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Sigurd Lewerentz

The Sacred Buildings and the Sacred Sites
Colin St john Wilson

Project for the
extension to the
Stockholm South
Cemetery at
Enskede, sketch
for the Way of the
Cross, 1915
competition.

A Question of Paradox

“It was as if he stood at a slight angle to the
world”, wrote E.M. Forster of the Greek poet
Cavafy; and that image could most aptly be ap-
plied to Sigurd Lewerentz. It is said that he
could sit for a long time just looking at a com-
mon nail and asking himself how many ways it
could be used—for “out of the simple question
a surprising answer could come”. We read also of
his instruction to a despairing metal-worker:”All
I know is that you are not going to do it the way
you normally do™

It is not that we have to contend with per-
versity; what is at issue for Lewerentz is the
search beneath conventional appearance for the
shock of a renewed truth. Christian Norberg-
Schulz once described the contention of mod-
ular space as space without secrets: Lewerentz
was able to find secrets wherever he looked be-
cause he looked hard. “If you do not expect the
unexpected you will not discover it”, said Her-
aclitus,? and, in so saying, he pointed to much
that is enigmatic in Greek architecture. In the
architecture of Lewerentz (above all in his sa-
cred architecture) we are confronted as much
with a new interpretation of ritual and symbol-
ic form as with the manner of its making,

But above all we are confronted with a ma-
Jor paradox. Whereas in his early work Lewer-
entz was a master of the classical language of
architecture, in his later work (notably in the
churches at Bjorkhagen and Klippan) he total-
ly rejected that language and yet produced
buildings of great authority, propriety and
emotional impact. Furthermore, whereas in
the case of Asplund, his contemporary and
sometime collaborator, this transformation
was accompanied by some equivocation, for
Lewerentz, the “turn” was extreme, unblink-
ing, absolute. His classicism was more refined,
more deeply felt, more original than that of

any of his contemporaries; his late work was
more austere than any minimalist, more un-
compromising than any Brutalist.

The testimony of this man has unshakeable
authority, and the grounds for his rejection of
the Classical language of architecture must be
explored; for his work is the exposition of a
profound polemic. Henri Matisse maintained
that a painter should have his tongue cut out so
that he would be compelled to say all he had to
say with his brush. Uniquely among architects,
Lewerentz elected that silence.

He was a man of few words; all he had to say
was said by the way a brick is laid, a pair of
beams straddle a column, a piece of glass is
clamped across an aperture in the wall, a path is
cut through a forest. What for lesser mortals is
called “detail” was for him a means of height-
ening and transfiguring the mundane, and in
that he is of the company of Hawksmoor and
Borromini.

The Sacred Buildings

Lewerentz was one of the greatest rarities of
our times: a master of sacred architecture.
Where others used their skill to make it a little
easier to face death, mixing unfocused senti-
ment with well-focused clinical detail, Lewer-
entz did not flinch at the tragic sense. By an
architectural alchemy of great intensity he
fused the simple elements of construction into
metaphors of brooding mystery.

Aristotle, in The Poetics, assigns unique sig-
nificance to the ability to invent metaphor:
“The greatest thing by far is to be master of
metaphor. It is the one thing that cannot be
learnt trom others and it is also a sign of genius
since a good metaphor implies an intuitive
perception of the similarity in dissimilars.”
Lewerentz possessed this unteachable gift to a
marked degree. We will see, for instance, how,

11
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in St Peter’s, Klippan, a painfully evolved solu-
tion to the need for central support—a “tech-
nical” assembly of raw-steel sections into a
column and crossbeam, which thrusts into the
centre of the Church—irresistibly recalls the
central symboals of both the New and the Old
Testaments: the tree of knowledge and the
cross of redemption. Without any recourse to
rhetoric, a way of making has become trans-
muted into a figure infused with “terribilita”.
Such a gift is rare; what is equally extraordi-
nary is Lewerentz’s ability to exercise that
magic irrespective of stylistic terms. My rtask
therefore is to account for the radical transfor-
mation in language between the first neo-classi-
cal masterpiece, the Chapel of the Resurrection
in Stockholm, and his equally powerful last
work, St Peter’s, Klippan. A Schinkelesque re-
finement was abandoned in favour of a poverty
of means unique in the history of architecture.
His work is fraught with paradox. He was
qualified as a structural engineer and for many
years divided his time between conventional
practice and the design and production (in his
own factory) of standard metal windows, doors
and partitions: and these we can see eloquently

deployed in his building of 1930 for the Social
Security Administration in Stockholm. Yet his
later buildings had no windows at all. In addi-
tion, in a period increasingly enamoured of
high technology he turned towards the mason-
ry of ancient Persia as the point of departure
for his last inventions.

It is a pity that his righttul heir and one-
time collaborator, the much underrated Peter
Celsing, died comparatively young, pre-deceas-
ing Lewerentz himself; but many other archi-
tects have responded to his influence,—XKlaus
Anselm’s Konsthal in Milmo is a case in point.
However for the present, Lewerentzs work
carries great relevance to any re-appraisal of
the classical language of architecture; for the
fact is that its most moving and skilful expo-
nent of our time abandoned that language in
its entirety—and did so without any loss of
power to move us deeply.

In an early project of 1914 in Helsingborg,
Lewerentz explored the theme of the cemetery
chapel in a profoundly original way. This was in
the early days of the practice of cremation, and
Maurice Maeterlinck had been drawn in by
the town conunissioner of Gustaf Schlyter to
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help formulate a “progranmme.” It was proposed
that the mourners should not exit through the
door by which they had entered, but instead
pass through a progressive “rite of passage”,
from the chapel where the funeral rites are en-
acted into a place of memory or celebration
and thence out into the graveyard itself by a
separate door.

In the case of the Helsingborg project
Lewerentz invented an extended narrative in
which building and landscape are drawn to-
gether in one continuous theme. The sloping
contours and presence of water on the site are
developed into a moving and lyrical analogue.
The water is channelled (as a metaphor for the
River Styx) into a dark vault under the en-
trance facade of the building,. In the ceremony
itself the mourners move from the dimly lit
Hall of Death up a staircase to the Hall of Life,
whose high windows receive the dance of sun-
light reflected from the waterchase passing be-
neath. Overhead a choir sings, concealed in its
gallery. The mourners then pass into an arcad-
ed cloister, lined with urns and closed at its
western end by a memorial pavilion from
which, by a small door, they may either walk
into a Grove of Remembrance or return to the
world of the everyday. The brook that passes
like a mill-race beneath the chapel emerges on
the far side, renewed as the Waters of Life, in a
steep cascade that returns down towards the
tree-lined avenue to the south as if struck from
the living rock. Classical and biblical metaphors
flow together as one.

This rite was not merely the contrivance of a
“promenade architecturale”, but the enframing
and sustaining—through architecture—of a
common experience of great poignancy: the
necessary acceptance of death, the decent ricuals
of mourning,

Like so many of Lewerentzs major inven-
tions this project was, alas, never built.

Chapel of the Resurrection

The design, conceived eight years later (1922),
for the Chapel of Resurrection in the Wood-
land Cemetery of Stockholm was executed in
full. Here Lewerentz extended his experience
of the confrontation with death to a much
larger canvas, beyond the isolated building and
out into the landscape at its most sublime. The
design of the whole Woodland Cemetery itself
was won in competition in 1915 in a joint
submission with Asplund and went through a
number of evolutionary stages that are explored
later in this account.

The particular sequence in the plan that forms
the approach to the Chapel commences from the
raised Grove of Remembrance, a paved square
with fixed seats surrounded by elm trees. From
this vantage point of rest there lies straight ahead
a long pathway cut through the dense woodland
forest of tall pines, a thin shaft of light parting the
blackness. This is the Way of the Seven Wells,
crossed by pathways into the forest, where groups
of gravestones are sprinkled at the foot of the
trees. Here and there a solitary figure tends a
grave. Gradually a white glimmer at the end of
the forest path comes into focus, announcing the
presence of a tall limestone portico; we are about
to arrive at the Chapel of the Resurrection.

The first thing we notice is that the portico
closing the view of the forest path is not only
disengaged from the megaron form of the

13
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chapel but is, ever so slightly, set at an angle to
it. This departure from the orthogonal draws
with it the planc of the west gable wall of the
chapel itself.

This disengagement 1s enigmatic. It is a
condition present elsewhere in the building at
the scale of detail. For instance, just as we see
daylight between the roof of the portico and
the eaves of the chapel, so too at the eave lev-
el of the chapel there is a deep undercut be-
tween the roof slate and the stone cornice, as
if the plane of slates hovered above the body of
the chapel itself.

I know of no precedent for such indepen-
dence between portico and sanctuary; not even
the Erectheion has this freedom.' But then,
wherever we look in the chapel, things are not
quite as we are led to expect. This ramifying
strangeness takes hold of the attention in a way
that seems to address the visitor with all the inti-
macy of a personal comment.

The entrance to the chapel stands behind
the north-facing portico. The chapel interior is
dominated by the presence of a tall aedicular
baldachino over the altar, strongly lit from the
southern window. The exit is a separate, minor
doorway in the west-facing gable. It is clear
therefore that Lewerentz is applying the prin-
ciples of the “rite of passage”. The exit opens
towards a flight of steps that leads down nto a
sunken graveyard, surrounded by trees but also
flanked along its northern edge by a range of
cells in which coffins awaiting burial can be
housed. It is in this sunken court that the jour-
ney that started at the northern entrance comes
to its terminus.

I suggest that the freeing of the portico is to
compensate for the weakness that would result
from locating it at the far corner of the chapel,
a location necessary to the proper sequence of
the “rite of passage” procession; for this se-
quence would clearly require that the entrance
door should be located as far away from the
east end as possible without actually being in
the west wall, which is to be kept as the loca-
tion for the exit. To have simply attached the
portico to the corner of the chapel would have
been tformally banal.

The “Corinthian™ order of the chapel is an
original invention in which memories of the
Tower of the Winds in Athens are compound-
ed with the Theban bell-capital, which, like the
plane of the roof slates, is deeply undercut at
the plane of connection to the square abacus.
Setting this carved elaboration of limestone
against the sheer rendered surface of the
chapel, with its plinthless wall, transmits the
emotional charge from the whole into the de-
tail of the part.

Although some of the strangeness in this in-
terior is of a conventional mannerist nature—
recalling in its distension and structureless
“wallpaper” of pilasters the stair-hall of
Michelangelo’s Biblioteca Laurenziana’—the
real strangeness lies in that transposition
whereby the powerful aedicule, whose pres-
ence outside dominates the chapel, 15 recalled
within by the stiff, tall stance of the baldachino.
There is something haunting about this nsis-
tence, its juxtaposition and transformation that
hints at some metaphor we cannot grasp—a




quality to which de Chirico ascribed the status
of the “metaphysical”.

There presides in both part and whole a
Grecian canon of proportion, founded on the
square, the golden section and their compound-
ing in the square-root-of-five relationship. The
application here is rigorous and confirms my
belief that where this is so, the presence of a
building becomes charged with “gravitas”; con-
stant relationships are perceived simultaneously
or in time, in the way that verse 15 measured out
by rhyme, and this insistence builds up to a per-
suasive authority.

At about the time of the construction of the
Chapel of the Resurrection Lewerentz was also
engaged in two major competition projects at
Malmé—a new theatre and a project of the
Eastern Cemetery (which will be discussed in
the section below on the Sacred Sites). They
were designs of extraordinary elegance in the
manner of Schinkel and their presentation by
the draughtsman Artur von Schmalensee is a
match for anything in the plates of Schinkel’s
Architektonische Enfuwurfe; indeed I believe that
these projects are equal to anything that Schinkel
himself produced; the theatre is richer in ideas
than Schinkel’s Schauspielhaus in Berlin and
the cemetery project would have been the
most haunting celebration of morality in our
time.

Be that as it may, the drawings, which are
now the unchallenged masterpieces of this kind,
demonstrate a finesse in the invention and ma-
nipulation of classical themes that is truly re-
markable. They establish a position of such per-
fection that the reasons for subsequent rejec-
tion of this language must have an exceptional
urgency.

Transition

Many others, including Asplund, made the shift
shortly afterwards to the “white” architecture of
the 1930 Stockholm Exhibition. The building
for the Social Security Administration in Stock-
holm of 1930 was the major work by Lewe-
rentz of this period. However, the austerity of
its facade reveals Lewerentz’s fundamental kin-
ship to the cthos of Adolf Loos and it is a sig-
nal of further austerity to come. The Johan-
neburg Church project of 1933 for Gothenburg
was his most original work during this period

and is discussed below. It is, however, at this time
that Lewerentzs final collaboration with As-
plund on the last, and most important, building
for the Woodland Cemetery took place. The
affront, after almost twenty years of profound
collaboration, was wounding and perplexing.
Nevertheless the wartime extensions to the
Malmé cemetery with the Chapels of St Knut
and St Gertrude carried further Lewerentz’s
“turn”, only this time it is not merely a reac-
tion against the classical mode but also against
the “white architecture” itself. No one carried
that “turn” to the pitch that earned Lewerentz
the reputation by the late 1950s of being a
godfather to the Brutalists, and which is most
dramatically demonstrated in his last two major

Entrance portico
and the access

road.
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buildings,—St Mark’s Church and Community
Centre at Skarpnick (1956-60) and St Peter’s
Church at Klippan (1962-66). “Swedish grace”
was a thing of the past.

Of these two projects it is the Church at
Klippan that I have chosen for particular analy-
sis since it carried to a greater extreme the rad-
ical paring-down of language which 15 their
common factor. However one aspect of the
Skarpnick development should be identified as
lustrative of Lewerentzs unique fusion of
metaphysical idea and tectonic practice. The
motto that Lewerentz adopted in order to
identify his competition project was the word
“Mellanspel”. We have noted Lewerentz’s
“elected silence”—his refusal to explain his in-
tentions was proverbial. Nevertheless he does
here and there drop a clue that enables us to
crack the code of his enigmatic discourse: and
in this word we are offered just such a clue.
“Mellanspel™ is literally compounded of two
words,— ‘mellan” meaning “between” and
“spel” meaning “play” and so we are offered

the concept of the play generated in the inter-
space between two structures or two concepts.®
This perception throws light upon the inter-
locking pairing of themes at play both between
the two structures of the project (Community
Centre and Church) and between the whole
complex itselt and its adjacent suburban resi-
dential development,—sacred/profane, new
suburb/ancient forest, progressive politics/
mythical lake sunk from sight.

In the Church of St Peter, sited on the out-
skirts of Klippan near Helsingborg, an un-
precedented austerity of means prevails. But
this austerity is not an end in itself—it is the
means by which the tragic aura of the Mass en-
velops us with a breathtaking primitiveness.
Once again there is the element of strangeness
that we found in the Chapel of the Resurrec-
tion, though it is of a different order. It does
not lie in the reinterpretation or distortion of
ancient themes; there are no orders, no porti-
co or pediments or symmetry to be subverted,
and therefore the building does not lend itself



to description in conventional terms.

The building’s mystery lies in the discrepancy
between its apparent straightforwardness and its
actual obliqueness. The harder you look, the
more enigmatic it becomes.

The competition design for the Johanne-
burg Church of 1933, carried out during
Lewerentz’s “white” period in the 1930s, pre-
figures a major issue in the design of the Klip-
pan Church. As so often with Lewerentz, the
great virtue and subtle originality of his think-
ing was instantly grasped by the most intelligent
of his architectural contemporaries, but was not
understood by the members of the jury.

The point at issue is the rethinking of plan-
torm for the performance of the liturgy. This
subject 15 now well rehearsed and Rudolf
Schwarz’s Vom Bau der Kirche of 19387 stands as
a remarkable document of exploration at that
time. The relocation of the altar was a prime
consideration. Instead of being sited at the far
end of a linear (basilican) space so that the offi-
clating priest stands between the congregation
and the altar and performs the office with his
back to the celebrants, the altar was now to be
moved into the heart of the congregation. The
term that Schwarz used, “the open circle” corre-
sponds closely to the term used by Lewerentz,
“circumstantes”, In this conception, the celebrants
“stand round” the performance of the sacra-
ments, which is therefore carried out in full
view of the congregation. This re-interpretation
of the Lutheran Mass recalls the practices of the
primitive church before the time of Constan-
tine, when the sacraments were performed se-
cretly in the catacombs or the family dwellings—
in a state of utter simplicity. As we will see his last
(but unbuilt) competition project for the Church
and Parish Hall in Vixj6 takes this concept fur-
ther to the point of actual circularity.

Although at Skarpnick Lewerentz adopted
the linear basilican form, with the church at
Klippan he returns to a forceful application of
the principle of circumstantes.

Just as the Chapel of the Resurrection grew
from a reinterpretation of the ceremony of the
committal of the dead, so here the new princi-
ple of circumstantes lies at the heart of a new
plan-form.

It shows the altar surrounded (counter-
clockwise) by the bishop’s seat, pulpit, organ,

choir, font, congregation and lay-clergy. The
priest’s point of entry is immediately from the
sacristy to the north; the congregation has two
points of entry (from west and south) directly
outside, and one (from the north), through a
protected entry porch to which is attached a
small wedding chapel. There is a bell-tower
over the sacristy. The other elements of the
ChL'lI'Cll C(‘.’llt[’(‘.‘_ﬂlt‘ﬁtiﬂg'—]_"0(}[1]., communi-
cants’ classrooms, parish council, children’s club
and pastor’s office—take the form of an en-
closing L-shape lying protectively to the ecast
and south against the prevaiing wind and
forming a communal “street-court” as an ex-
tension of the meeting rooms and children’s
club. The childrens club, in turn, has its own
sunken courtyard at the centre of the “street”.

