Castle. The publication states
that >’The building is planned to be executed in brick;
its lower part is to be clad with granite up to and in-
cluding the first cordon moulding, that is, to a height
of ¢. 5 metres.””? Clason’s choice of style and his ela-
boration of individual motifs was clearly determined
by the material at his disposal. A few years earlier, he
had successfully employed a similar solution in the Biin-
sow house (Fig. 63).

At the same time, however, the possibility of using
stone instead of brick was investigated. In November,

1891 the Museum building committee received a detail-
ed report on the resources of Roslagen sandstone,
which had been prospected for this purpose by the geo-
logist Eugeéne Svedmark. The report stated that after
centuries of utilization, the stone was no longer easily
found in larger blocks. ’’Since, however, so called
rubble (’nubbsten’’) of small dimensions is envisaged
for the building of the Nordic Museum, I do not hesi-
tate to state [...] that the resources of suitable sand-
stone are fully sufficient.”” In February, 1893 the
Board applied for royal permission to proceed with the
first phase of the project, the western Main Hall (the
only part ever carried out), and in April the permissi-
on was granted.’ But even before the permission
arrived, contracts were signed with three Roslagen en-
trepreneurs undertaking to deliver sandstone.® Until
1907, when the building was finally completed, Clason
submitted elevations to fit his reduced Museum pro-

131



ject.” But he did not apparently regard the choice of
sandstone instead of brick as requiring any substan-
tial adjustments. This attitude seems typical of the
earlier phases of the stone movement, and it can be ob-
served in other cases of the last-minute change of fagade
materials.

The Royal Opera House in Stockholm (Fig. 136) was
planned during the same years as the Nordiska Museet.
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136. Axel Anderberg, The Royal Opera
House, Stockholm. 1891-1898. (lfrom a
heliogravure by Chr. Wastphal, AAK)

The old Opera House built by Gustaf III had become
too small, and it was regarded as outdated, technically
as well as from the safety aspect. In the 1880’s several
proposals had been presented for the extension and re-
modelling of the Opera; after an unsuccessful compe-
tition the matter had reached an impasse. But in 1889
a Consortium was established, and from now on the
project was carried on as a commercial venture and

137. Axel Anderberg, The Royal Opera
House, entrance to the Opera Tavern.
From Operabyggnaden i Stockholm, 1898,
pl. facing p. 44.



with professional efficiency.® The planning was given
to Axel Anderberg, who submitted his designs for ap-
proval in 1890; the construction was begun in the fol-
lowing year, and the building was completed in 1898.
The campaign had been conducted with extraordinary
prudence, leaving a surplus which could be used for
furniture and for the support of the opera company.

Although economy was thus exercised, genuine or
at least ’’solid’’ materials were used in the Opera
House. In the exterior, the stated intention to subor-
dinate the architecture to that of the the nearby Royal
Castle provided a convenient reason for using tinted
plaster for the wall surfaces.” [.G. Clason, who was
himself a member of the Consortium’s expert panel,
suggested that granite would have been preferred for
the entire fagade if this had been economically
feasible.'” As built, the Opera House has Norrtilje
granite in the first floor only, Oland limestone for the
window dressings, pilasters, balustrades etc, and Yxhult
limestone for the upper mouldings.'" For the rustic-
ated ground level Anderberg is reported to have wanted
red sandstone; since the availability of this variety in
the required quantity was uncertain, the Consortium
had the resources prospected,'? apparently with a dis-
appointing result. O.A. Busch, the project co-ordinator
and editor of an illustrated volume published for the

inauguration, was pleased to note that out of 60 dif-
ferent contractors involved only two were foreign, the
Ankerske Marmorforretning supplying marble for cer-
tain interior details, and C.Wienberg in Copenhagen,
’who in his capacity as the owner of a limestone quarry
in Oland still delivered a Swedish material, worked by
Swedish workmen.”” Otherwise the Opera House was
built almost exclusively of Swedish materials.” The
result bears the mark of a corporate project; Ander-
berg served as the willing instrument of the Opera Con-
sortium, and he made no attempt to formulate origi-
nal solutions. The competent use of a Renaissance
idiom in a Semperian variant answered his level of am-
bition (Fig. 137).