In proposing the square plan-form required
by the principle of circumstantes, Lewerentz was
confronted by the need to reduce the span of his
roof members by some form of intermediate
support. In this case, as at Skarpnick, the roof
elements take the form of vaults. But, whereas

Praject for the
Malméd Theatre,
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solution.
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at Skarpnick the vaults invariably ran laterally
to the nave axis, in St Peter’s he ran them along
the main axis towards the altar—though they
required some form of intermediate support to
reduce the length of the span across the entire
church (18 metres, approximately 60 feet). This
could not be achieved in the masonry structure
used elsewhere without massive invasion of the
central zone of the church. Lewerentz was thus
led to adopt some form of columnar support.
At first he divided his space by a pair of
columns. Later he proposed a solution that
not only reduces the degree of interruption to
a minimum but also (as we shall see shortly)
imparts a symbolic gesture which is as pro-
foundly apt as it is original. A single column
supports a short crossbeam that in turn sup-
ports at each extremity a pair of lateral beams,
whose outer support lies in the east and west
side walls.

At this point we have to note that strange
instinct by which Lewerentz, apparently con-
cerned only with a dogged working out of an
issue in terms of building construction, in the
end arrives at a figure pregnant with symbolic

meaning—its form irresistibly evoking the
form of the cross with a harshness for which
we are quite unprepared. It is almost as if the
ancient legend of the Discovery of the True
Cross had happened here, and these rough
walls had been erected to protect the discov-
ered object. We are stunned by the sheer con-
centration of means and meaning that trans-
forms a way of building into symbolic state-
ment at a single stroke.

It seems worthwhile therefore to look close-
ly at the building rules that Lewerentz set him-
self. In the first place we find that the use of
brick 1s subject to three propositions stringently
applied in the teeth of commonsense compro-
mise. First, Lewerentz proposes to use it for all
purposes: wall, floor, vault, rooflight, altar,
pulpit, seat. Second, he will use only the stan-
dard, full-size brick; there will be no specially
shaped bricks. Third, no brick is to be cut. The
only way these conditions can be met is by a
very free proportioning in the ratio of mortar to
brick; to achieve such jointing (often very large)
a very dry mortar mix that included ground
slate was employed.
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The effect is of a surface in which bricks ap-
pear to be embedded in a matrix of mortar
rather than laid up in bonded course work of
conventional joints.® It brings with 1t memories
of ancient brickwork, Byzantine and Persian,
as well as the indigenous vernacular of farm
buildings.

Heating and ventilation are incorporated in
the brickwork such that the cavity walls of the
church serve as a plenum, acting through a pat-
tern of open perpendicular joints or through
open channels at window sills. The refusal to
cut brick produces some startling results; for
instance, in the window openings to offices in
which the cavity between inner and outer leaf
is kept open as just such a channel for warm
air, the toothwork of the outer leaf stands ex-
posed. A similar serration occurs at the spring-
ing of each vault and at each end of the fissure
in the floor created by the font.

Similarly, floor tiles are never cut, whether
they be brick or the wider range of Hoganas
tiles of different colour and size. Their pattern is
frequently eccentric, and width of joint random,
but all such work was carried out to the on-the-
spot instructions of Lewerentz who apparently
spent three entire days a week on the site.

Openings, be they for door or window, are
never framed nto. Closure is effected by apply-
ing an element across the opening to the face of
the wall. Thus both door and door—frame, or
glazing element, sit on the face of the wall, not
in it. The surfaces of the wall and its openings are
massively complete irrespective of all trim or
SETVICES.

As with the Chapel of the Resurrection, we
are once again confronted with the unexpect-
ed. It were better that nothing be taken for
granted, whether it be the detail of the win-
dow, vault and door or the layout of the whole.
A square plan seems simple enough; but let the
floor as it slopes down to the altar swell into a
shallow mound and burst open to reveal a well
for the baptismal shell, and let a raw steel col-
umn crowned with a crossbeam stand like a
crucifix oft-centre of that space to vie with
pulpit and altar as a centre of focus, and a cer-
tain drama enters in.

The column itself is not what it at first ap-
pears to be; split in two from top to bottom, its
twin cross-trees, which are not symmetrical,
carry at their extremities yet further beams,
which are also split into pairs.

On these beams stand steel struts to support
the metal ribs that support the brick vaults at
both springing and ridge lines alternatively.
Then again, these ribs to the vaults are neither
horizontal (they pitch gently to the “centre” of
the church) nor do they run parallel but ex-
pand and contract as they run from wall to
wall. Lewerentz speaks of the vaults as a recall
of the ancient symbol of the heavens, but here
his treatment of them is strangely moving and
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insinuates into the mind a closer analogy to the
rhythm of breathing—the rise and fall, the in-
terlocking of expansion and contraction. Lewer-
entz worked closely with the project engineer
and proposed the use of smaller steel sections,
paired. rather than large single sections, so that
light could shine through the middle of the
structural assembly—a theme already explored
in the entrance canopies of the Markuskyrka.
To what extent these shifts and discontinuities
are brought about for visual reasons or to com-
pensate for the difference in physical perfor-
mance between steel section and brick vault I do
not know. The fact is that a technical require-
ment 1s transformed into a haunting metaphor
and how this 1s brought about is unfathomable.
Lewerentz's handling of light deepens this
quality. Instead of the coloured radiance of
the Gothic or the dazzling luminous white of
the contemporary tradition from Bryggman
to Leiviska, we are invited into the dark. En-
veloped in that heart of darkness that calls on
all the senses to measure its limits, we are
compelled to pause. In a rare moment of ex-
planation, Lewerentz stated that subdued light
was enriching precisely in the degree to which
the nature of the space has to be reached for,
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emerging only in response to exploration. This
slow taking possession of space (the way in
which 1t gradually becomes yours) promotes
that fusion of privacy in the sharing of'a com-
mon ritual that 1s the essence of the numinous.
And it is only in such darkness that light begins
to take on a figurative quality—the living light
of the candle flame or, as at Klippan, the row of
roof lights that forms a Way of Light between
sacristy and altar.

This invitation to explore is further induced
by the way the floor (which 1s not level) seems
to move beneath your feet: at one point as we
have seen, the brick surface swells up into a
mound and then breaks into a fissure to form
the bapusmal font—an astonishing metaphor,
which hints at the idea of the water of life
bursting from the living rock. Then there 1s the
gentle inclination of the floor from the entrance
towards the altar, inducing the experience n the
visitor of being drawn into a presence. This
“movement” in the floor combines with the
action of the vaults above, which seems to ex-
pand and contract with a “breathing” rhythm
to create a certain charge in the air that recalls
the interior of St Mark’s in Venice. Such space
can be activated by the disposition of lights into



the focused spaces of church ritual or can recede
into isolated centres of solitary inward focus.

Finally we notice that in his handling of the
facades Lewerentz is cryptic to a fault. The only
rhetoric left is the peal of the bells. But this too
recalls Byzantine practice: just as the rough brick
shed gives way to a dark interior shimmering
with oriental blue and gold in the tomb of Gal-
la Placidia, so at Klippan, it is within that the
building comes to life. Here we have not only a
recollection of Adolf Loos but, more aptly, of
Le Corbusier, who said of the monastery at La
Tourette—the one building that most closely ap-
proximates Klippan in its concentration, its pas-
sion and its austerity—"... it does not talk. It 1s
on the inside that it lives.. . that the essential lies”.

So to what end did Lewerentz, the most po-
etic master of the classical language of architec-
ture in this century, abandon that language? As a
student ot Schinkel, Lewerentz would have been
aware of that master’s own conviction that the
means of architecture would have to be “created
anew. It would be a wretched business for archi-
tecture. .. it all necessary elements... had been
established once and for all in antiquity”™ but
Lewerentz’s concern lay at a much deeper level
than the pursuit of novelty.

[n a remarkable chapter on Greek architec-
ture in Lisle March Phillips’ book The Works of
Man we read: “Every shed builder who lays a
stick on two uprights has mastered the struc-
tural principles of a Doric temple: but the
Greeks alone have comprehended the inward
significance of the act”™ In Phillips’ appraisal
of the unprecedented ends to which the pur-
suit of optical corrections were carried, he
advances the notion that what started out as
optical rigour became transformed somehow
into an ethical obsession: “Visual perception
passes into cthical conception. The two are
fused together. We think with the eye and see
with the mind... A Doric temple 1s saturated
with ideas that were not put into it as ideas at
all but by another faculty (that is, sight).

[t is, indeed, difficult to speak for a moment
of Doric construction without being led in-
sensibly into the language of ethics. for the sug-
gestions of the eye, which that construction
everywhere obeys, turn of their own accord
into ethical ideas directly they take shape in
stone... We find the Doric temple penetrated
and, so to speak, suffused with shght impercep-
tible inflections of line and contour, involving
incalculable extra trouble and expense in the
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building, and we find that the object and aim
of all these expedients is to adapt the outlines
of the temple more perfectly and accurately to
the laws of sight.

Equal columns which appeared unequal
would be made unequal to appear equal. A lev-
el floor which looked unlevel would be made
unlevel to appear level. Vertical lines which ap-
peared to slant would be made to slant that
they might appear vertical...

Nothing in this strange art is what it seems
to be. The most obvious facts turn out not to
be facts at all. And the closer we carry out ex-
amination the more the mystery spreads and
deepens. It infects the whole temple” "

What we are offered in this description is a
search for the truth of a certain kind: “to see
with the mind and to think with the eye”. In
that moiment, aesthetics and ethics become
one. What was required of the Greek temple
was that it would stand as the utterly self-suffi-
cient and visually inviolate sculpture to house
and to celebrate a god or goddess. Propriety
would ordain which of the prescribed and un-
changeable orders should be adopted. Within
that symbolism, cosmic order was to be tran-
scribed and embodied as visual order. A build-
ing language for the sacred was born.

This insight into a paradox matches very
closely the quality of experience provoked by the
buildings of Lewerentz. At a time of “isms”, of
Parchitecture a these, of buildings required to be no
more than demonstrations of some narrow issue,
here was an architecture of extraordinary direct-
ness, utterly transparent in the functions it was
created to serve, uniquely concrete in setting
forth the substance and the manner of its making.

[n developing the design of St Peter’s, Lew-
erentz spoke of two things only: the interpre-
tation of the brief (there was a consultant on
liturgical matters, Lars Ridderstedt) and ques-
tions of building construction (he and the fore-
man, Sjoholm, are said to have worked very
closely together—often far into the evening
planning the next day’s work). But throughout
the evolution of the design there were endless
alterations and on-site revisions. This arduous
search reminds me of a statement by the
painter Michael Andrews: “Painting 1s the most
marvellous, elaborate and complete way of
making up my mind.” At Klippan we become
witnesses of the extraordinary process by
which Lewerentz, at the age of eighty, slowly
made up his mind.

An eloquent passage in Heidegger’s The Oi-
gin of the Work of Art describes how a Greek
temple “does not cause the material to disap-
pear but rather causes it to come forth for the
very first time”." Just so at Klippan: brick was
never more brick, steel more steel, glass more
glass, wood more wood. In that attention to the
essential nature of materials there lies a quality
of respect that has its own morality. Ethics and
technique become one. It is not surprising
therefore that the language of classical forms
was no longer viable for Lewerentz. For that
language was born out of an order of construc-
tion, transposed from timber and finding its final
and essential refinement intrinsic to stone.

When Lewerentz built the Chapel of the
Resurrection, the stonework of the portico was
cut from the solid Ignaberga limestone. At that
time in Sweden such technology was in no
way abnormal; it was not so in 1960. The sort
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of equivocation that satistied a Lutyens—rolled
steel columns encased in masonry “orders™—
was beneath contempt for a man for whom the
spirit of Greek architecture was far closer to his
heart than the law: It is perhaps both chasten-
ing and reassuring to recall that the very foun-
dation of Western culture is grounded on
something that is as simple and austere as it is
difficult: the spirit that created the original and
imperative ethos of the Doric out of the tech-
nology of its day.

There have been those in our time who
have sought to revive the notion of “ritual” to
give “meaning” to the pursuit of aesthetics,
and to reinstate the classical language in order
to indulge in the shifts of rhetoric; it is there-
tore all the more salutary to do honour to the
opposite mode, the true and humble process
by which a new poetry was hammered out of
the endless wrestle with worn-out forms. In
doing so it won back a long-lost authenticity
and a profound reinterpretation of the place of
sacrament.

John Ruskin said:“No one can be an archi-
tect who is not a metaphysician”,” and cer-
tainly there is in the “argument” of St Peter’ at
Klippan much that reminds us of the way in
which the philosopher lays down his proposi-
tion, brick by brick as it were, each with its
own integrity, but nevertheless bonding into a
whole wall. Lewerentz was the contemporary
of Samuel Beckett and Giacometti, and he
shared with them an unflinching acceptance of
a deliberate poverty of means. But he did not
share their despair. Rather it is as if, like the
inventors of the true Doric, he had to find his
truth by embracing utter simplicity. “Greece

and poverty have always been bedfellows”,
wrote Herodotus.

When all is said and done, it must also be
recognized that St Peter’ is an old man’s build-
ing. Although nearly eighty, Lewerentz spent
many days of the wecek on site interpreting and
revising his intentions. While the compression
of ideas 1s enormous, 1t recalls late Cézanne or
the Rondanini Pieta on which Michelangelo
was working when he died, and which, unfin-
ished and bearing the scars of numberless
changes, has the quality of immediacy as it we
could still hear the blow of the hammer, as if
thought itself were being carved before our
eyes. Here too at Klippan, the making and the
thought are one.

The Sacred Sites. Monumental
Landscapes

Lewerentz’s power of metaphorical interpreta-
tion was brought to bear with equal invention
upon the wider theme of landscape in a series
of projects of exceptional beauty of which the
Eastern Cemetery project at Malmoé was one
among many. Here the marriage of building to
carth, sky and water sustains a dominant theme
across a large range of episodes. This 1s ["archi-
tectire parlante on a grand scale. Four examples
will suffice to show Lewerentz’s range.

In each case, the theme is the elegiac cele-
bration of death and memory in the presence
of nature. Adolf Loos wrote: “When we come
across a mound in a wood, six feet long and
three feet wide, raised to a pyramidal form by
means of a spade, we become serious and
something in us says: ‘Somebody lies buried
here’, This is architecture...”, and in the same
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piece: “Only a very small part of architecture
belongs to art, the Tomb and the Monu-
ment”." Whether or not Lewerentz took such
thoughts to heart, he did undertake some
twenty-eight projects for cemeteries, chapels or
churches, one-third of which were carried out
—a preponderance in his work the more re-
markable when compared to the predominant-
ly secular work of his famous contemporaries.
Clearly he was choosing the themes most re-
moved from the everyday and most demanding
of metaphoric interpretation.

We saw earlier how Lewerentz was engaged
N two major competition projects for the East-
ern Cemetery. Of this scheme we have only
the drawings, but, executed in the manner of
Schinkel, they rival in both form and metaphor
anything that the German master ever invent-
ed himself.

The scheme encompassed detailed designs
for a main chapel, a crematorium and a circu-
lar ceremonial plaza. The main chapel took the
form of a rectangular cella with two shallow
hexastyle and two deep tetrastyle porticoes on
a raised podium; the columnar order was
Corinthian. The bell-tower was to be located
within one of the porticoes. The tripartite cre-
matorium (for which Lewerentz prepared a
number of variant solutions) consisted of a
central cella (for the reception of coffins and
caskets and the exhibition of urns for sale) with
a conical structure to house two furnaces to the
east and a similar structure as a sepulchral
chamber to the west. The variants were appar-
ently based upon the Etruscan Necropolis at
Tarquinia, with and without paired obelisks.
The circular ceremonial plaza was surrounded

by a wall broken by four entrance porticoes,
with a single column in antis. A small circular
chapel also appears in some versions.

Lewerentzs details were very rigorous, his
forms very demanding, and when in 1926 the
bid for the construction greatly exceeded the
proposed expenditure, the project was put oft
until its resurrection in a very ditterent form
much later. However, the drawings, executed by
Artur von Schmalensee are remarkably haunt-
ing. Modelled on the engravings in Schinkel’s
Architektonische Entwiirfe, they equal the work of
the German master in the quality of both de-
sign and draughtsmanship. Indeed these projects
and the Chapel of the Resurrection together
form a body of work that makes a unique con-
tribution to the tradition that it salutes. It is sig-
nificant that in his use of the classical language
Lewerentz stayed close to the subject matter out
of which that language arose —the sacred, the
funerary and the monumental—unlike those
who elsewhere have abused it, to lend cachet to
such themes as the bank, the lunatic asylum and
the house for a stockbroker.

The Woodland Cemetery at Enskede, to
the south of Stockholm, is the largest of these
projects, and its design evolved through a
number of stages, from highly elaborate be-
ginnings to 2 monumental simplicity. In its fi-
nal form, it is one of the great epic landscapes
of all time; indeed it may be said that in its
primal elements—forest, cropped mound,
water, low sun—it 1is the archetypal embodi-
ment of the North, just as the horned moun-
tain, rock and blazing sky of the ancient
temple site of Greece is the embodiment of
the South.




The design 1s the fruit of a collaboration
with Gunnar Asplund that lasted for nearly
twenty years, until Lewerentzs shameful dis-
missal by the Cemetery Board during the evo-
lution of the last chapel group in 1934. While
the work was a genuine collaboration, 1 believe
that the greater responsibility for the landscape
design rests with Lewerentz—a claim strongly
supported by the fact that, of all the buildings on
the site, it 15 his Chapel of the Resurrection that
is most at one with the gravitas of the landscape.