The nearby building complex for the Parliament and
the Bank of Sweden, the so-called Riksbyggena, offers
several parallels to the Opera project. Thus for the
Riksdagshuset building stone was also used in combi-
nation with brown tinted plaster, again with the Royal
Palace as a pretext. As in the case of the Opera House,
the plaster was a substitute for the whole stone alter-
native. As late as 1898, less than two years before the
this extensive fagade work was completed, the pos-
sibility of replacing the plaster with natural stone was
still keenly explored.

Riksdagshuset was seen as a visible manifestation of

138. Aron Johansson, Design for the Riksdag building (back left) and State Bank (front right). 1894. From Aron Johanssen, Forslag
till Riksdag- och Riksbanksbyggnader, 1894, pl. [4].
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representational democracy, and for this reason the
proponents of the project regarded the site on Hel-
geandsholmen adjacent to the Palace as the only ac-
ceptable alternative. A decisive turn in the long pre-
history of the Riksbyggena occurred in 1888, when the
Diet decided to go on with the plans for the disputed
site. An earlier project by the head of the Swedish
Board of Public Buildings, Helgo Zettervall, was re-
vised, and Zettervall and his young assistant Aron Jo-
hansson were commissioned to work out new designs.
In 1892 Zettervall resigned, and Johansson was given
sole responsibility for the project. A publication with
plans and perspective views appeared in 1894 (Fig. 138).
From this basis the project proceeded with successive
modifications, the most important being the omitting
of the cupola. The Parliament building was built in
1897-1905 and the Bank in 1898-1906.'

Aron Johansson’s creation became the target of a
continuous flow of criticism and invectives, from his
colleagues as well as from the press and the public. We
recall that Lundbohm criticized the haphazard proce-
dure adopted for the choice of materials for the Riks-
byggena. Instead of first ordering plans and elevations,
and then chosing the stone (as frequently happens with
private projects, and now also with the Riksbyggena),
the state should begin the planning of important mo-
numental buildings with a survey of available ma-
terials."”” Lundbohm’s objection was more than justi-
fied. In the one page explication in Johansson’s For-
slag till Riksdags- och Riksbanksbyggnader pa Helge-
andsholmen the fagade materials are summarily speci-
fied as natural stone (granite, limestone and sandsto-
ne) except for the plastered wall surfaces between the
pilasters.

At the first meeting of the Building Commission in
January 1895 one member presented a list of 20 points
that the commission had better clarify. The first two
were "’What stone is to be used for the coating of the
outer and inner fagades?’’, and "’To what extent shall

natural stone be employed for the outer and inner
fagades?’” No regard was then paid to the initiative,
although it appears that the two firms that ultimately
were to deliver the fagade stone had already submitted
preliminary tenders based on general drawings on a
small scale.'® But a little later the baron B.A. Leijon-
hufvud presented a work schedule, which entailed,
among other things, that elevations of the stone por-
tions of the fagades should be required as a basis for
negotiations with stone firms. In May, 1895 Leijonhuf-
vud had arrived at the conclusion that tenders based
on the general drawings must, of necessity, be un-
reliable.

The ornamentation of the fagades of the Riksdags-
huset is composed in the so-called Baroque style.
Characteristic of this style is the employment of
bent lines and curved forms with garlands, fe-
stoons, caryatides, figures, the rich ornamentation
of doorways and window openings, and a pro-
fusion of delicate mouldings.

Opinion may certainly be divided on whether the
employment of Baroque ornamentation was the
best possible choice for the Riksdagshuset. In any
case it is evident that these numerous delicate or-
naments will prove costly, and that their execution
will require much time, all the more so, since the
material to be used will consist of our intractable
granite, sandstone and limestone.'”