The original cemetery design of 1914 won
the competition by responding closely to the
pre-existing spirit of place (the Nordic forest of
tall pines and gravel pits) with the least possible
violation of its intrinsic qualities. Conceived in
the vernacular of the National Romantic move-
ment, the devices employed for the inhabitation
of the forest were numerous and inventive—the
Path of the Seven Wells, the Seven Gardens, the
Way of the Cross, the Path of Urns—but they
were too liberally dispersed, straining to create
identity and orientation by episode rather than
overall plot. The scheme then underwent a
number of stages of development. A stronger
and more detailed scheme of 1917 was sup-
planted a couple of years later by a powerful in-
vention in geometrical order, in which Lewe-
rentz deployed more conventional uses of axis,
symmetry and orthogonal grids. In 1922 it too
was changed by a sweeping gesture of simplifi-
catton in which the eastern sector of develop-
ment was reduced to a straight road running
directly to (and through) the portico of a single
Chapel of the Holy Cross. From this simplicity,
a great drama unfolds.

Opening in solemn mood, a semicircular
propylacum of massive masonry converges up-
on a narrow Via Sepulchra, whose walls, em-
bedded with columbaria, frame a landscape that
is as haunting as it is beautiful. The axiality of
approach suddenly dissolves into an apparent
irresolution—a device that would be dismissed
m conventional Beaux-Arts terminology as an
“unresolved duality”. To the right, the eye is
drawn towards a close-cropped mound that re-
calls the Bronze Age burial mounds of Agri
(known as the Maiden Mounds) and into this
is cut a broad flight of steps ascending to a tree-
lined platform marked out with a group of stone
seats—the Grove of Remembrance. Straight

ahead lies the long dark Way of the Seven
Wells, which slices through the dense tforest of
tall fir and spruce to arrive at the portico of the
Chapel of the Resurrection. To the left, the
Way of the Cross ascends to the grand portico
and impluvium of the chapel group. The Way is
firmly defined along one side by the low site
wall of the graveyard, but throughout its entire
length it 15 transfixed by the presence of a huge
freestanding stone cross. Just as Lewerentz’s im-
age of the cross was the imprimatur of the
original competition scheme, so the presence
of the monumental stone cross silhouetted
against the sky gives tragic meaning to the
whole landscape. This decision was made by
Lewerentz. Asplund had toyed with the idea of
placing there an obelisk and he resisted to the
end Lewerentz'’s insistence on the sterner and
more tragic form of the Cross. But what of
the centre? Bare sweep of the plain, a sheet of
unruftled water, a glimpse of dark forest be-
yond, huge clouds piling up in the sky—this
“biblical” landscape is shot through with a very
modern disquiet, a focus on the void.

Stuart Wrede™ has traced one element of the
chemustry of this haunting place to the Roman-
tic landscapes of Casper David Friedrich, and
there 1s no doubt that a source of inspiration
lies there. But this is no painting. It is a world
that you walk into—plain, mound, water and
dark forest. Death in the hubbub of the city is
different. Compare this place with the Modena
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Cemetery of Aldo Rossi. There all is geometry
and the melancholy of repetition, of the pa-
thetic mass-produced columbaria in metal
racks, row upon row. Here, where the head-
stones stand between the trees in the silence of
the forest, the rhythm of the seasons mediates a
very different mood.

The second example of Lewerentz’s mastery
of landscape 1s the design of the Rud Ceme-
tery in Karlstad of 1917.This scheme is small,
but none the less offers a dramatic composition
of great power. Once again, a heavily wooded
landscape is the basic theme, but this time fo-
cused on an artificially formed valley below. In
a recall of the Helsingborg prototype water
cascades down a central flight of steps that leads
down axially from the square necropolis above,
enclosed within a high wall of pruned trees.
Here nature is strictly marshalled into a geom-
etry of the sublime in which the imagery, with
echoes of Italian rhetoric, is of a more conven-
tional kind. The view from the valley up the
cascade to the tall cleft in the trees is carried off
in the high manner of Boullée. Unfortunately;,
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this design was never carried through to com-
pletion.

Lewerentzs other major built landscape de-
sign was the revised version of the Eastern
Cemetery at Malmd of 1943 with the chapels
of St Knut, St Gertrud and St Birgitta, the cir-
cular plaza of remembrance and the bell-tower.
The landscape competition is utterly different
from the Rud or Stockholm schemes. Here
there is little enclosure; all 15 exposed along a
ridge that runs east-west at an upper level the
full length of the site. The first chapel (St Bir-
gitta), a traditional Nordic burial mound and a
bell-tower are distributed along the northern
part. At the western end, the twin chapels of St
Knut and St Gertrud were added to an existing
crematorium.

The landscape is remarkable enough—Ilaid
out like the excavation of a Hellenistic city—
but it s around the forecourts and porticoes of
the two chapels that the visitor is arrested by
certain unfamiliar traits. The ground surface is
raked gravel. The imprint of footsteps disturbs
the even grain spread out to receive the ritual
procession of mourners (this is no place for
tourists). Stone slabs are laid in the raked grav-
el, whose plane of arrival is warped up to meet
the threshold of entry. Overhead, the portico
takes the form of a sequence of discreet mono-
pitch canopies—an aura of the shrine sites of
Shinto is provoked by this play of roofs and
raked gravel “landscape”. A shared instinct for
the irregular rhythms of nature prevails, togeth-
er with a reverence for the smnple shifts by
which they are manifested.

The Crisis of Classicism

It has become apparent mn recent exhibitions
and publications that the one original contri-
bution during this century to the classical
language of architecture lay in certain austere
monuments of the Nordic Classicists;' and in
that achievement, Lewerentz was an undisput-
ed leader. It could even be claimed that some
of his work enlarged our understanding of the
original Greek. This is a large claim, which I
base on T.S. Eliot’s celebrated formulation in
“Tradition and the Individual Talent” of the
relationship between novelty and tradition as a
reciprocal exchange—a two-way relationship
in which not only is current practice influ-
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enced by the past, but the past is “if ever so
shightly altered” by the introduction of “the re-
ally new”." It follows from this formula that a
simple test can be devised. On the one hand, it
is axiomatic that the new, in so far as it derives
from the past, gains in status. But what is diffi-
cult is to repay that debt, and I suggest that the
tailure to do so—the failure, that is, to deepen
our understanding of the past by a contribu-
tion in the present—is the mark of kitsch. For
it is the mark of kitsch that it borrows indis-
criminately, but never honours its debts.

Lewerentz, by his neo-classical work, has “if

ever so slightly™ altered our perception of both
classical and Byzantine Greek architecture:
both the Erectheion and Hosias Lukas take on
an extra depth in that historical perspective.
How, then, could such a master come utterly to
reject that language, and then go on to make
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equally powerful and equally mysterious build-
ings out of that rejection?

Modern architecture is a critical movement;
that is, it is founded upon a criticism of life, and
therefore by definition contains a large compo-
nent of self-criticism and polemic. The debate
is fuelled as much by this internal criticism as
by external criticism. The possibility of a revival
of classical forms exists only as an episode
within that debate; it does not exist as an alter-
native source of authority. It is to be enter-
tained as one influence among many, within a
debate whose terms are forever in movement.
It is in this sense that Nordic Classicism (whose
formal roots lie in the works of Boullée and
Ledoux) has differed from the Beaux Arts or
revivalist nature of classicism elsewhere. For
in Scandinavia, classicism was not merely an
escape from National Romanticism, but a step
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towards Modernism. There was not a shred of
nostalgia about it—it was for the most part for-
ward-looking, not a style but an escape from
“the Styles”. Far from wishing to turn the
clock back, there was a feeling that through a
return to the true origins (not the Beaux Arts
but the purgative spirit of the Doric Greek), a
new start might be made. The aim was not re-
vival, but renewal.

Lewerentz had made a contribution of
complete authenticity to a programme that lay
close to the meaning of the Classical origin—
the sacred and the funerary—and within a
building method that lay equally close to its
origin inspiration—masonry. But from now
on, both programme and technical possibility
were to be utterly changed. The old language
could no longer take the strain.

The “Turn”

The architecture of the chapels of St Knut and
St Gertrud marks the moment at which Lew-
erentz spoke out with a voice entirely his own.
Up to that time, his invention had gone into
the manipulation of a received language, be it
neoclassical or, from the tme of the 1930
Stockholm Exhibition, Rationalist. But at this
point we can speak of a “turn” or fundamental
shift in his work. One of the perspective stud-
1es 1s already a minimalist abstraction of Classi-
cal elements. Then quite suddenly, forms are
invented and materials put together in ways
that had never been tried before. And vet (and
this 15 the most extraordinary characteristic of
his late work), this newness reverberates with
remote affinities to Persian antiquity and to the
early Byzantine. The spirit of that which is
most ancient hovers over structures of perplex-
ing novelty. Lewerentz never spelt out the ethos
that bound these themes together, but clearly
there is an athinity with just such values as were
spelt out by Adolf Loos.

As to that new programme to which his
friends in Sweden responded with the manifesto
Accepfera—the broad social and technological
revolution of our time—Lewerentz made little
direct contribution. His building programme
was still in the realm of the sacred. What is re-
markable, however, 1s that even there he found
the classical language no longer able to carry
meaning as before. So what is at issue in his late
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buildings 1s not the inadequacy of the classical
language to deal with functionalism, but rather
the exhaustion of its powers to deal even with its
original province—that realm of building that
Loos defined in terms of “the tomb and the
monument”’. In that exhaustion, it had become
a language that can only tell a lie. Another truth
had to be explored: a secular truth, to exist in
parallel to the sacred and to be evolved through
the same rigorous search. The fin-de-siecle had
made many efforts to obscure the issue by com-
pounding secular needs in a fancy dress bor-
rowed from the language of the sacred, and to
that form of aestheticizing pretension a grow-
ing disgust began to be voiced: “We have had
enough of the extraordinary: what we need is
the self-evident” was a typical cry. So the clas-
sical sense of truth as a reality to be dug out
from the world of appearance—a stripping
bare, an absence of rhetoric, an illumination—
was revived.

It 1s an 1dea that 15 both very old and also
very new, in the true tradition of Modernism.

One of its clearest expressions lies in James
Jovees use of the words entelechy and
epiphany in forming his own working method.
The word entelechy in Aristotle’s usage relates
to the condition in which a potentiality has be-
come an actuality by achieving a perfection of
form. And Joyce uses the word epiphany to
denote those moments of showing forth, in
which a remark or gesture becomes a sudden
revelation in depth of a state of affairs hitherto
concealed or unacknowledged—a reality that
lies beneath the veil of conventional discourse,
the small talk of partly living, suddenly acquires
a shape and therefore an identity. The same
terms are used by Heidegger, again with 1insis-
tence on the roots in Greek thinking, in ex-
plaining the meaning of truth as revelation
(aletheia), the laborious uncovering of that
which lies concealed: light and attention are di-
rected upon a problematic area until a form of’
language permits at last the recognition of a
true state of affairs and the possible terms of its
embodiment. It is in its failure to respond to

29



Stockholm South
Cemetery at
Enskede, view.

30

this test that the capacity and propriety of the
old language came into question.

Lewerentz both in his buildings and in his
mastery of place, of that “Topos™ in which
building and nature and symbolic narrative are
locked together in one inscrutable gesture, has
conjured up a world that is as ancient as it is
modern and in whose spell we enjoy at last the
conviction that “the really new™ has been pre-
sented to our view.

Afterthoughts and Forethoughts

To understand how Lewerentz’s work was per-
ceived during his life-time it would seem that
we have to penetrate a protective screen against
the outer world that was drawn down in Swe-
den after the death of Asplund in 1940. Except
for some diplomatic skirmishing by Markelius
in the CIAM Congresses of 1929 and 1931 1t
would seem that after the one brilliant set-piece
of the 1930 Stockholm Exhibition Sweden
withdrew from the theatre of polemical “isms”,
movements and counter-movements prevailing
elsewhere. It seemed to be a retreat from the
brave new world of the Exhibition into a gen-
teel compromise that the Architectural Review

described as “The New Empiricism™ and which
became the butt of Aalto’s joke about the man
who started from his sleep screaming, “Who
will save me from Vallingby?™.

And so when Lewerentz died in 1965
something rather extraordinary happened.
Glowing appraisals were written by the small
group of fellow architects who held him in the
highest regard but had nevertheless kept him as
a secret from their fellow countrymen as much
as from the outside world.

The result was that the obituaries strangely
took the form of an introduction to his work
for the first time rather than a farewell to a man
of renowned achievement. And it is at that mo-
ment that sufficient background evidence be-
gan to emerge as a corrective to the half-truths
of “The New Empiricism”.

For one thing it was not for lack of good
grounds for provocation that the term “the
New Brutalism™ was first uttered in Sweden."™
And when Peter Reyner Banham published his
book entitled The New Brutalism in 1966 he
concluded the book with a brief section on
Hard Cases: the Brick Brutalists in which he
discussed the work of a handful of architects



who shared with Brutalism a deliberate auster-
ity, rigorous geometry, naked exposure of the
manner of making and of materials “as found”
but departed in significant ways from the
canon.” Lewerentz was one of these and his
Markuskyrka was half drawn into the compass
of the canon but released, on reflection, as
“other”, as “an enigma™ that “poses a question
but illuminates no possible answer”,

Quite rightly Lewerentz was allowed to slip
through that net into the deeper waters that
were his alone. Right to the end of his long life
he sustained his extraordinary powers of poet-
ic invention both in interpretation of subject
matter and in the mysteries of “techne”.

As to the interpretation of subject matter we
note that he took the linguistics of Brutalism to
an extreme beyond the daring of anyone else
but all for quite “other” reasons,—some of
which we have touched upon, but others that
still elude us. For instance, it has been hinted
that the broken plan-form of the sacred ele-
ments in the Markuskyrka complex enacted a
play upon the idea of the building as the ruin
of an earlier perfectly symmetrical form. Such
play engages in an alchemy that the Brutalist
canon never dreamt of; and it is precisely that
alchemy that weaves the magic ring that encir-
cles the world of Lewerentz. It mattered to him
that beneath the Markuskyrka there lay a large
lake that had sunk from memory and that the
surrounding wood had once been a tamous
torest. Architecture should be able to deal with
ghosts whether they be from the past or offer-
ings to the future.

And the last compeution project that he
produced would have been the most audacious
of all. It was in 1974, the year before he died,
and prepared with his young associate Bernt
Nyberg for the Parish Complex in Vaxjé. Pre-
sented under the competition motto “circon-
dare” it took the theme of “drcumstantes” to an
extreme form,—two concentric cylinders of
concrete soar up into the proportions of a tow-
er with light-shafts between and an oculus at
the top containing a reflecting device that
would direct a living shaft of light down upon
the altar. It was rejected by the jury which took
fright at the “overwhelming scale”

Whatever material Lewerentz chose,—stone,
brick or concrete “Form™ and “Matter” were
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one. And it is in his use of brick in his last two
major buildings that so much of his thought is
condensed; we are brought to reflect upon the
extraordimary significance that he attributed to
this humble element just at the moment when
“progress” was universally believed to lie in em-
ulation of the frame and glass box tathered by the
Lever and Seagram buildings at that very time.

Frank Lloyd Wright may have claimed that
in his hands a brick was worth its weight in
gold but in Lewerentzs hands it unlocked a
whole new world. For him it was accorded a
status verging on the sacred, a reverence that
we may sometimes accord to the objects of
Nature but rarely to the elements of building.
In these buildings the essential qualities of
brick are made, in the words of the philosopher
Heidegger, “to come forth into the Open”,—
to participate in an act of revelation in which
those essential properties, shape, texture and
bond “shine forth™ as never before.

What then are the elements of brick? Brick
1s compounded of earth, air, fire and water.
Nothing could be more elementary. Nothing
could be humbler in substance, more modest in
manufacture, simpler in shape, ageless in its use
by man.

1 “the Age of High Tech” this may sound
like a list of limitations. But 1s 1t?

Is not the simplicity in the manner of its
making the very token of its universality? And
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the rudimentary nature of its shape the key to
powers of infinite combination?

And is there not also great strength in the
order that the discipline of bond requires of
those who practise it? (Brick is not open to the
liquid moulding of concrete).

Furthermore it is not only in its shape
(whose geometry promotes the combina-
tions and intercombinations of bond) that
this virtue lies. More than any other building
clement brick can be married to every other
material whether natural or manufactured:
wood, stone, plaster, steel, concrete, glass,
lead...

Since it is compounded of natural elements
it will respond organically to the processes of
nature. There is no other wall material of
which it can be said that its appearance 1s im-
proved with the weathering of time. (This is
particularly true in the Northern climate where
the proportion of moisture in the air creates a
condition that leads to the unpleasant dis-
colouration not only of concrete surfaces but
also of many stones).

It would seem that there 1s nothing simpler
than a brick, but then one has to add that there
1s nothing more mysterious. For of all things
made by man, brick retains, even today, some
aura of the mythical. For earth, air, fire and wa-
ter were seen by the ancient philosophers of
Greece to be the basic elements of the Cos-
mos. There 1s a shadowy connection to those
stories of Creation in which the first man was
likewise formed from clay.

Finally brick is “arguably the oldest manu-
factured building element in the history of
building™. Surely it is the essence of Lewerentz’s
poetic practice that he could take that which is
most simple and most ancient and make of it
something that compels us to say that we have
never seen anything so rich, so memorable,—
and so new.
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Stockholn, 1985 (English trans, 1987).
! Heraclitus, Fragment, 18. “The Cosmic Frag-
ments”, Cambridge University Press, Cam-
bridge 1978,
3 Artiseotele, Are of Poerry,
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motif for his version of the Targe Chapel of the-
Holy Cross constructed on the castern part of
the site. This was after Lewerentz had been dis-
missed from the project.
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and their distribution on the north wall is not
recalled on the south wall.

| am grateful for this maght w Courtney
Danielle Coynz o her dissertation on the
topography of the whole complex mn her MSC

dissertation at Cambridge University 1999,

" Published in translation as The Chitrch Incarnate
i1 1958, with an introduction by Mies wan der-
Rohe,

! Lewerentz drew the setting out of every brick
at a scale of 1:20 and then demanded thar the
bricklavers should use neither plumb-line nor
spirit level!