Leijonhufvud suggested simplifications. After all, he
reminded the members, almost everything is made by
hand in the stone firms; the three years allotted to the
construction of the walls and their coating may easily
extend to four of five. In the autumn the committee
still deferred a decision on what stone to use. The archi-
tect members Aron Johansson and F.G.A. Dahl were
required to calculate the amount of stone needed. Jo-
hansson’s and Dahl’s estimate was presented in March
1896, and in July that year no less than fifteen tenders
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139. Aron Johansson. Riksdagshuset
(Parliament  Building),  Stockholm.
1894-1906. (Photo Rolf Nummelin)



140. Aron Johansson, Riksdagshuset
(right) and Riksbanken (left) with the pas-
sage forming an extension of Drottning-
gatan. (Photo ca 1910; AAK)

were discussed in two meetings. *’With regard to con-
struction,’” Johansson recommended the tenders that
included pilasters, columns and cornices of granite and
surrounds of freestone. Again the deliberations of the
committee seemed to tend towards a combination of
Norrtélje granite and Hoburg limestone.'®

In August 1896 the assistance of Hjalmar Lundbohm
was summoned. Johansson, Leijonhufvud and Lund-
bohm travelled together to Gotland to inspect the lime-
stone in situ. Lundbohm arranged the stone to be tested
in the Chalmers Institute of Technology in Gothenburg,
and he made a careful study of the medieval churches,
where Hoburg stone had been employed, and where
it had been exposed to weathering for six centuries.'
In November, finally, the committee was prepared for
a decision which followed a tendency perceptible right
from the beginning: reddish Norrtilje granite with simi-
larly reddish Hoburg limestone. Lundbohm opposed
the idea of using Gotland limestone at all, since he
doubted its durability. A tender by Kullgrens Enka
proved to be more than 1/8 higher than the one sub-
mitted by the Norrtelje mekaniska. The committee ap-
preciated the high quality of the light grey Malmon gra-
nite; still, it was more expensive, whereas ’’according
to the expert members of the committee, the employ-
ment of the reddish Norrtélje granite could be regarded
as fully justified from an aesthetic point of view.”’?
Despite Lundbohm’s misgivings, Hoburg stone was
contracted for the details; at the time it was also de-
cided to use Graversfors granite for the cornice and en-
tablature.’’ In October 1898 the question of using
rubble ("’nubbsten’’) instead of plaster was brought up,
and in the spring of 1899 the committee investigated
the cost of hammer-dressed Hoburg rubble, comparing
samples of stone and plaster. After further delibera-
tion and consultation with experts, the proposal was

finally rejected in April, 1899.% By the end of the year
1900 the fagade stone of the Riksdagshuset was prac-
tically complete, and three years later the granite of the
State Bank was in place. The whole Riksbyggnads pro-
ject had a sequel typical of the stone boom period: the
Norrtelje mekaniska stenhuggeri had, to quote their
own words, ’contracted the Riksdagshus work for the
definite purpose of becoming pioneers in the field of
Swedish granite for monumental buildings.”” Insuffi-
cient capital, rising costs etc. had upset the original cal-
culations and the firm therefore applied for an extra
payment of 45,198 crowns — or almost as much as its
capital at the time of the contract.?

As pointed out by Lars-Olof Larsson, the granite of
the Bank fagade (Fig. 141) may have certain national
overtones while at the same time drawing on the mo-
numental tradition from Gottfried Semper (cf. Fig.
7).%* Basically both the Opera House and the Riks-
byggena represent an academic, historicist use of stone.
This is not primarily a value judgment. From the his-
toricist point of view, the employment of true mate-
rials meant that the cheap imitation was replaced by
the noble material imitated; the original form was once
again united to the original matter. Since most of the
motifs drawn from the major periods in the history of
architecture had originally been conceived in stone,
there was no need for reshaping them now that they
once again were combined with their original material.
In the case of granite, it was true, the material did seem
to impose new demands on the form, but only in a res-
trictive sense, and not as a positively formative factor.
Thus the hardness of granite necessitated the simplifi-
cation of Renaissance ornaments; but to the historicist
mind it did not suggest the invention of novel forms.
The idea that new forms, too, could be sought to fit
the material, belongs to another line of thought.
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The dynamic interplay between material and form
became evident in the Dramaten (The Royal Dramatic
Theatre) in Stockholm (1902- 1908), built by a consor-
tium formed in the preceding year. The building was
designed by Fredrik Lilljekvist, who a little earlier had
made imaginative use of marble and limestone in his
own house (1896-1897; Fig. 102) and unornamented
limestone in his Drottninggatan block of flats (1898-
1900; Fig. 103). In 1901 Lilljekvist submitted his first
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141. Aron Johansson, Riksbanken.
1898-1906. Detail. (Photo Per Bergstrom)

projects for the theatre. The principal composition with
a central projection and pavilions, as well as the dis-
tribution of the windows were already formulated in
the early elevations, where the figural frieze also occurs.
Lilljekvist’s starting-point was a classicist one: origin-
ally, the central projection had a triangular pediment
with columns in antis, and the pavilions had cor-
responding pediments with pilasters on their gables
(Fig. 142).% Viewed along the Strandviagen, the Dra-

142. Fredrik Lilljekvist, Dramatiska
teatern (Royal Dramatic Theatre), Stock-
holm. Design 1901. Riksarkivet, Stock-
holm. (Photo RA)
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143. Fredrik Lilljekvist, Dramatiska teatern. 1901-1908. (Photo SR)

matic theatre appears with the massive Sjoqvist Build-
ing (cf. Fig. 100) in the background; the classic fea-
tures were clearly intended to set the temple of drama
apart from the urban ambiance. For a fagade of this
character the appropriate material must be marble, or
if such could not be had, a light coloured limestone.

The theatre consortium made use of the expert ad-
vice of I.G. Clason, Carl Moller and Gustaf Wickman
— all of whom also happened to be experts on building
with stone. An estimate of 1901 had calculated with
210,000 crowns for the stone coating. In the following
year the sum had risen to 310,000 for limestone; then
the price of white Ekeberg marble was also quoted
(420,000).>° Investigations had shown limestone to
have less desirable properties and everyone seemed to
agree with Lilljekvist that marble was the best choice.
This was the opinion of Clason, Moller, Wickman and
a geological expert, Professor Gerhard Holm, who was
most enthusiastic.?’

Tenders were received from eight firms, most of them
offerring marble; a few also gave quotations for gra-
nite. Lilljekvist’s own comments on the offers reflect
his original intentions:

I may thus, as I have done earlier, most strongly
recommend Ekeberg marble as being the stone
variety which would be best suited for the building
and which would give it the artistic character de-
manded by its function.?®

Ekeberg marble is, he admitted, the variety requir-
ing most work, but if worked by a competent firm such
as Grafversfors, too many delays might be avoided.
Lilljekvist expressed his disdain for granite: the light
grey Malmon granite delivered by Kullgrens enka *’is
monotonous and lifeless, and lacks patina; if granite
is to be used, the ornamentation must also be treated
in a cruder manner.”” A combination of granite and
marble must be categorically rejected; only if absolu-
tely necessary a solution with the first floor in granite
and the rest in limestone might be considered. Red gra-
nite or dark grey Finnish soapstone were also out of
the question *’since the building must have a light and
vivid colour.”?

The Ekeberg marble was, however, to prove costly.
The original estimate was doubled and the consortium
had to pay over 600,000 crowns for the fagade. As a
consequence, the last years of the building operation
were marred by accusations, explanations and recrimi-
nations circulating among the builder, architect and su-
pervisor of the works.