" K.E Schinkel, Tagebucher Bricfe Gedaiken, Hans
Mackowsky, Berlin 1922,

" L. M. Phillips, The Works of Mar, Duckwaorth,
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" Ibid . pp. 117-18.
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Harper and Row, New York 1971, p. 46.
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" 8. Wrede,"Landscape & Architecture,” in Per-
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" #Classical Tradition and the Modern Move-
ment,” The 2nd Internanonal Alvar Aalto Sym-
postum, 1982; “Nowdic  Classigsm,” 1910-30,
Museum of Finnish Architecture, exhibition
and catalogue, 1982,

" *“Tradition and Individual Talent”, in TS, Eliot,
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Journey to Italy

Nicola Flora, Paclo Giardiello, Gennaro Postiglione'

The Modernity of Sigurd Lewerentz

A number of black and white photographs in
the Arkitekturmuseet (National Museum of
Architecture) in Stockholm,” are the only evi-
dence of the journey (or journeys) that Sigurd
Lewerentz made to Italy towards the end of the
first decade of the twentieth century, or at the
beginning of the second one, probably during
his apprenticeship in Germany® or, perhaps,
immediately afterwards. These dates have been
identified thanks to the explicit reference to
“the classical world” contained in the competi-
tion project for the extension to the Stockholm
South Cemetery, which he prepared together
with Erik Gunnar Asplund (who also visited
Italy in 1913 and 1914) and submitted in 1915,
bearing a motto with a Mediterrancan flavour:
“the Way of the Cross”.!

Nothing is known about the length of Lewe-
rentzs journey or where he went, except for a
number of places appearing in his photographs.
Curiously enough, of the scholars who have
concerned themselves with his work, only Luis
Moreno Mansilla® has paid attention to this im-
portant episode in his life. Both Janne Ahlin, the
first scholar to devote himself to Lewerentz and
his first biographer, and Caroline Constant,*
who has reconstructed the events linked to the
realization of the Stockholm South Cemetery,
devote only a few notes to the architect’s Ital-
ian journey and his unusual decision to docu-
ment it exclusively with photographs, in open
contrast with the usual practice. At that time, in
fact, various Scandinavian architects “believed
that direct contact with the classical remains
was indispensable, so that the study tour of
Italy assumed great importance as a formative
experience”.” In December 1913, for instance,
Asplund began his wanderings around the
Mediterranean, and this, as Luca Ortelli states,”
had a notable influence on his education and

subsequent professional and teaching activity.
Asplund’s journey, hike Lewerentz’s, cannot be
ascribed to normal academic practice: it was
not made possible by an award or a study grant;
it took place mainly mn Italy and the choice of
itineraries was absolutely personal, dictated by
omnivorous and unsystematic interests in the
natural environment and buildings in a wide
variety of styles. However, the real difference
between the journeys of Asplund and Lewe-
rentz, whose careers overlapped on a number
of occasions, was the way in which they docu-
mented them. The former, like many after
him,” filled more than “three hundred sheets
with drawings, sketches, notes, portraits and a
wide variety of subjects”;" moreover, he col-
lected over eight hundred postcards to supple-
ment the photographs he took. According to
the available documentation, Lewerentz, on the
other hand, did not make a single sketch. The
only record of the journey is a relatively small
number of photographs, taken from rather odd
angles with unconventional framing, which
makes it difficult to recognize the subjects.
This radical decision offers the first demon-
stration of the atypical nature of ther personal-
ity of Lewerentz, who was indifferent to the
customs of his fellow-countrymen and a fore-
runner of developments in the cultural climate
of his times. Moreover, it hints at his propensi-
ty for resolute choices, which is confirmed by
the obsessive way in which he devoted himselt
to his profession—his long experience with the
design and production of metal door and win-
dow frames attests to this—and the meticulous
care he took over the details of his projects.
The decision to entrust the recording of his
memories to the camera, a basic tool for “techni-
cal reproducibility”, is both a sign of his interest
in innovatory techniques and a declaration of
faith in modernity. Drawing on Walter Benjamin,
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Iain Chambers states: “Technical reproducibili-
ty implies the shattering of tradition and the
secularization of the image.”" Lewerentz was
ahead of his time: he was an exponent of the
substantial transformation of the relationship
between subject and object to which this quo-
tation refers and he consciously avoided the
conventions of his day. Furthermore, his pho-
tographs are anything but naturalistic and the
way he composes them is the result of his re-
jection of “transcription” in favour of “repre-
sentation” of the fragment; they are ranged like
the vestiges of a hypothetical map of the mem-
ory, a store of experiences that could later be
used again in different places and narratives.

Lewerentz’s unusual manner of reproducing
through fragments is further evidence of his
modernity, and it is not difhcult to draw an
analogy between his technique and the theory
of the text formulated by Roland Barthes.” In
architecture too, in fact, the reading of an arte-
fact entails its deconstruction in order to iden-
tify the distinctive elements and compositional
logic that allow it to be understood. As 1n the
case of textual analysis, the aim is not to dis-
cover the objective meaning crystallized in the
work, but rather to produce new meanings,
creating a close link between the signification
and the use of the work itself.

Lewerentz'’s works seem to be the result of a
similar mental process: the subjects have been
chosen with audacity, while, when framing
them, he does not seem to have taken into ac-
count the fact that he might have wanted to
re-use them, so that, in some cases, these pic-

tures do not even seem to be authentic. It is no
coincidence these photographs were pieces
that Lewerentz would later use to compose the
jigsaw puzzles of his projects. For this reason, it
is perhaps unnecessary to try to identify the
places visited during his Italian journey in the
hope of “discovering similarities, hypothesizing
influences and reconstructing secret routes in
order to demonstrate the closeness ot his archi-
tecture”" to the Mediterranean world.

Lewerentz, it is worth repeating, was in ad-
vance of his time: attesting to this 1s, for exam-
ple, St Peter’s Church at Klippan. The compo-
sition by conceptual and concrete fragments,
the attention paid to details and their rigorous
simplification without losing control of the
whole and his mastery of technique all demon-
strate his ability to reach the limits of architec-
tural design, where the contradictions and
complexity of the project become evident. At
Klippan, the use of cavity walls, the application
of the windows to the exteriors of the walls,
the composition based on the golden section
and the decision to use bricks and mortar as
the only construction materials all demonstrate
that Lewerentz had a rigorous and well-tried
philosophy that could be conveyed through the
formal language of architecture.

The Photographs of the Italian Journey:
the Imprint of a Method of Design
Photographers of the calibre of Cartier-Bresson
or Brassii describe their art as an apparent para-
dox: that of selecting a fragment of reality, fix-
ing certain limits, but in such a way that the
process of selection acts as an explosion open-
ing out onto broader reality, like a dynamic vi-
sion that spiritually transcends the field covered
by the lens.™ '
Photography used as the page of a notebook
cannot be regarded as a speedier and more pre-
cise substitute for the sketch or drawing. It is
not merely a note collected by a technological
tool capable of mechanically replacing the
memory or manual skill; even the choice of the
composition or the framing involves the con-
struction of a microcosm to be represented
within the limits of the field of vision, a minia-
ture world composed of parts extrapolated
from the whole, which, when made indepen-
dent, naturally become separate from the sub-



ject from which they are drawn. The photo-
graph 1s, therefore, an account, inspired by and
extracted from the real world: far from being
an impartial document, it may be regarded not
as the product of a mechanism of objective
reproduction, but rather as the imprint of a
subjective expressive will and of the concept of
design.

In the literary field, in order to explamn the
structural difference existing between the mod-
ern short story and the novel, some critics and
writers refer to the distinction between a cine-
matographic film and a photograph. Although
this difference might seem to be closely linked
to the size of the image and the length of the
episode narrated, authors such as Julio Cortazar,
have stressed the total difference between the
two art forms: a novel, like a film, recounts, over
a long period and in great detail, the plot of a
story through which the reader (or film-goer) is
taken slowly and with great precision thanks to
clear points of reference; on the other hand, the
short story—and also the photograph—uses
only a fragment of an account (so it should not
be merely regarded as the abbreviated form of
a longer story) in which before and after, the
premises and the consequences are not spelled
out, but are left to the reader’s capacity for in-
tuition and involvement.”

Like the single photograph, the modern
short story—although from the structural and
compositional points of view it is a complete
episode—is, therefore, based on what is sub-
stantially an open narrative account, in which
there is an implicit invitation addressed to the
reader to participate actively and creatively 1n
the story that is only just hinted at. With refer-
ence to the use of the camera, in a similar way,
when the photograph freezes a clear moment of
reality it becomes a memory of what it repre-
sents. Often the 1image, isolated from its context
and the sequence of events of which it forms
part, assumes a significance that goes beyond
mere description, so that it becomes the por-
trayal of more general sentiments. Photographs
of architecture, too, even though taken for
documentary purposes, may be subject to this
mechanism.

Lewerentz’s photographs, taken during his
sojourn in lealy, depict the places he visited:
Florence, Rome, Tivoli, Pompeii and so on.

Evidently, the number of pictures taken of each
subject may indicate the degree of interest they
aroused in him. It is not, however, the list of the
ancient monuments the architect visited that
concerns us; instead, the aspect on which 1t 1s
worth focusing our attention here is the type
of analysis he performs, as documented by
the pictures. Lewerentz’s photographs, evident-
ly taken with great care, reveal his marked pref-
erence for compositions featuring specific parts
of the buildings, or else architectural complex-
es seen in perspective. Among those that have
survived, there are not, in fact, overall views of
the ancient monuments; the latter are nearly
always represented with fragments, using
close-ups. The design of the external facing of
Florence baptistery, for example, or the strong
chiaroscuro produced by the ashlar of the Pa-
lazzo Pitti; the rhythm of the columns and
shadows they cast in the Imperial Forums in
Rome; the fragments of masonry or domestic
spaces at Pompeii; the long wall of the Stoa
Poikile of Hadrians Villa at Tivoli—these are
just some of the most fascinating and disturb-
ing images that give us a clear idea of the very
special way in which Lewerentz observed these
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vestiges of the past with which he came into
contact in [taly.

It should not be imagined, however, that the
attitude that these photographs reveal means
that Lewerentz was exclusively interested in ar-
chitectural details and largely indifferent to the
overall complexity of the buildings. His pho-
tographs do not show isolated structural or
decorative details simply for their own sake.
The fragments that he captures are pieces of
works that become significant thanks to the
delimitation of the field of vision and the in-
clusion or exclusion of the parts—in other
words, by virtue of the framing, which is in-
tended to imbue the images with greater preg-
nancy. These very precise compositions, focus-
ing on the structural details that most interest—
ed Lewerentz, allow us to perceive the emotion
that the photographer experienced when ob-
serving the work, and this is the feeling that
they are meant to convey. As Ernest N. Rogers
put it, the details represented by Lewerentz
“are not considered as independent entities,

but as part of a whole™ and allude eloquently
to the contents of the entire work. So this ap-
proach has an implicit desire to consider the
constructions of the past not just as objects to
be studied and analysed, but rather as living
structures that are still able to teach us some-
thing and convey emotion, indifferent to the
passing of time, but made more fascinating and
complete by the processes of stratification
comprising them, because *a terminal point

does not exist in architecture, there is just a
continuous change”.

Furthermore, the photographic images con-
structed by Lewerentz—as has already been
noted by L.M. Mansilla—reveal that he has
chosen viewpoints very close to his subjects, in
the quest for what nught be called an intimate
relationship with the work being photographed.
In other words, he seeks a way of observing it
that favours participation rather than contem-
plation and that, above all, involves the reduc-
tion of the distance between the viewer and
the subject and brings other senses, apart from
sight, into play.

Participation and contemplation are con-
cepts that, in architecture, normally regard two
separate aspects of the sensorial and perceptual
relationship between the work and the observ-
er: involving all the senses, participation con-
cerns the comprehension of the space in all its
three-dimensionality, while contemplation is
usually associated with the interpretation of the
signals coming from the treatment of surfaces

or the objects contained in specific settings.
On the basis of the evidence at our dispos-
al, it is easy to understand that the architecture
of the past was observed with great attention
by Lewerentz, without his being affected by the
current taste, allowing him to appreciate its
original spirit. His photographs are not, in fact,
the result of a static approach or a “neoclassi-
cal” way of looking at things, tending to favour
fixed viewpoints, but rather they imply active



participation in the many-sided qualities of the
subjects abserved and a dynamic vision capable
of perceiving them in many different ways. The
use of close-up, observation through a sequence
of structures, the fascination of the materials cthat
change their appearance according to the varia-
tions in the light, the impressions caused by the
alternation of bright light and total darkness, the
possibilities offered by technologies, materials
and textures, the different approaches to build-
ing, the simplicity of many ancient construction
methods and the radicality of the structural de-
cisions of the past are all evident in Lewerentz’s
photographs, the legacy, one might say, of his
[talian journey.

Thus, thanks to this small collection of pho-
tographs, Lewerentz was able to take a record of
all these aspects back with him to Sweden. What
he brought back from Italy did not, however,
document a journey, adventurous or otherwise,
but the completion of a decisive experience that
was to be the premise for his concept of archi-
tectural design and a major influence in his pro-

jects. Any attempt to understand just how
much of the experimental approach evident in
the photographs taken during his Italian jour-
ney was subsequently translated into specific
aspects of his works or influenced his morpho-
logical and compositional choices—in other
words, the extent to which his modes of pho-
tography and architectural design are inter-
linked and interdependent—can, however, on-
ly, be based on fairly subjective hypotheses and

comparisons, fascinating and otherwise.
However, having said that, it is undeniable
that there is a close correspondence between
some of the themes that seem to emerge in the
photographs and those that Lewerentz dealt
with most frequently in his architectural works.
While it is not true that there was a direct
transposition of the elements seen in the pho-
tographs to the works realized subsequently,
the links that a comparison between them al-
lows us to identify certainly played a decisive
role in causing simplicity and radicality to be
fundamental factors in Lewerentz’s architectur-
al designs and aesthetic vision. In his architec-
ture, in fact, every formal element—even those
that scem to have been dictated by his person-
al taste—may be ascribed to the primary forms
of the art of building, which Lewerentz displays
without masking or superfluous ornament.
Even the decorative elements are chosen and
used by him in order to exalt the essential val-
ues of building on which the formal meanings
of architecture are based. This may be noted,

for example, in the work he designed in his
early period, in which classical forms are still
present. But already these buildings—some-
times associated with the Neoclassical style—
demonstrate that Lewerentz never adhered to-
tally and uncridically to a particular architectur-
al mode, His works mainly make use of stylis-
tic fragments, signs, or specific forms belonging
to comprehensible and codified vocabularies,
which, however, Lewerentz assembled in di-
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alectic contrast, or even in collages of rarefied
references to earlier styles. This contrapuntal
procedure 15 clearly perceivable in the treat-
ment of the parts of the building in which styl-
istic references appear, only to disappear when
stylistic considerations make way for tectonic
ones.

However, even the works of Lewerentz’s
mature period may be interpreted in the light
of what may be deduced from the photographs
of his Italian journey. In fact, their sheer radi-
calness, which counted on the expressive po-
tentiality of the materials rather than on the
tectonic ones, recalls the persistence with
which the architect actempted to reproduce, in
his photographs, the tactile values revealed by
the bare masonry of the works of the past, de-
void of facing or decorations. The walls of his
last buildings, patterns of bricks arranged in a
manner that is apparently not tectonic, sup-
ported internally by steel and cement evoke
the fascination of ruins and what they allow
us to observe, and favour expression over rep-
resentation. [t is also worth recalling the win-
dow fittings that Lewerentz used after having
spent a great deal of time on their design; this
provided him with an opportunity to stress the
value of simplicity and draw attention to the
ways 1n which he pursued a programme based
on the practice of reduction to essentials.

Returning to the comparison made previ-
ously between systems of composition in liter-
ature (short stories and novels) and the world
of images (films and photography), it is possi-
ble to identify the ways in which Lewerentz’s
approach to design led him to use, in the dif-
ferent stages of the project, a precise narrative
structure. In the short story, the structure
tends, as a priority, to assume the task of ex-
pressing the contents through the emotional
involvement of the reader. In the contemporary
novel, the plot performs a more important
function than the style—as happens in archi-
tecture, where the functions tend to pre-
vail—while language 1s subject to the require-
ments of the narrative. Similarly, in Lewerentz’s
design procedure, familiar motifs and struc-
tures are used in a wide variety of composi-
tions; the architectural language is also simpli-
fied, while increasingly rarefied assembly oper-
ations are carried out.

With reference to Lewerentzs work, L.M.
Mansilla states that “it is difticult to perceive his
architecture as a single entity because the mdi-
vidual parts are never seen as a whole, but only
partially and from close quarters. The concept
of the facade, of the architectural project com-
posed according to abstract rules, whether they
be ancient or modern, does not exist.” Taking
this further, it may be stated that, in Lewerentz’s
work, the individuation of the significant single
component—of the detail, that is—does not in-
volve a loss of control of the whole (which es-
chews stereotyped torms and tamiliar, well-es-
tablished morphological solutions), but rather
that the existence of each fragment comprising
recognizable stylistic elements is justified by the
presence of an underlying theme. For Lewer-
entz this theme is the compositional structure
with which the narratve is woven: the routes
planned and the circulation of people, the di-
mensions and proportions subject to them be-
come the connective tissue attributing meaning
to each of the fragments—which are only ap-
parently disconnected—that a “narrator” makes
use of to capture the attention of his “readers”.