Still, the associative value of the material overruled
all hesitation. Originally conceived as a classicist marble
structure, the Dramatic Theatre was, step by step,
reworked into a *’contemporary’’ composition with de-
licate, shallow modelling. At one stage the pediment
with columns was evened out to a relief with pilasters,
and the Baroque features of the fagade were discreetly
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emphasized. Finally the frontispiece was dissolved into
an open design, where the original conception was
faintly reflected in the antae and a narrow, oval
fronton, which was almost concealed by Carl Milles’s
sculptural group (Fig. 143). The relief frieze by Chris-
tian Eriksson was integrated with the architecture by
letting the window pediments merge with the figural
strip. All this takes place on the precise, smooth marble
surface built with alternating binders and slabs, con-
trasting against the rebated surface of the ground le-
vel (Fig. 144). Three years earlier, [.G. Clason, advisor
to the theatre consortium, had pointed the way in his
von Rosen palace (Fig. 97), the first building to have
a facade of Ekeberg marble, and a model that Lillje-
kvist seems to have returned to as he was reworking
his initial, classicist project.

Feony
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144. Fredrik Lilljekvist, Dramatiska

teatern, detail. (Photo SR)

In Norwegian monumental architecture natural stone
was long used in combination with brick or tile; a tra-
dition which had its roots in the vigorous rationalist
movement in the middle of the century. The Court of
Justice by H.J. Sparre (1895-1903; Fig. 71-72) and
Kunstindustrimuseet by Bredo Greve and 1.0. Hjorth
(1897-1904) are instances of the historicist use of com-
bined brick and stone; but within this broader tradi-
tion there were other strains, too. In his Historical
Museum (1897-1902) Henrik Bull transformed a red
brick Rundbogenstyl project executed by a prematu-
rely deceased colleague into a full-fledged Jugendstil
complex with yellow tiles and heavily modelled gra-
nite.3

To some extent the widespread use of brick was also
a matter of economy. Up to the stone boom in the mid-
’nineties, an all-stone facade for a vast public building
would have been looked upon as a luxury and as an

145. Henrik Bull, Design for the Natio-
nal Theatre, Oslo. 1890. Norges Arkitek-
turmuseum, Oslo. (Photo SR)



146. Henrik Bull, The National Theatre,
Oslo. 1891-1899. Porch. (Photo SR)

impermissible spending of public funds. Yet time was
working in favour of stone. After a competition in
1889-1890 Henrik Bull was entrusted with the planning
of the National Theatre in Christiania.?' His studies
for the project show that he would have used as much
stone as possible; in the elevation of 1890 (Fig. 145)
the entire ground level is planned as rebated rustica-
tion, the frontispiece in smooth stone and the quoins
with smooth or rusticated ashlar — at some stage rusti-
cation has been summarily indicated on the quoin just
left of the central projection. Only small portions of
the wall surface were planned for brick or some other
less expensive material. But in the end most of the
ground level rustication had to be left out, on the upper
level the stone quoins were also replaced by brick, and
brick was allowed to become the predominant material.

As if to compensate for these cuts in the original
scheme, Bull decided instead to execute the ground
floor pillars and columns in a heavy rustication with
deep rebates in the grey granite (Fig. 146). The emphasis
on material and textural effects already seem to burst
the rules of academic architecture; iconographically
speaking the motif is a romantic overstatement, and
it was understood as such by at least a few contem-
porary observers.?*?

The decisive turn to an idiom based on stone texture,
took place in the most extensive monumental project
of the period, the Government Building, of which the
first — and only — stage was realized in 1901-1904.
After decades of discussions and two competitions
(1887-1888 and 1892) a compromise was reached. An
H-shaped project by Stener Lenschow was combined
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147. Designs 1891 for the Regjeringsbygningen (Government Building), Oslo. Above Stener Lenschow, below Henrik Bull. Published

in Teknisk Ugeblad 1892, pl. 1.

with a rectangular project by Henrik Bull (Fig. 147);
in 1898 the execution of the project was left to the
latter.*

The jury of the 1897 competition already criticized
the competitors for their indifference to Norwegian
building materials. Only three entrants had tried to
meet the obvious requirement that domestic materials
should be used as much as possible; all the rest (24 en-
tries) had used forms that require an execution in
plaster or cement. *>This must be considered unfortu-
nate, both because of the character of the building in
question, and because of the influence that it will exer-
cise upon the development of our national architec-
ture.”’’* When the 1892 jury estimated the building
costs, it postulated that the fagade was to be clad with
brick in combination with dressings and mouldings of
masonry.*