Apart from the frequent use of the golden
section or numerical series—that is, the con-
stant use of layouts based on a dual composi-
tional axis—in Lewerentz’s work the regulato-
ry system required for the dimensions and
form of the building is the result of a design
process aiming at make the parts homogeneous
without concealing them. These parts are
arranged according to logical connections—
deriving from relationships that are not fortu-
itous—that are identified by a personal and
refined compositional method. This is based
on a single principle—that of the reduction to
essentials and the exaltation of the values of
cconomy, regarded as the adequacy of each op-
eration for the specific purpose for which it is
carried out—informing every stage of the
elaboration of Lewerentz’s projects. But, in his
architecture, “reducton to essentials™ 1s never
the synonym of “simplification” or even “omis-
sion” (the elimination of parts essential for the
integrity of the work). On the contrary, it is the
end of a process of modification, when the work
displays its unadorned fullness, having now be-
come the perfect embodiment of economy.

Lewerentz’s real contribution to the devel-



opments of modern architecture does not lie in
his being a precursor or radical experimenter,
but rather in the fact that he understood the
degree to which it 1s a manifestation of our times,
without abandoning the tradition of which he is
the guardian and the principles guaranteeing its
future, and without succumbing to fashion or
the cult of novelty. The fact that Lewerentz’s
overriding concerns were simplicity and the
meeting of specific needs is evident in his
work. His projects always offered solutions that
were restrained but geared to the wvarious
themes and needs that he had to tackle. The
most demanding themes, such as those of fu-
nerary and religious ceremonies, or the more
worldly ones of the home and workplace, and
the values of the community and those of the
individual, were treated by Lewerentz with a
single conceptual approach that did not, how-
ever, prevent him from demonstrating just how
many and various were the possible forms of a
poetic purpose that had simplicity as its main
component.

For this reason, and bearing in mind his
well-known terseness, we could dedicate Pablo
Neruda’s famous remark, “My creatures are
born of a long rejection”, to Lewerentz; after
all, writing, like architectural design, is the “re-
jection of the intrusive creatures” that one
comes across from time to time.

Simplification and Economy:

a Stylistic Feature

Lewerentz is one of the twentieth-century ar-
chitects who has not attempted to construct a
theory to explain the principles informing his
work or to order his thoughts on the design
process. Although he lived in a period in which
there was no lack of manifestos intended to
support or propagandize the new architectural
language that was then establishing itself, he put
his trust exclusively in realized projects and
construction, the only languages authorized to
speak on behalf of architecture. His absolute
dedication to the rules of his trade was the re-
sult of the constant attention he paid to clarity
and his concern with the purity of the lexis of
building, which he never abandoned in the
course of his long career. In his work, Lewe-
rentz aimed at the most rigorous selection of his
means of expression in order to obtain the best

possible form of communication. He used forms
and materials to achieve transparency in the
spatial experience offered by the architecture;
he availed himselt of the textures of materials
and the evocative power of building techniques
to turn every building into a metaphor of the
world, as Christian Norberg-Schulz put it.

The whole body of Lewerentzs works
demonstrates that they tend to draw on a vo-
cabulary of building that is clear but less and
less susceptible of reduction because this is the
presupposition that allows every building to
stand the test of time and survive the changes
in taste that the passage of time entails. Because
he did not make use of stylistic features, but
rather of the procedures of building and de-
sign, Lewerentz’s forms vary from case to case,
although they are subject to a concept of com-
position and an approach to design that are
both absolutely consistent.

Lewerentz did not participate in the search
for spectacular effects in which various archi-
tects contemporary to him were engaged. He
certainly did not aim to astonish and fascinate
the public. Reduction to essentials and economy,

41



42

the most noticeable features of his projects, are
the result of the way in which he related to the
setting in which he worked. The natural envi-
ronment of Scandinavia, moulded by a harsh
climate, calls for a rigorous approach to build-
ing, which was certainly the case with Lewer-
entz. At the same time, he demonstrated that he
was particularly concerned with the layout of
the open-air spaces in which his buildings were
sited, seeking to establish a profound relation-
ship with the natural environment that was
never mimetic, but rather classical and un-
rhetorical, reminding us once again of his Ital-
ian journey to which reference has already
been made.

Seylistic reduction and respect for the econo-
my of the means of expression are the most out-
standing features of his work: for example, the
layers of mortar, the joints between the materi-
als, the patterns of the brickwork and the
swelling up of the floors in the church at Klip-
pan are some of the structural features that he
displays in various works of his, all recounting
the way in which he carried out this quest. This
was intended to renew archaic meanings and
symbols (an example is the baptismal font, also
in the church at Klippan, where the water drips

from a shell), while adopting an architectural
language that was anything but naive. The only
other twentieth-century architect whose lan-
guage is comparable to that of Lewerentz, with
its masterly combination of archaism and ab-
straction, is Le Corbusier.

Those who walk along the paths in the
Stockholm and Malmo cemeteries, or enter
the courtyard of the Social Security Adminis-
tration offices in Stockholm or the Villa Ed-
strand at Falsterbo, or, above all, the external
and spaces of St Mark’s Church at Bjorkhagen
or St Peter’s Church at Klippan will immedi-
ately notice how Lewerentz’s architecture aims
to mobilize all the senses, availing itself of re-
peated contrasts of light, juxtapositions of ma-
terials, unexpected inventions, surprising struc-
tural mixtures and unforeseeable changes in
form that stimulate memory, sight and touch.

All this does not, however, contradict the ten-
dency towards reduction to essentials that per-
rades all of Lewerentz’s work. Although he
owned a factory producing the metal window
and door frames he himself had designed, in his
last works he even went so far as to abandon the
use of frames. Rather like what Le Corbusier did
in a number of cases, the openings are simply
protected by sheets of glass, fixed directly on the
brick wall. In this way the thickness of the
brickwork is exalted, as may be deduced by ob-
serving the solutions adopted in the churches of
St Mark and St Peter, and, above all, the flower
stall in Malmd’s Eastern Cemetery.

The churches at Bjorkhagen and Klippan
seem almost to have been built by the removal
of material, by excavation. Monochrome, but
never monotonous, the buildings have been
constructed with bricks of ditferent colours
and sizes (some of them contain small holes to
improve their adhesion), arranged according to
their textures, as may be clearly noted at Klip-
pan. Varying in intensity and tone, they re-
quire—despite what their appearance may sug-
gest—refined, very precise execution.

[t is not possible to conclude these reflec-
tions on the value of the reduction to essentials
that Lewerentz exalts in his architecture with-
out referring to the last masterpiece he real-
ized, the small flower kiosk in the Eastern
Cemetery at Malmé, entirely modelled on the
golden section. The large sloping roof that



characterizes this building favours the entrance
of light though the two large windows placed
in the upper part of the higher elevation, which
1s at the rear, where the roof 13 not visible. On
the other hand, the root projects considerably
over the lower front elevation, forming a sort of
open portico. Inside the building, the concrete
panels are covered with aluminium foil to pro-
vide thermal insulation and, at the same time, to
reflect the light, diffusing it throughout the inte-
rior. Each part of the building is given particu-
lar importance. The structure of the roof dis-
plays the contortions to which it is subjected
when it extends to cover the “portico”, the

concrete shell displays its nudity, the internal
insulation layer is simply nailed to the walls,
while the surface-mounted conduits contain-
ing the electrical cables describe primitive,
brutal arabesques on the walls. This is a com-
position in which each element becomes pure
form: all rhetoric has been abolished and econ-
omy appears to be the overriding considera-
tion. Everything here has been reduced to
essentials; the work is nothing but the clear
composition of the parts, the result of a way of
observing the world devoid of nostalgia that
Lewerentz adopted from the time of his first
journey to ltaly.

The three seettons into which this essay s
divided are by Gennaro Postiglione, Paolo
Giardiello and Nicola Flora, in that order,
“After the architect’s death, the Lewerentz
archive, then in Lund, was moved to the
Arkirekturmuseet in Stockholm. Lewerentz
hamself had helped with the reorgamizaton of
the docwments in the last vears of his life. The
vast archive was further reordered by the mu-
seumn staff’ and ouside scholary, such as Janne
Ahlin, the author of the fist systernatic -;tu(l};
of the architect, Sigund Lewercnrz Arkireki,
Stockholn., 1985,

* Lewerentz spent the first part of his appren-
tceship in Berlin, in Bruno Mohring’s office,
dln'ing the summer of 1907, rerurning there the
following year after graduanng from Gothen-
burg Technical College. Lewerentz worked for
Méhring untl early 1909, when he left for his
journey ta ltaly (the only one for which there
is any c\:idc:m:t), which concluded in the sum-
mer of the same year in Munich. Here the
young architeet began to work mn Theodor
Fischer’s office, but after a few months moved
to Richard Riemerschnud’s office, also in Mu-
nich, This allowed him te come into coneact
with the milieu and activities of the Deutscher
Werkbund, the associaton i which Racmer=
schrmd played an important role. In 1911
Lewerentz returned to Sweden, establishing his
own practce together with Torsten Stubelius,

t Asplund and Lewerentz participated together
m the competiion for the extenaon to the
Stockholm South Cemetery; their project,
which bore the moto “Tallum™ and was
awarded first prize, contained a visually varied
series of ideas that may all be ascribed to the
visits the two architects paid sepamtely o
Pompeii. The Via dei Sepolert appears to have
mspired the design of a number of parts of the
cemetery. such as the Way of the Cross and the
Way of the Seven Wells, although it must be
stressed that the context in which these parts
were tsed and the overall design of the land-
scape in the project prepared for the competi-
ton appear to be totally imbued with Narional
Romanticisim, the movement that had netably

influenced the traming of the two young ar-
chitecss. See entry 38 n this book,

* LM, Mansille, “Beyond the Wall of Hadrian’
Villa”, m 9H-On Comtivity, 1995, The essay,
written in 1988, was to have been published in
the catalogue of an exhibition devoted o Lew-
erentz’s “classical” period that it had been in-
tended to hold at the 1992 Vemee Dhennale of
Architecture. Untartunately neither exhibition
not catalogue saw the hght of day, and it was
necessary to wait untl the publicanon of YH to
read  Mansillas reflections on the architect’s
Journey to Italy. The essay 1s published in the ap-
pendices of this book,

" . Ahlins maonograph {see note 2} was pub-
lished on the occasion of the centemary of
Lewerentz’s birth; it is the only complete pub-
lication on the architect, although some of the
information is unreliable and the bibliopraphical
derails are insufficient. C. Constant’s book, Torards
a Spiriinad Landseape, Stockholm, 1994, recon-
structs each stage of the reahizanon of Stockhelm
South Cemetery in great detail and with exten-
sive docurmentanion.

" E. Mangone, “Viaggl nel tempo e nello
spazio: la stagione del classicismo astratto”, un-
published (1997), p. 8.

* L. Ortelli,*Verso il sud. Tmpressioni asplundi-
ane™ i Lorus International, March 1991, no. 68,
pp- 22-23:

“ Alvar and Aino Aalto, for example, paid their
first visit to Iealy, in Tuscany, m 1924; the jour-
neys of Pauli Blonstedt and Erik Bryggman,
both Finnish, took place in the first half of the
19205 that of the Norwegian Arnestein Arn-
berg was in 1910, while his compatriats Gu-
dolf Blakstad and Herman Munre-Kaas ser off
a few years later to follow in Asplund’s foor-
steps. See Mangone, “Viaggi nel tempo ¢ nello
spazio”, p. 8 {1,

" Ortelli, “Verso il sud. Tmpressiont asplundi-
ane’’, p. 23,

" I Chambers, Pacsapei migrarori, Genoa, 1996,
p. 104, Natarally, for this theme, see Whalter
Benjamin® sennnal study: “Idas Konstwerk 1m
Zeitalter seiner rechnischen Reproduzierbarkeit™
{The work of art 11 the age of mechanical re-

production), origially published in Zeisschrifi

fur Sectafforschung, New York, 1936,

1 1., Barthes, in “Teoria del testo”™, in his Serit-
if, Turin, 1998, pp. 240—4 1, wrote:*If the theo-
ry of the text tends to abolish the separation of
genres and arss, this 15 because it no longer
considers the works to be simple, bur as per-
petual productions or statenients  through
which the subject continues to struggle: chis
subject 15 certainly that of the author. but also
that of the reader. Thus, the theory of the text
produces the enhancement of a new episteno-
logical subject: reading... Not only does the
theory expand the freedom of reading to -
finity. but it also seresses the (producnive) equiv-
alence of writing and reading ... complete
reading is that in which the reader is nothing
other than he who wants to write”

® Ortelli, “Verso il sud. Impression asplindi-
ane”, p. 24

32 J Cortizar, Bestiario, Turin, 1974, PP 117—=18.
" This 18 what I. Cortizar, Bestiario, p. 117,
wiote: “In order to explain the specific charac-
ter of the short story, it 15 usually compared
with the novel, a much more common genre
and regarding which there is an abundance of
precepts. It is said, for example, that the novel
takes place on paper and thus in the tme wk-
en for it to be read, without other limits apart
trom the lack of evenrs to be recounted. As far
as the short stary is concerned, it starts from
the notion of the limit—in the first place. the
phvsical limit, so that in France, when the short
story exceeds twenty pages, it is known as a
nonvefle, a genre halfway berween the short sto-
ry and the novel in the strict sense of the word.
In this sense, the diflerence between the novel
and the shorr story may be compared to thar
between the cinematographic film and the
photograpl, in the sense that the fln s, first
and foremost, more fexible in its organization,
recounting fictional events at length, while a
successful photograph presupposes strict lim-
its, partly imposed by the reduced field of vi-
ston thar the lens comprises and also by the
way in which the photographer uses these
limits aesthetically”
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Modern Cemeteries:

Notes on the Landscape*
Sigurd Lewerentz

As a complement to the work on the architec-
ture of the Swedish garden, I would like to add
some notes on the parish churches, the larger
religious communities and, above all, the most
modern cemeteries.

The cemetery may, in fact, be regarded as a
garden, but of a very special kind, because, as
well as possessing the typical characteristics of
this kind of open-air space—trees, shrubs, paths
and lawns—it is, above all, 2 monument suit-
able for a burial ground. The disposition of the
graves and the regulation of their design are
factors of central importance in the formula-
tion of projects for cemeteries. Today, however,
this relationship is disregarded—or perhaps
simply underestimated—and so it often hap-
pens that cemeteries lack the peace and quiet
necessary for places commemorating the dead.
But how could it be otherwise, when the usu-
al practice is now that of piling up huge quan-
tities of enormous blocks of granite and other
types of rock that stick out of the ground like
a forest of stones? The eye does not find peace
and the confusion of blocks of stone, large and
small, causes distress. We get a very different
impression when entering one of our old
cemeteries, which arc dominated by the re-
mains of stone funerary monuments and hori-
zontal tombstones. In these cemeteries—now,
unfortunately, increasingly rare—contact with
death is not in any way disturbing; on the con-
trary, one feels imbued with a feeling of peace
emanating from eternity.

Valid solutions have not yet been found to
the question of the large cemeteries, which
should perhaps be tackled in critically, taking
all the different aspects into account. For vari-
ous reasons, despite the fact that many people
believe that a solution 1s near at hand, this
problem has been underestimated, so that it has
not been dealt with in the correct way. So long

as the tombstones are vertical, not even archi-
tects will be able to reduce their impact, gain-
ing space or drawing up projects able to inspire
peace and serenity. The tendency today is to
build cemeteries in thick woods, or to seek a
different way to dominate and surround the
site scattered with blocks of stone. Unfortu-
nately, neither tall trees nor hedges are useful
for this purpose, although the vegetation could
help to create a number of isolated areas with a
backdrop concealing the vertical tombstones.
Nonetheless, the negative aspects of such mon-
uments, which are so fragmentary and irritat-
ing, prevail over everything else: rather than the
commemoration of a person, they are the most
evident symbol of the struggles and rivalries
that characterized those people’s lives. The
choice of verticality, appropriate for single
tombs surrounded by high walls, or else for old
cemeteries in churchyards, cannot produce
good results if applied to larger areas, as 1s
demonstrated by attempts made up to now.
The famous Danish artist and landscape archi-
tect Brandt found a single solution to the prob-
lem, based exclusively on the capacity of the
new generations to rediscover the harmonious,
serene forms of the large burial grounds, keep-
ing them alive...

From an architectural point of view it is pos-~
sible to think of a large cemetery comprising a
series of smaller cemeteries surrounded by
walls: in this case, the funerary monuments do
not disturb the overall effect. This solution 1s,
however, impractical from an economic stand-
point because of the high costs that the division
of such a vast area would involve, The large
cemeteries, in fact, usually consist of plots of
land where the vegetation and other features
are very specific and difficult to alter. As far as
the funerary monuments are concerned, the
best ones are those that do not disturb the lie of



the land, but are integrated with it. The hori-
zontal monuments deriving from our tradition
generally satisfy this requirement and the vege-
tation growing all around creates a downward
thrust, towards the carpet of grass and flowers...
From the eighteenth century onwards, those
who concerned themselves with the “art of the
garden’ have stressed the limits imposed by the
use of vertical monuments: “The tombs and
monuments may become interesting parts of
the garden, providing that, when they are being
built, a number of norms of moderation and
good taste are respected. If the monuments are
enclosed in a small area, those strolling there
should not be disturbed by their presence. If the
dimensions of the monuments are unbalanced,
visitors will have a sensation of disharmony
from which they will want to tree themselves as
soon as possible, and the purpose for which the
monuments were erected will not have been
achieved.” In such burial grounds the most 1m-
portant element is missing: an atmosphere of
peace and quiet that the surroundings must
emit, allowing the visitor tospend a few mo-
ments in tranquil silence at the graveside.

There is sense in erecting a monument to
commemorate an important event or an out-
standing deed, but we seem to have lost our
sense of proportion when we build monu-
ments for those who die...

When designing a cemetery, it is necessary,
first of all, to provide the shade serving to fa-
cilitate orientation. In a garden this could help
to draw attention to the lie of the land or the
presence of a building, but it must certainly not
derive from a funerary monument... For the
design of cemeteries with horizontal tomb-
stones, I suggest a burial ground dotted with
plaques or tombstones amidst the plants and
flowers that are capable of insulling visitors
with a sense of tranquillity. The tombstones and

sunken burial areas allow the site to be used
more economically and the inscriptions can be
in front of one other without disturbing the
whole, so the number of paths may be halved.
The horizontal monuments are less intrusive
than the vertical ones and require less mainte-
nance. With the diffusion of the practice of
cremation, the number of cemeteries housing
cinerary urns will increase; the most significant
consequence of this will be the layout of the
areas set aside for them and the way these re-
late to the other burial areas. The horizontal
tombstones solve this problem too... As far as
the decoration is concerned, there is a wide
range of choices ... that is of particular interest
to the funerary monument industry...

If we judge the situation with an eye on tra-
dition, we obtain results that enhance the facil-
ities, and come to the following conclusion: the
construction of vertical monuments does not
allow visitors to experience a sense of harmo-
ny in the very place where they seck it. The
only cases in which monuments of this kind
are justified are those in which they help peo-
ple to orient themselves. Moreover, whether
the graves face east or west or the width of the
spaces between them are factors help to create
a strong feeling of peace and harmony. The
more horizontal monuments there are, the
more beautiful and dignified is the whole.

The revival of horizontal tombstones will cer-
tainly lead to a revival of the traditional Swedish
approach to the design of burial grounds.

* This essay was written by Sigurd Lewerentz in 1939 for a book published
by Lindfors Bokfrlag of Stockholm devoted to the Swedish, which, how-
ever, only came out after the Second World War and wathout Lewerentz's
text. This text, which is incomplete and ar tinmes disjointed, 15 probably the
first and only draft of the essay, which was never corrected because it did
not appear in the editdon published after the war. It has, however, been de-
cided to publish this texr here, despite 1ts obwvious shortcomangs, because 1t
is the only known picce of writing by the architect. In fact, Lewerents
was oot fond of writing and his critical output consists exclusively of de-
tailed descriptions that he was required to submit together with the
drawings of his projects. His works, on the other hand, are a very complete
expression of his approach to architecture.
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1. Project for a Naval Museum
at Kastellholimen, Stockholm, 1910

While he was studying at the Klara Skola
(Free School of Architecture}, Lewerentz—
like his fellow students—designed a museum
for the Swedish navy to be built on the islet
of Kastellholmen, one on the many on which
Stockholm stands. The theme, which Ragnar
Ostberg assigned to the students, was based
on an idea proposed by an admiral in the
navy, who was invited to give a lecture

at the school n erder to illustrate the
principles inspiring it and its contents.

The project, which was only outlined

by Lewerentz, comprises a large building
over a hundred metres in length to be built
on the highest point of the island,
surmounted by a massive corner tower

in which the main entrance-hall is situated.
This imposing edifice would have dominated
the surrounding area, also because the project
provided for the demolition of a number

of pre-existing buildings. The project was
inspired by the Swedish castles, revealing

the interest of Lewerentz in the architectural
forms of the National Romantic movenient,
and, in particular, it was influenced by two
of the most important works in this style:
Isak Gustav Clason’s Nordiska Museet

and Ferdinand Boberg’s Nobel building.

(PG.)
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2. Project for a Residential Building, - I
Norrképing, 1910-11

(executed when Lewerentz was studying
at the Klara Skola)

Perspective drawing.
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4. Project for the Restoration of the
Church of Ytterldnd, Angermanland,
1911

— fxn.gmanlar\:f Yitertannas kyrka.

Interior.
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3. Competition Project for a Mixed
School, Nissjo, 1911
with Torsten Stubelins

The project 1s dated May 1911, the year

in which Lewerentz began to work in

Carl Westiman’s office. One of Sweden’s
leading architects at the time, Westman was
an exponent of the National Romantic style
that was particularly widespread in northern
Europe at the turn of the century. Lewerentz
and Stubelius’s project is composed of simple
buildings constructed in brick and covered by
pitched roofs, reflecting the vernacular style.
The compositional choices, materials and

50

formal language adopted all attest to the Sverallviey
mfluence of Westman’s work, especially

such buildings as the Hoberga willa at Lidingd
and the Rohsska Konstslgjd-muséet (crafis
museum) in Gothenburg. Lewerentz shows
that from these works, and also from his
experience in Westman'’s office, he has learnt
to use materials in an expressive manner and
to apply them correctly; not only is he familiar
with traditional technologies, but he also pays
great attention to the articulation of space.

Bibliography: Ahlin 1985b, p. 29.
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4. Project for the Restoration of the
Church of Ytterldnd, Angermanland,
1911

== Angormanland, Yiterlannas kyrka.

Interiar,
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5. Project for Workers’ Housing

at Eneborg and Palsj6, Helsingborg,
1911-18

with Torsten Stubelius

In 1907, commissioned by the Helsingborg
city council, Stubelius selected the areas in the
city most suitable for future residential
expansion consisting of subsidized housing

for the working classes. Limited i number,
the dwellings would mainly have consisted of
two-family houses, with the exception of small
blocks of flats reflecting the housing tradition
of southern Sweden. In 1912 and 1913
Stubelius, together with Lewerentz and the
chief engineer of the city, drew up a town pl:m
for the areas chosen—Eneborg, to the south,
and Palsjo, to the north—in which fifteen
different housing types were identified; these

were a critical reinterpretation of the model
of the traditional dwellings of Helsingborg.
The buildings are characterized by

a very simple design, with details reduced

to a minimum and considerable use of
prefabricated components, especially for the
finishings, in order to safeguard the quality

of the project at the construction stage.

To reduce costs, in fact, the houses were to
h:l\-’t I.'J(_’{'_‘n blli]t l'l}r lll]\'ki”cd Wc)rkL‘rs. \/\u'l'li(:]']
involved the risk that the design specifications
would not be strictly adhered to. As in
previous works, the two architects used the
dark red brick of Helsingborg for the load-
bearing masonry, pitched roofs covered with
baked clay tiles and external fictings limited
in size, painted white. In its general approach,
the project resembles one in which
Lewerentz had been involved in its early

stages: Richard Riemerschmid’s scheme

for the German garden city of Hellerau
(begun in 1909). After the inital phase,

work was suspended and it was only in 1917,
following pressure from the Egnahemsrorels
(Movement for Home Ownership), that a
small housing estate was built at Eneborg,
making use of some of the designs contaned
in Stubelius and Lewerentzs project.

Chronology:

1911-13: town plans for the Pilgo
and Eneborg areas.

1916—18: housing estate at Eneborg.

Bibliography: Lewerentz 1926b; Ahlin 1985b,
pp. 40-41; Caldenby 1997, pp. 46—49.
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Housing estate at Eneborg,
the fa¢ade of a standard
house.

Details of the elevations.
of the houses, 1918,
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Drawing of the housing
pctate at Palsjo, 1911-13,

View of the housing estate
built at Eneborg,
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6. Working-Class Housing at Karlshill,
Lulea, 1911-13
with Torsten Stubehus

The project for dwellings for the workers

of Luled Trisliperi AB at Karlshill was

the first commission in which Lewerentz

and Stubelius were involved in the planning
of working-class housing estates, Usually
commissioned by the companies employing
the workers, dwellings of this kind were
financed by the Egnahemsfond (Fund

for the Purchase of Houses), a state financial
institution which allowed workers to become
owners of their own homes by offering
mortgages on extremely favourable terms.
This social policy had been fostered in
Sweden since the beginning of the century
by a special association, the Egnahemsrorels
(Own Home Movement), founded with

the aim of fostering the construction

and furnishing of small privately-owned
homes. The first housing project at

Karlshall comprises about thirty houses, each
subdivided into independent units, comprising
two or three dwellings; each house has its own

—— — =

ARLTERTROSIADIR # LUEA TRANPERIA AR 1AL -

AT OCUTAEE el LA TR RAS A 2,
R Wl L I e (VORI « ALY ST

56

Layout plan.

Elevations of the standard
houses with two and three
dwellings.
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garden and all of them front onto avenues
ending in squares intended to be places where
the inhabitants could socialize. This is where
the well was located, in addition to the
communal oven and laundry.

The houses, composed of extremely simple
forms, with one storey and a habitable attic,
have a traditional appearance mainly due

to the timber facing of the exterior and the
division of the windows into small squares

by the glazing bars. An important element in
the plan of each dwelling—which is divided
into a living-cum-dining-room and bedroom
on the ground floor, and attic on the upper
floor—is the position of the chimneys serving
the fireplaces necessary for heating the rooms
on both floors. Thanks to the peripheral

position of the access stairway, the room 1n
the attic could, if required, be divided into
two dwellings, thus meeting the demand
for accommodation for unmarried workers
and also providing separate rooms where
workers on night shifts could sleep.

The scheme was never completed and
only eight of the thirty houses planned
were actually built. During the construction
stage, moreover, the original designs were
considerably simplified, thus notably
diminishing the architectural quality

of the project.

Bibliography: Ahlin 1985b, pp. 24-25.

(PG)

View of completed houses.
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7. Furnishings, 1911 onwards

Lewerentz and Stubelius displayed an interest
in the design of furnishings from the
beginning of the second decade of the
twentieth century when, during their separate
periods of apprenticeship in Germany, they
cane into contact with the theories and
results of the Deutscher Werkbund and the
Britsh Arts and Crafts movement. Thus the
two architects were among the first to spread
in Sweden the ideas relating to the design

of objects, ensuring their presence in all the
most important exhibitions of this sector

in Europe in the second and third decades
of the century. Members of the Svenska
Slgjdfdrening (National Applied Arts
Association), they both worked for the
Egnahemsrorels (Movement for Home
Ownership) and the Forening Verkstad
(Association for the Promotion of Furnishing
Design), organizations that on various
occasions invited the two architects to
submit objects and projects.

The activity of Lewerentz as a designer

of objects and furnishings for manufacture
concluded, however, with his output of

the second decade of the twentieth century,
when the architecture designed, often in
collaboration with Stubelius, lamps for ASEA
and Béholmarks, wallpaper for Goteborg
Tapetfabrik and furnishings for NK (Nordiska
Kompaniet). Subsequently, although he
continued to design interiors, he no longer
worked on projects for industry, but prepared
individual designs to meet specific
requirements. In this regard, the production
of furnishings for commercial premises—
beginning with the fruitful experience

with the Stockholm Ljusreklam company,
which led to him playing a major role

in the Stockholm Exhibition of 1930—
accompanied Lewerentz for the rest of his
career, to the extent that in 1940 the architect
decided to set up his own firm to make metal
fixtures and interior partitions so that he
could have complete control over the
products from design to manufacture.

In addition to his activity as a designer

of objects and interior designer, Lewerentz
created mechanisms and accessories for
fixtures—not only in metal—which he
patented from 1929 onwards under the
trademark IDESTA, subsequently the name
of his factory for the manufacture of fixtures
at Eskilstuna. His mechanical designs, as well

58

as his design of details in his architectural
projects, attest to the fact that his carly
training, in the engineering courses at
Gothenburg Polytechnic, was anything

but academic, and influenced the way

the architect conceived his projects

and their feasibility.

With the opening of the factory at
Eskilstuna, Lewerentz drastically reduced the
time he devoted to architecture and design,
eventually almost abandoning these activities,
putting his energies at the service of his
colleagues in the quest for better ways to
realize the projects to which the firm was
asked to contribute. It was not unal 1974
that Lewerentz produced another piece of
furniture for manufacture: this was the year in

which he designed a chair, of which he only

made a few prototypes, with the frame
in tubular metal and the seat and back

in laminated wood. This strikingly simple
object was his last true creation, to which
the elderly architect may perhaps have
entrusted his spiritual legacy: the incessant
desire to ask himself new questions

and the never-ending quest for
unconventional answers.

Bibliography: Ahlin 1985b, pp. 32-33.

(P.G)

Carpet for Goteborg
Tapetfabrik, 1912
{with Torsten Stubelius).

Lampshade for ASEA, 1912
{with Torsten Stubglius).
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Project for a series of
chairs for NK (Nordiska
Kompaniet), 1912 (with
Torsten Stubelius).

Designs for furniture,
1932.

Chair in metal and
laminated wood, 1974,
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8.Villa Gustav M. Ericsson,
Lidingo-Brevik, 1912
with Torsten Stubelius

The villa for the family of the engineer
Gustav M. Fricsson, located on the coast
just to the south of Stockholm, is entirely
constructed in brick. This splendid work
highlights the capacity of the two architects
to adapt a building material such as brick not
only to the constraints of workers' housing,
but also to the expressive power linked to
the requirements of clients for whom, as in
this case, money was no object. The masterly
design of the brickwork reveals, moreover,
their adhesion to the National Romantic
movement, the style of which characterized
the majority of works realized in this period.
In particular, Lewerentz, who had recently
served his apprenticeship in the office

of Carl Westman, one of the leading Swedish
architects of the day, appears to have been

Main gate and courtyard.

Front facing the
archipelago.
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Ground-floor plan, 1912,

West elevation, August
1912,

influenced by his master. A number

of the features bear a strong compositional
and figurative resemblance to the villa

in the same area designed by Westman for
the art collector K. Fihraeus to which
Lewerentz also contributed. Villa Eriesson

is built on a number of levels, the main views
being towards the magnificent landscape

of the archipelago. The plan is inspired by
that of the English country house, giving rise
to a series of highly specialized spaces and
rooms catering for the varied activities
constituting the daily routine of the villas
inhabitants.

Bibliography: Ahlin 1985b, pp. 44-45;
Caldenby 1997, pp. 42-43.
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Sketch of the elevation
facing the channel.

The drawing-roem, kitchen
Opposite

and entrance hall.
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9. Boathouse for the Canoes of the City
Rowing Club, Stockholm, 1912

with Torsten Stubelius

1 1912, on the occasion of the Olympic
Games in Stockholm, Lewerentz and
Stubelius were commissioned by the city
rowing club to design a boathouse for canoes
on a site located by the channel separating
the slet of Djurgarden from the mainland,

in one of the most fascinating spots

in Stockholm. By choosing to use wood

as the material for the construction,

the two architects decided to conform

to the traditional building type of the area,
totally abandoning the stylistic features

of the National Romantic current. Indeed,
the construction technique adopted was used
to stress the functional nature and simplicity
of the small building, without resorting

to special formal effects.

The exterior in vertical wooden planks,
although painted traditional green, is
characterized by the horizontal strip window
that, on the side facing the channel, reflects
the arrangement of the building’s interior.
The space for the storage of the canoes,

in factm is located on the lower floor. Their

length—between 10 and 18 metres—has
determined the proportions of the whole
building. There are a number of rooms
commanding an excellent view of the
channel on the upper floor, which overhangs
the lower one on the side facing the channel
and is reached by a small staircase, covered

as in the traditional houses and external

to the main volume.

Bibliography: Bartning 1932; Ahlin 1985b,
p. 47; Caldenby 1997, pp. 44-45.

(RG.)

63



Perspective drawing of the
front facing the channel.




Side elevations, final
version, August 1912,

One of the sides
and the elevation facing
the channel,
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10. Project for Residential Building, 11. Project for Managers’ Houses for are the main decorative feature.

Norrkoping, 1912 Sando Sagverk AB, Sando, 1912-13 The care taken over the interiors and their
with Torsten Stubelius dimensions, on the contrary, clearly reveals

the social class of the inhabitants of the

In 1912 Lewerentz and Stubelius designed houses, the managers of Sandé Sigverk AB.
houses for the managers of Sando Sagverk The houses are, in fact, spacious and, on
AB at Sandé, none of which were ever the ground floor, in addition to a large
built. Comprising both one- and two- living-cum-dining-room and a smualler
family dwellings, the houses are externally room, there is an entrance hall, 2 number
very severe, as are other similar buildings of service rooms and a pantry, forming a
designed by the two architects in the same link between the kitchen and the other
period. The buildings, characterized by very rooms. On the upper floor there are four
compact forms, have a simple facing in bedrooms, one of which is very large.
vertical wooden planks, with just the hint while each dwelling has its own garden.
of a pediment over the Iintels of the
windows, which, reflecting a local tradition, (PG

[
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First and ground-floor plans
of the houses.
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Elevations of the
single-family houses,

Ground-floor plan of the
swo-family houses, with
layout of the garden.
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Elevation of a two-family
house.
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12. Workers® Houses for Skanska use of the traditional forms and materials

Kolbrvtnings AB, Nyvang, 1912-13 of the local houses, so that in the plans the rooms

with Torsten Stubelius are described with archaic terms typical of the
rural culture of the area. The construction of

In 1912 and 1913 Lewerentz and Stubelius were about fifty houses, which began in 1914 under

commissioned by Skdnska Kolbrvtnings AB to the supervision of architects employed by the

complete a housing estate for workers at Nyving company, was not totally faithful to the project.

that had been started in 1910. The two architects

envisaged two-family houses and terraces of three Bibliography: Ahlin 1985b, pp. 32-35.
houses for the workers and single-family houses

for the managers. The project required the (PG)
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13. Competiti{)n Projel:t for a Pl'imafy }m'.ag! T I KS I\..{_)m_] f< : [ pﬁ;‘i—‘,’ Ej—(\‘e\‘[—‘& S0 I\ [ 1= ?EE‘“ 1
School, Kalmar, 1913 ' ; R ey y : -

motto “Per”

In 1913, with a project bearing the PReE e, ; gl : oo e S NpigEa e iy
motto “Per”, Lewerentz participated in a
competition for a primary school in Kalmar,
to be built in a new quarter in the old part
of the city. Despite the positive opinion . 4
of the eritics and its publication in the ' \ e ) A Syl = g S :
Journal Byggmiistaren, the project did not ' e e
win. The element in Lewerentz’s project that ;
differed radically from the others submitted ;
15 the distributive plan, arranged around a : SR _ 4
central corridor, flanked by the classrooms. i
The simple and austere aspect of the exterior _ .
also distinguishes it from the other projects, : S : Nl ' |
which were more closely linked to the ; [
contemporary styles. b (W sl Tty 3 l

Y

Bibliography: Alimqvist 1913; Ahlin 1985b, (S——
pp- 94-95; Waern 1996, p. 219,
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Layout plan and main
elevation.
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14. Competition Project for the
Liljevalch Art Gallery, Djurgérden,
Stockholm, 1913

motto “Sun”

The programme of the competition

for an exhibition building at Djurgdrden,
Stockholm, requirved a Jarge hall for
exhibidons and a series of twelve smaller
rooms with direct access from one to the
other. The project submitted by Lewerentz,
which was perhaps prepared in a short time
and bears the motto “Sun” (represented by

a symbol, not the written word), consists

of a very simple scheme in which the rooms
are arranged around a rectangular courtyard.
Starting from the large hall, which occupies
the whole of one of the shorter sides of the
courtyard, they continue along the whole
perimeter of the building. At the end

of the courtyard opposite the main hall there
is a circular space to be used as a cafeteria.
Reflecting a style that is more evidently
modernist, the disposition of the volumes
on the exterior differs in height and form
according to the nature of the spaces located
below them, the purpose of this being

to illuminate the interior adequately,

Bibliography: Waern 1996¢. pp. 223-34.