The whole project was, however, allowed to rest until
1898, when a grant was appropriated for the erection
of the southernmost stem of Lenschow’s H-plan. On
October 11, 1901 Henrik Bull submitted an important
revision of the plans: instead of brick and stone the
architect proposed that granite be employed for the
entire fagade. According to his estimate this would
mean an extra cost of merely 27,000 crowns as com-
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pared to the total cost of 1,347,000 crowns. He referred
to the flourishing of the Norwegian stone industry, an
industry deserving support, since it played such an im-
portant role for Norwegian architecture and building
technology. As for the Government Building itself, Bull
wrote:

It is clear that the employment of stone for the re-
vetment of all the street fagades will enhance the
monumental effect of the building compared with
the brick facing envisaged so far. The architectonic
serenity attained through the employment of na-
tural stone will become all the more apparent when
the whole complex is completed.3®

Bull’s revised project from 1901 (Fig. 148) is an im-
portant document of the formative mechanisms of the
stone movement. The intractable granite provided Bull
will a welcome pretext for freeing himself from the his-
toricist legacy. The whole array of traditional motifs
was left out, ostensibly for reasons of economy, but
in the last resort because it offered him a way out from
historicism to a ’’national’’ idiom based on textural ef-
fects with a suitable admixture of Jugendstil.

The Budgetary Committee of the Norwegian Stor-
ting deprecated the fact that drastic alterations to the
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148. Henrik Bull, Revised design for the Government Building. 1901. (From Pedersen, 1967, p. 117)

building programme were introduced at such a late
stage; yet there was no reason to delay the project. The
Budgetary Committee therefore supported *’this "na-
tional aesthetic’ improvement of the original project.”’
They also accepted the economic arguments. Since
Norwegian brick was not good enough, the fagade
would in any case have had to be clad with imported
material. >’The Committee therefore agrees with the
architect in finding it unnatural that our country, which
is so rich in stone, should rely on foreign import and
use a building material, which cannot bear comparison
with our own natural stone, neither from a practical
nor from an aesthetic point of view.”’¥’

As the Government Building began to take shape
(Fig. 149), a critic in Teknisk Ugeblad hailed its archi-
tecture as a manifestation of ideas and aspirations that
had recently begun to occupy the minds of Norwegian
architects. So far these tendencies had been expressed
in words only — not least in Teknisk Ugeblad, the
writer added. Now Henrik Bull had given these ideas
concrete substance, *’breaking with outworn traditions
and harking back in a national spirit, not so much in
the distribution of the masses and the main propor-
tions, where the restful and harmonious Renaissance
form is left untouched, but in the details, in the orna-
mentation and partly in the use of the materials.”” A
step has been taken in the transformation of ’’the
principal forms of the Renaissance in a national spirit,
a transformation which must be further intensified and
stamped with our specific Norwegian character and ar-
tistic mode of expression in order to make it a basis
for a national architecture.”’3® Bjorn Sverre Pedersen,
who has discussed this passage at length, suggested that
the anonymous writer was H.J. Sparre, who was then
the editor of Teknisk Ugeblad.® If this is correct,

Sparre did indeed show an open mind; across the street
his own, traditionally Neo-Baroque Court of Justice
was nearing completion (Fig. 71), and he must have
been aware of the fact that his work would immedia-
tely become a symbol of a past phase in Norwegian
architecture.