(PG)

Sketch of the project,
sections and plan.
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15. Renovation of the Corps de Logis,
finhammer, 1913

with Torsten Stubelius

This renovation project, like others of this
kind, mainly consists of the maintenance
work that old buildings frequently require:
consolidation and functional adaptation

of the rooms in the basement; replacement
of the wooden planks on the exterior

of the building where they have been
damaged; repair of the windows and external
doors, and, if they are no longer functioning,
the replacement of the frames with new

Study drawing of main
elevation.

72

ones reproducing the original design; lastly,
the upgrading of all the systems of closure.
Similar waork is carried out on all the
mnterior fixtures. Morcover, the work usually
comprises the conservation of the roof
through the replacement of damaged
elements, whether they be wooden planks
or metal sheets—often in copper—and

the upgrading of the building services

to the new requirements, which sometimes
involves the redistribution of the internal
spaces and the choice of finishings.

(PG.)

J ==

16. Restoration of the Church of Bro,
Uppland, 1913

The project mainly consists of the renovation
and maintenance work needed by the old
building: a new arrangement of the parvis;
cleaning and conservation of the masonry;
replacement of the damaged metal elements
in the roof. The work was not limited to
the exterior, but also involved the interior
of the church. Here Lewerentz replaced

the whole of the paving, using different
materials to distinguish the various parts

of the building: stone for the altar and the
area where the organ was located and wood
for the nave containing the pews.

(PG
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17. Holiday House for Olle Hjortzberg
and Project for a Housing Scheme ’

VIDRERAF T

at Kummelnas, Virmdo, 1913-14
with Torsten Stubelius

Although the holiday house for the painter
Olle Hjortzberg, who taught at the Fine Arts
Academy in Stockholm, constructed in a
particularly beautiful part of the archipelago
on which the capital is situated, was presented
as a joint work by Lewerentz and Stubelius, ﬁ T

it should probably be attributed mainly to the ' : 3N
latter. A number of the decorative details are, bR
in fact, all too similar to those typical of the
holiday homes that, like this one, overlook
the bustling channels in the area. The interior
is decorated with representations of flowers
and birds executed by Hjortzberg himself.

In the same period the two architects planned
a housing scheme on a site near Hjortzberg's
property. In this case, Lewerentz and Stubelius
proposed much simpler buildings, without
any stylistic elements or historical references,
based on the use of standardized elements

in order to limit construction costs.

| ofEBrATS
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Bibliography: Semmarstugor vid Kummelnds
1914; Ahlin 1985b, p. 42.
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Hjortzberg House, exterior.

Elevatians, plan and
section of a standard
house, 1913.
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18. Renovation and Extension of the
Axel Wallenberg Villa, Drottningholm,
Stockholm, 1913-14

with Torsten Stubelius

The intervention of the two architects
involved the renovation of the wvilla and the
construction of a service building in which
the salient features of traditional Swedish
architecture are evident. Consisting of an
clongated parallelepiped covered with a
pitched roof and faced with vertical wooden
planks, this bmlding displays, in a simplified

form, the features of the Neoclassical style
recurrent in Lewerentz and Stubelius’s
output of the second decade of the twentieth
century.

Dating from the nineteenth century, the villa
|'qu.|ired ::lbUVﬂ H.]l o bt’. éldilpted FLlﬂCti(_'}nil“}"
to the requirements of the Wallenberg family,
although the renovation work also comprised
the decorative features and all the internal
finishings that the two architects skilfully
adapted to the current style.

(PG.)

View of exterior.
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19. Project for the Extension

to the Baltic Separatorer AB Factory,
Sédertilje, 1913-14

with Torsten Stubelius and Industribyrin AB

In 1913 Lewerentz and Stubelins were
commissioned to plan an extension to the
Baltic Separatorer factory, situated in the
industrial area of Sodertilje. A building with
three storeys, which were to be devoted
respectively to production, assembly and
laboratory research, was to be constructed on
a surface area of about 2,000 square metres.

focused on the main facade, since the general
layout was linked to the type of production
and the equipment required for this purpose.
At an angle to the sides of the site, the long
fagade is resolved through the use of a
classical division: pilasters in brick, with

the capitals just hinted at, are surmounted

by a wide pediment bearing the firm’s name.
Subsequent drawings reveal the architects’
mtention to abandon the excessively
imposing style of the first proposal in favour
of a simpler manner.

-

Study drawing of the main
elevation.

As in other similar circumstances, the project (PG)
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20. Conference Hall for Fire Glasbruk,
Sibbhult, 1913-14

with Torsten Stubelius

Commuissioned by Fire Glasbruk (glassworks),
Lewecrentz and Stubelius designed a building
intended to house a conference hall and
library. The proposal provides for a simple
block with a rectangular plan, onto which

is grafted, towards the end of one of the

long sides, a smaller building containing

the kitchen and service areas. The conference
hall, which is the equivalent of two storeys

in height, is reached by a small entrance hall
that also leads, up a short staircase, to the
library. The building’s exterior is extremely
elementary and appears as a rectangular block
constructed in wood, divided up by simple
square windows and surmounted by a very
large tiled roof that seems to oppress it.
Lewerentz and Stubelius also designed a
number of glasses for Fire Glasbruk.

(PG.)
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21. Projects for Tombstones and
Funerary Monuments, 1913 onwards

At the beginning of the twentieth century
there was an intense debate in Sweden about
cemeteries. Concerning the problems relating
to their development and the proposals for
new facilities, it was also the result of a desire
to find ways of reorganizing the existing
ones, in the hope that the intervention of
private individuals would be more carefully
controlled and become more uniform. The
design of each tomb, in fact, had become

a practice devoid of rules: tombstones and
ﬁ_lnemry MOnNuIments were pr(}duced \’\-’ithUUt
anvy artistic value in materials that were alien
to the country’ traditions (Carrara marble
was the most widespread), the only aim
being, where possible, to make them stand
out from the others.

In 1914 the city of Stockholm introduced

an obligatory review of this design practice
in an explicit attempt to harmenize each
monument with the tone and general aspect
of the cemeteries, so that tombs considered
to bt‘ out UF kt‘.tping \r\l'(){lld. have Lo C(.)I]FO]"]TI
to the new requirements or else they would
be modified by the authorities responsible.
The subordination of the rights of private
individuals to the broader demands of the
decorum of public property was—not
surprisingly—much criticized and even
considered to be a restriction on the freedom
of aesthetic expression. In this period of great

SO —

transformation, many architects and artists,
mcluding Lewerentz, took an interest in the
question, in an attempt to find a form capable
of reconciling individual freedom with the
cultural and expressive aspirations of society.
Both alone and with Torsten Stubelius

or Erik Gunnar Asplund, Lewerentz executed
numerous designs for tombstones and funerary
monuments and chapels, many of which
involved the use of the country’s traditional
materials—grey and black granite or grey
limestone—with simple lettering (Lewerentz
took particular care over the letters used in
the inscriptions) and austere stylistic features,
reduced to uncluttered, rigorous classicism.

[n 1919, during their collaboration for the
construction of the South Cemetery, near
Stockholm, Asplund and Lewerentz won a
competition organized by the cemetery board
for the preparation of standard designs for the
tombstones to be used in the new burial areas.
[n cemetery projects, Lewerentz always paid
great attention to the question of the
tombstones, giving nstructions to be followed
for their installation: for instance, he suggested
that they should be placed horizontally

on the ground, in contrast to the custom of
erecting, in an excessively visible manner, the
tombstones vertically over the graves.

Bibliography: Ahlin 1985b, pp. 51-53;
Caldenby 1997, pp. 102-103 and 110-111.
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22.Villa Ahxner, Djursholm, Stockholm,
1914

with Torsten Stubelius

extension and renovation of atuc, 1926-27

In the introduction to his project for the
Villa Ahxner, published in the journal

Teknisk Tidskrift in 1919, Lewerentz recounted
that the form of the house was inspired by
the physical appearance of the jovial client,
who suggested that a long, narrow building
would make him feel at ease.

In effect, irony apart, the architect was

aware that he had designed a low, elongated
building in an attempt to give emphasis

to the front facing a splendid valley. In

reality, the main block, with two storeys,

is orthogonal to a wing, only one storey in
height, containing the dining-room, kitchen
and service rooms. The mternal spaces are
arranged on both sides of the entrance hall—
which occupies the whole width of the main
bleck and, on the side opposite to the door,
gives onto a small veranda—from which both
the living-rooms and the dining-room may
be reached.

Thus there are two orthogonal axes, one trom
the entrance terminating in the small veranda,
the other links the main rooms, with all the

Views of the exterior,

doors aligned in a sequence, and also ends
in a veranda, larger than the other one.

The linear arrangement of this part of this
house—which is extremely traditional—
allows all the main rooms to enjoy excellent
views of the landscape.

The exterior of the villa is austere and simple,
and is characterized by the vertical rhythm
of the wooden planks, painted grey with
some reddish gradations. Only the attention
paid to a number of points of the buildings,
such as the corners of the mamn block,
where small wooden colummns are inserted,
or the veranda flanking the dining-room,
reveals the restrained refinement of the
details. Lewerentz asserted, in fact, that with
this building he had demonstrated that 1t
was possible to construet a villa without
having to invest large sums of money.

Bibliography: Lewerentz 1919; Ahlin 1985b,
p. 43.
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23. Project for the Villa of K.J. Beskow,
Helsingborg, 1914

with Torsten Stubelius

For the family of the engineer Beskow,
Lewerentz and Stubelius proposed two
versions of the project, suitable for two
different sites in Helsingborg. Both versions
comprise a square plan, two storeys and a
hipped roof. The first version develops the
idea of a house in which the interior space
surrounds a long hall extending from one
side of the building to the other, serving
both as a living-room and a passageway.
The second version, on the other hand,
secks to give a more precise character

to the exterior through the use of stylistic
features having Palladian overtones: a

siant Order with [onic capitals embellishes
the main elevation.
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Elevations, second version.
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24.Villa Solsidan and Project T g'f”;ﬂ:[‘?:ﬁc'e”e‘a“s
for a Housing Scheme at Saltsjobaden, | oy Ao | L ‘
Stockholm, 1914 | RVoLaN L vRGAuET E\U;wsénsgathshgbn;zen area
. - " Tt NEHTRE 1 .
with Torsten Stubelius s"r-:‘.'mr'i HUVUBENTREN elevation and plan.
SRA 10
JEDETALL

In 1914 Lewerentz and Stubelius designed

a villa for the Jarnvig AB Stockholm-
Saltsiobaden, the railway company responsible
for the development of the area of
Saltsjobaden, in the environs of Stockholm.
The exterior of the villa has a very traditional
appearance, inspired by the sober classicism
that is evident in the villa for Olle
Hjortzberg, built in the same year. Two
storeys in height, the villa is characterized,

on the main front facing south, by a portico
with columns that, set forward from the
fagade, indicates the entrance. The exterior

\ | E
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o

"
;

e : i GRANIThS

is faced with vertical wooden planks adorned i e S | e
= T - -~ age Sy -

with small volutes, a treatment that makes the il

whaole building uniform without highlighting
the internal storeys. This villa 1s the prototype
for a housing scheme that was to have been
realized on behalf of the railway company;
nothing came of this project, however, and
the villa was the only building constructed

in the area.
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25. Project for a Crematorium
at Bergaliden, Helsingborg, 1914

In 1914 the cremation board of Helsingborg
commissioned Lewerentz and Stubelius to
design a cemetery on the hill overlooking
the city, next to the Kirnan tower. The
programme, formulated together with
Gustaf W. Schlyter, commissioner of the
board, and the writer Maurice Maeterlinck,
sought to give a significant form to the place
of cremation, a practice that had started

to take root in Sweden in 1883, the year

in which the first institution responsible

for it was founded.

The central feature of the project is a narrow,
elongated building located on the edge of
the site and bridging the end of a large
pond. The water from this pond, flowing
through an arch under the building, descends
in a series of small cascades and fountains
towards the city. Parallel to the pond is

the access way leading, with a ramp, to the
first hall of the crematorium, a high space,
covered in the central part by a segmental
dome, intended to house the funeral
ceremonies, With little lighting and mainly
closed to the exterior, this Hall of Death is a
place with an introversive nature, conducive
to prayer and meditation. From here, two
semicircular flights of stairs lead to the choir
room, where singers and organ are situated
in two different galleries. The music from the
choir room may be heard in both the Hall
of Death and the Hall of Life, to which it
gives access. In the latter, the space is divided
into five rooms linked to each other and

luminated by a series of windows,

the mourners pass as they proceed towards
the final stage of the ceremony. In face,
after having crossed the columbarium,

an open garden flanked on its long sides

by the porticos in which the cinerary urns
are kept, this route concludes at the Temple
of Memory. Placed at the end of the main
axis, which passes through three separate
areas, with a parallel alignment on the lower
level where the crematorium is located,

the Temple of Memory is the place where
those who have accompanied the deceased
may be reunited once again with their loved
one, receiving the cinerary urn to be placed
in the cemetery.

As various writers have already pointed out,
there are numerous symbolic references in
this work: the east-west orientation of the
building linking the cyele of life and death
with dawn and dusk in accordance with
symbology innate in human beings; the
presence of flowing water as an image

of the origin of life and purification; the
orthogonal arrangement of the main
routes—that of arrival and the longitudinal
axis of the building—which reproduce,

in their proportions, the form of the

cross. Many of these features were
reproduced in the project for the
Skogskyrkogirden, Stockholm South
Cemetery, that Lewerentz produced in
collaboration with Erik Gunnar Asplund.

It was not by chance that, when discussing
the choices underlying the project on the
occasion of the presentation of the model
of the Helsingborg crematorium

at the Exhibition of the Baltic Nations in
Malmo n 1914, Asplund and Lewerentz
decided to participate in the Stockholm
competition together.

Bibliography: Bergsten 1914; Ahlin 1985b, pp.
53-55; Constant 1994, pp. 19-20.

(PG.)

Views of the model and the
layout plan.
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Study sketeh of the layout

plan.




Study sketch of elevation,
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Plan of ground and first
floors and longitudinal
and cross sections.




Elevation of the main
building.

|_.--——-———1‘~‘
&
@

]

L5 1 =g - .
o S ’_,‘ SUAA S A L bl i | e ey

e S

T ——

i

RIS i oy g o S A .
H‘““‘—-—-—-— 4

i

M i I 1
e i iru
Lﬂ.,,‘__h.w

oo 0c0 0ol

£ B

et L e

h,._..:-i‘:-:-:aﬂ

89



26. Project for a Housing Scheme
at Bergaliden, Helsingborg, 1914

with Torsten Stubelius

Layout plarn.

Plans, elevations and
section of the housing
types.

[

27. Project for Houses for the Workers
and Engineers of Forsbackabruk,
Forsbacka, 1914

with Torsten Stubelius

The plots for the houses are located around
two internal roads following the lie of the
land. A square, at an oblique angle to the
orthogonal axes along which the scheme
extends, is in contrast to the overall plan,
providing, with its narrow, elongated form,

a prospect of the River Gaulean. It is

also intended to construct, along the coast,
a number of communal boathouses,

an indoor swimming pool and a workplace
for women.

The houses—approximately eighty and
divided into three types of various sizes—
consist of a wooden structure resting on

a low stone base.

(PG.)
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28. Exhibition of the Baltic Nations,
Malmo, 1914

In 1914 an important international exhibition
took place at Malmo. Featuring the products
and projects of all the countries on the Baltic
Sea, it also included a number of pavilions
where the works of Lewerentz and Stubelius
were displayed. In the one devoted to low-
cost housing, the two architects exhibited,
on behalf of the Egnahemsrérels (Movement
for Home Ownership), a scheme of 1912-13
for single-family houses in the Palsj6 area

of Helsingborg and a project of 1912-13

for workers” houses at Nyving. In addition
to these projects of an urban character, in the
Svenska Sljdforening (National Applied Arts
Association) pavilion Lewerentz and Stubelius
presented a number of glass objects designed
in the preceding years for Fire Glasbruk

on a stand specially created for the occasion.
Lastly, in the Eldbegiingelse Forening
(National Cremation Association) pavilion
the two architects exhibited the model, made
in the same year, of the project for the
crematorium of Bergaliden at Helsingborg.