In November, 1906, Henrik Bull gave a lecture on
his work to the Architects’ Section of the N.I.A.F. He
emphasized the significance of the decision to employ
granite; this gave the building a monumental character.
The decision was an encouragement to the Norwegian
stone industry. Bull also commented on the textural
effect: he had deliberately used granite from different
quarries in the Christiania region, and *’mixed the dif-
ferent colour nuances in an irregular way, in accordance
with old custom.”’* Bull’s lecture was followed by a
lively discussion. The Chairman of the Architects’ Sec-
tion was Waldemar Hansteen, who himself had just
completed his Centralbanken (1900-1903, 1905-1906;
Fig. 121). Hansteen congratulated Bull on *’this ex-
traordinarily monumental solution’” of his task and
pointed to the Government Building as an example of
how "’our old national art may work in concert with
our modern architecture.”” A less polite contribution
was made by an indignant harbour engineer, who had
been compelled to move from his spacious office on
the former premises to a cell with makeshift partitions
in the new building. Did Bull know what the Reg-
jeringsbygningen had cost a square metre? Or what the
cost per square metre was compared with that of a
block of flats, or, for that matter, the former premises
of the Board of Harbours? Bull confessed that he had
never calculated the cost per square metre. The engi-
neer also wanted to know whether the stone work had
been executed with machine tools or whether it was
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149. Henrik Bull, South wing of the Regjeringsbygningen (all built). 1901-1904. (Photo SR)

handmade — ’’many of the ornaments and figures
shown impressed him as real works of art.”” To this
Bull answered that the stone details had been made
from models. All ornaments were cut by ordinary
workmen, the figural parts in co-operation with trained
ornamental carvers. Bull was hopeful about the future;
»’our stone-cutters are capable of becoming fully
qualified ornamental carvers’’ if only given enough
tasks. The best men were those that had learnt their
trade from their fathers; about pneumatic tools Bull
knew little, but he had a vague idea that such tools
might indeed have been used.*!

Neither were all critics enthusiastic about the Regje-
ringsbygningen. In 1907 Bull was awarded a prize for
this work, but the awarding jury’s reasoning was sur-
prisingly critical. They found *’the rubble (raakop) of
the fagades unnecessarily emphasized.”” Nor did the
lavish use of natural stone quite harmonize with the
function of an office building, at least not in a count-
ry with Norway’s level of economic development. In
a comment on the award, Teknisk Ugeblad was even
more severe, rejecting the notion that national archi-
tecture can be created by reiterating national motifs in
a domestic material (cf. above p. 50).%

When the competition for the Bank of Norway was
announced in 1900, natural stone was stipulated for the
fagades; as far as possible Norwegian materials were
to be employed.® No less than 62 projects were sub-
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mitted. The winners of the first and second prizes were
invited to revise their projects, and in the end the pro-
ject by 1.0O. Hjorth was adopted.* Norges Bank was
completed in 1907. The fagade is clad with dark grey
syenite from Larvik, worked to rock-faced ashlar with
narrow rebates marking the varying heights of the
courses; the variation is also enhanced by the random
mixing of ashlars of slightly different shade. The tex-
ture of the stone forms the principal means of expres-
sion which stresses the monumentality: the >’commer-
cial’’ allusions of the continuous verticals is counter-
acted by the vast expanse of rough stone surface and
the aqueduct-like solidity of the arcades (Fig. 150). Tek-
nisk Ugeblad welcomed the monumental application
of the stone in the Norges Bank, but commented on
the lack of local flavour; the anonymous critic would
have liked some definite link between the architecture
of this new building and the old Christiania architec-
ture preceding it on the same site and generally to be
seen in this characteristic neighbourhood in Christia-
nia.®

The 1901 competition programme for the next pro-
ject of national importance, the Technical University
of Norway in Trondheim (Fig. 151-152), gave rise to
a discussion of principles: if one could not afford a
complete stone facing, in what manner was it then per-
missible to economize? The rules of the competition
stipulated that the fagades were to be clad with natural



150. 1.0. Hjorth, Bank of Norway (Nor-
ges Bank), Oslo. 1901-1907. (Photo SR)

stone, with a sparing use of dressed stone for cornices
and the like; the jury >’did not, however, wish to ex-
clude proposals for other ways of treating the fagade.
Walls facing inner courts and parts of the complex that
after a later extension will cease to be exterior fagades,
may be treated with plaster.”’* A correspondent in the
daily Morgenbladet attacked this stipulation, which
seemed to him "’like a revenant from that age of false-
ness which is not yet a past era in Norway.”’ 