Bibliography: Ahlin 1983b, pp. 35, 105, 124.
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29. Summer Restaurant at Pilsjo,
Helsingborg, 1914
with Torsten Stubelius

In 1914, in the Pilsjoskogen wood, near
Helsingborg, Lewerentz and Stubelius

built a small summer restaurant. This very
Simph‘ but ::harming wooden construction
comprises a block with a square base

onto which s gl‘alltcd an Ot‘tag(m:d structure
with a much higher, pointed roof,
Surrounded by slender columns surmounted
by stylized capitals, this houses an open
dining area. The roof is covered with wooden
shingles, while the square block is faced

in vertical wooden planks. The whole
building 1s reminiscent of a cabin, or even

a tenr, ideal for creating an atmosphere
conducive to communion with nature,

PG)
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30.Villa Rameén, Helsingborg, 1914-15
with Torsten Stubelius

The Villa Ramén was realized by Lewerentz
and Stubelius in 1914 on a gently sloping site
1915 overlooking the Sound, a position from
which, on clear days, it is possible to see the
Danish coast and the city of Helsingor.

The villa occupies only a small part of the
large site, the rest of which comprises various
service facilities and a large garden divided
into recreation and rest areas. The building,

a parallelepiped surmounted by a hipped roof
with sprocketed eaves, is compact and austere,
with a regular rows of windows arranged

flush with the facade. While the shape

of the roof and some of the details on

the exterior clearly derive from the
building traditions of nearby Denmark,

the coloured sketches and the way the
volumes are disposed reveal an mnterest in
contemporary central European architecture.
The severe appearance of the building

is, moreover, reflected by the way the
external spaces are arranged: this is intended
to provide views both of the garden and
the surrounding area.

Bibliography: Ahlin 1985b, p. 46; Caldenby
1997, pp. 54-57.

(G.P)

South elevation and |ayout
plan, 1914,

Teke 13 s i o b e
[hed e honpala sl v bbb
bstenyg fade 1 i _'mf&& frimd-
Ot et e ok e AU oot
o

Tovinn frgas aus
St gy o rligic
Fhtd AL et R e
S afei fnnf woaol deann
- geisiane
fu‘ lal ey o ke sl u.: Al
e Va4 ;a';_,u“l.-..r.f ey s,
4 Hﬂifw.;;tmwmﬂ.. :‘{rl-""_ v .
v tell (o umrl I8 ?—.a.r{v.,.

L pds.
g‘rm(th f vehlank, o dme il

5‘,\.;_. m\f;;w e Bl T e
- i"u.u i I.ih_iﬁ_u‘ i 5-—'1; .flh' Ja:i‘u, &
At B ﬁ'é‘l'!.r{-‘ﬁf,e‘afaoe 4 ||
ppan FEER T Jjg?a.,- :
B R
I gy el bl areres L
J?‘-ﬂ‘fn_j# SN R S
P e o
&"-_an.r.x(}f;a it é}?ﬁ,
centremi sl wmeeat At £
Y /u' A '4{,,_.;/-/!,_
J/z/ -1{!! o et

i merser e

I
(i fﬁ.r;-.i?._imq .m!{iv'-r‘.' av hic,
|

PP
g 0\ o et e "'F""'
oy s nion K et b AT
; : S AT T e

A RAMEN HEL/NGRODG

STTU ATiQN/PLAN"'_'MALA‘.:EII .

5

LErdTHEA

93



Study sketch

of the forecourt.
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31. Forsbacka Cemetery, 1914-22
with Torsten Stubelius

lll t]]t_’ ﬁrst PI’Op{JSﬂIS FOI' fl}{f L‘L‘I]lﬁ[t‘]fy

of Forsbacka, an industrial town in central
Sweden, the scheme spreads organically
over all the available land. The whole

of the site, sloping towards the lake shore,

is used in Lewerentz and Stubelius’s first
project, where a layout following the
contours was envisaged; extending from the
highest area, occupied by a chapel, to the lake
below, this also comprised an islet on which
a church was planned. In the subsequent
project, however, this arrangement was
considerably simplified, becoming more
schemate and rigid on the slope of the site,
although the project that was realized has
retained the position of the chapel
overlooking the cemetery.

Many versions of this chapel—from 1917
onwards they were signed by Lewerentz—
have been found. They all show a building
constructed with coarsed random rubble
stone blocks, with a double shell and bound
with thickly applied mortar, while various
versions of the roof exist. The plan of the
building is not perfectly square, reflecting
the direction of the site boundary and that
of the road leading to the entrance, which
were not orthogonal. This gave rise to the
irregular form of the plan, while detailed
studies of the paving have also been found.
While the chapel was under construction,
in 1919, Lewerentz decided to use stones
found locally for both the base and the
walls of the small building, manifesting his
interest in the texture and overall effect

of the structure, thereby aiming to link the
architecture to the area through the use

of traditional techniques and materials.
The church, located on the islet in the layout
plan, was never built.

Bibliography: Lewerentz 1915; Ahlin 1985b,
pp. 78=79; Caldenby 1997, pp. 58-61.
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Layout plan with profiles,
December 1914.
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Elevations, plans
and sections of the church
and chapel.
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The chapel: different

proposals for the elevation,
masanry and the farm

of the roof.
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Views of the chapel

and cemetery.
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32. Project for the Development Plan
of Brantevik, 1914-29

In preparing the project for the development
plan of Brantevik, a small fishing-port

in southern Sweden, Lewerentz began

by locating the main square in the highest
part of the village, where he sited the most
important buildings, including the church,
post-office and school. Leading out of the
square 1s a broad tree-lined boulevard, free
of buildings and commanding a view towards
the sea front and the small harbour below.

In addition, the project proposed the
integration between the new and old
buildings, which was also achieved through

the drawing up of a new map of mobility,
characterized by the presence of three main
arteries runnimg parallel to the coastline.

On the highest one, which skires the
perimeter of the built-up area, Lewerentz
proposed that the new municipal cemetery
should be sited close to the main square, but
outside the urban area, so that it was, in fact,
just behind the church.

Although the details of the project continued
to be discussed with the local authority untl
1919, it was never reahzed.

Bibliography: Ahlin 1985b, pp. 48-49.
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33. Project for the Villa of Erick Banck,
Helsingborg, 1915
with Torsten Stubelius

The project of the villa for the shipowner
Erick Banck at Helsingborg combines

a mixture of classical and Baroque stylistic
features with a layout that, although
tracitional, has a number of compaositional
ideas of a certain interest. On the plan, in
fact, one of the short sides is set at a slightly
oblique angle, which means that the
organization of the rooms has to take this
into account, While on the ground floor the
effect of this 1s limited to the internal
disposition of the two rooms on the oblique
side, on the upper floor a corridor extends
along the axis orthogonal to this side,
affecting the layout of other rooms.

(G.P)
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34. Competition Project for Buildings

for the Swedish Navy at Skeppsholmen,

Stockholm, 1915
motto “till Skepps

In 1915 Lewerentz participated in the
competition for the design of a number
of new buildings for the Swedish navy
at Kungsholmen, in the central part

of the islet of Skeppsholmen, where

the headquarters of the navy had been
situated for centuries. Already the subject
of a competition ten years previously,
the site is located in a central area

of the capital, just behind the historic
island of Gamlasdadt where the royal
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palace stands. In answer to the request,
contained in the conditions of the

new competition, to locate the best
position, as well as determining their
architectural characteristics, for a number
of buildings, including a school for
non-commissioned officers, two barracks
and a refectory, Lewerentz responded

by proposing a row of buildings extending
to the west of the imposing Orthodox
church, parallel to the Tyghuset

(house of cloth).

Bibliography: Skeppsholmentiflingen 1916.

(G.P)

T
Sketch of the project.
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35. Renovation and Extension of the 36. House and Shop in Kungsgatan,
Corps de Logis at Hogsbo, Sandviken, Stockholm, 1915
1915
37. Nustration for Teknisk Tidskrift, 1915

See entry no. 15.

View of exteriar,
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38. Competition Project for the
Extension to Stockholm South
Cemetery at Enskede, Stockholm,
1915 onwards

with Erik Gunnar Asplund

motto “Tallum®™ first prize

In 1914, on the occasion of the Exhibition
of the Baltic Nations in Malmd, Sigurd
Lewerentz and Erik Gunnar Asplund met

in the mock-up of Ferdinand Boberg’s Baltic
Temple, housed in the pavilion of the
Eldbegangelse Forening (National Cremation
Association) designed by Gustav Schlyter.
When the two young architects discussed
the themes raised by the exhibition they
were near the model of the crematorium

of Bergaliden at Helsingborg, designed

by Lewerentz (in collaboration with Torsten
Stubelius) and, according to contemporary
accounts, it was here that they decided

to participate together in the competition
for Stockholm South Cemetery, beginning

a professional relationship which was

to produce one of the most important

and complex architectural works of the
twentieth centurv.

The competition was announced in 1914,
but the reasons underlying it date from an
earlier period: it was in April 1905, in fact,
that the cemetery board of Stockholm
informed the municipality that the extension
to the city’s cemetery had become a matter
of some urgency.

In reality, the phenomenon of the

' )
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avercrowding of the existing cemeteries,
together with the need to establish suitable
rules for the location and organization

of areas for burial, was a problem that had
beset Europe since the eighteenth century.
At the same time, in Sweden, a debate
began regarding the practice of cremation,
considered to be one of the possible answers
to the problem of overcrowding in the
cemeteries. In the period 1882-83 the
Eldbegingelse Forening was founded: this
was a private association that did not have
to face the strong opposition of the Church,
as happened in the countries with a stronger
Christian tradition. It is no coincidence

that the custom of cremating the deceased
tormed part of the rites of Nordic peoples
of the Bronze Age, for whom fire purified
the soul, unlike the Christian culture,

which with particular reference to the stake
and the symbolism of hell regarded fire

as an essentially negative phenomenon.
Gustav Schlyter, the commissioner of the
Helsingborg cemetery board, who was
interested 1n a secular revival of cremation,
in the early years of the twentieth century
laid down guidelines for the construction

of the new cemeteries, seeking to persuade
the public to take a positive and serene
approach to death, and stressing the profound
civil, democratic and egalitarian significance
of this practice.

In this context, the director of the Stockholm
cemetery board, K.G. Hellserdom, made sure
that the project for the new Stockholm South

Layout plan, preliminary
sketch for the 1915
competition (5. Lewerentz
and E.G. Asplund).



Layout plan submitted

1o the competition,

1 May 1915 (S. Lewerentz
and E.G. Asplund).

Varfant of the layout plan,
4 December 1916

{S. Lewerentz and

E.G. Asplund).
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Cemetery was the result of a competition,
international on the recommendation

of the municipality, open to architects, artists,
landscape architects and others interested

in the problem.

The site chosen, about fifty hectares in size,
just to the south of the existing cemetery, at
Enskede, in an area set aside for the expansion
of the city, was mainly wooded, with a low
hill doninating the whole site, and was well
served by both the road and railway systems.
The competition, the first international one
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in that period in Sweden, was announced in
September 1914, with the closing date fixed
for the following May. The conditions were
published in both Swedish and German,
highlighting an interest in what was going on
in Germany at the time. They reflect, n fact,
the criteria used for contemporary schemes
in Germany for the organization of
cemeteries, stressing that the site should be
laid out, without sacrificing the artistic quality
of the new development, so as not to alter in
a significant manner the character of the
landscape. Inviting the participants to prepare
a project in which visitors would be able to
orient themselves, thanks to the clarity of the
layout, which should provide extensive vistas,
the competition programme stated that the
whole of the site available would be used,
allowing the graves, chapels and other
important buildings to be integrated with

the existing natural features.

Among the fifty-three participants, some
groups came from Germany: these also
included those to whom the second and
third prizes were awarded, demonstrating
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the expectations of the jury, which regarded
Gunnar Asplund and Sigurd Lewerentz’s
project, denominated “Tallum”, as the

one that most forcefully managed to concetve
the new cemetery as the inseparable unity
of architecture and landscape, as well

as of religious character and the primitive
Nordic spirit.

“Tallum™ sums up the changes and
expectations to be found in a society poised
between tradition and modernity, attentive
to variations in style and its way of life, but,

S
2
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at the same time, anxious to reaffirm ancient
principles of settlement, still alive in the
nation’s culture, [t was no coincidence

that, despite the uniqueness of the site
characterized by forest, other new cemeteries
were based on this example in an attempt

to identify the sacred values with those

of the place itself, combining the profane

and the primitive with the fascination of
modernity and an ancient sense of the sacred,
thereby making the theme of death more
acceptable and comprehensible to individuals.

The Competition Project, 1915

“Tallum" differs notably from all the other
projects submitted to the competition:
Asplund and Lewerentz’s proposal seems

to give the right answer to all the requests
contained in the programme, rejecting,
however, any preconceived formalism,

and avoiding any schematic and predictable
layout. Within an area completely covered
by trees, the two architects planned paths
freely following the relief of the site, linking
significant and fascinating places. The clariey

Study sketch for the Way
of the Cross, 1915
competition,

Study drawings for the
layout of burial areas.

Study for the burial area in
the woods, photomontage.




required by the competition conditions

was not banally interpreted with axes and
prospects cutting across the site, but rather
through the disposition of teatures that, like
stones left in order to find a path one has
already walked along, follow each other in
sequences rich in symbeolic meanings. From
the entrance, located on the road dividing
the new development from the north
cemetery, a number of paths branch out,
some narrower, others shghtly more evident
on the continuous carpet of grass flooring
the woodlands as they follow the curves of
the contours in a quest for effects of light
and shade that, amidst the tall trees, continue
to change according to the time of day.

Some of these paths suddenly become

more prominent, clearly the result of man’s
intervention: these are routes having a
stronger ritual significance linking important
points.

Buildings as such are reduced to a minimum
and, with the exception of just a few, such

as the crematorium tower, visible from the
entrance, they reveal themselves little by little.
Sign of human presence, are, however, the
natural features that have been redesigned and
organized in accordance with precise rules.
Although harmomzing with their setting, they
evoke either archetypal memories, such as the
family tombs consisting of earthen mounds
like primitve graves, or classical symbols such
as the Way of the Urns or the forecourt of
the chapel where busts alternate with soaring
trees. The whole scheme is interspersed with
a number of places having a more secular air,
closer to pagan ritual, and others intended

for a more monumental representation,
obtained by the free use of architectural
elements forming part of a classical language.
Although there is never romantic or decadent
complacency, at times the two architects make
use of the mise en seene and the construction of
fragments of landscape aimed at highlighting
parts having a particular significance. The most
emblematic place is the main chapel, inspired
by Lewerentz and Stubelius’s project for the
crematorium of Helsingborg. Located near the
top of the low hill near the entrance, it may
be reached by a path called the Way of the
Cross that follows the contours of the land
and is marked by a long row of trees. Standing
in the lee of one of the sides of the hill, the
building extends westwards towards the rise
where, conforming to the existing topography,
there is a large open area from which it is

possible to reach the crypt. The chapel 1s
constructed on an east—west axis and, in front
of the entrance, at the east end, there is

a forecourt; intended for the burial of famous
people, this may also be used for open-air
ceremonies. On one side of the Way of the
Cross lies the “valley"”, a place for open-air
ceremonies, with a catafalque m the lowest
part and seats for the mourners along the side
of the hill. The slope linking this place to

the chapel garden is divided into seven
terraces where chapels and tombs are located.
The rest of the scheme extends over the
whole available space, comprising various
places intended for different functions. Those
of particular importance include: the long
rectilinear axis called Seven Wells, which,

in the subsequent versions, acquired greater
importance; the series of Seven Gardens;

and the area for family tombs, The jury

only raised two objections to the project:
the excessive “monotony” due to the fact
that there were no clearings in the wood,
thus preventing the creation of an alternation
between light and shade, which led to fears
that an excessive sense of oppression would
be caused in the longer processions; and the
entrance, which was well sited with regard
to the existing north side, but not sufficiently
highlighted.

Proposals for a New Version (Revision of the Project)
On the basis of the jury’s recommendations,
in eighteen months the two architects
prepared a new project in which there were
a number of evident variations, although
these respected the original spirit of the
scheme. The revision of 1916 comprised
three treeless areas, in contrast to the dense
woodland covering most of the site, and the
introduction of a2 wide monumental entrance,
while it was also intended to redesign the
front facing the road of the north cemetery.
Although still based on gentle curves, the
layout of the paths and roads appears to be
more rigid and orderly; in particular, the
secondary roads divide up the burial areas in
a more uniform manner. The perimeter is
redesigned by inserting a service road around
the edge, while the road running across

the cemetery in the first scheme, dividing

it into two parts, has disappeared.

This version, moreover, seeks to incorporate
the principles established by the cemetery
board, according to which the design of the
individual funerary monuments had to

Wooedland Chapel,
views of the exterior
(E.G. Asplund).
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Resurrection or South
Chapel, plans, projects
of June and September
1922.

Resurrection Chapel,

drawing of the complex,

1923-25.
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Waiting-room,

The block containing

the mortuaries attached

to the Resurrection Chapel,
details of the portico

and general view,
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Resurrection Chapel,

plan and west elevation,

1923-25.
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Longitudinal section
and north elevation.
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Resurrection Chapel,
cross section and south
elevation, 1923-25.
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conform to the tone and general aspect

of their setiing. The decision to impose

an organic sense of place on the character
of each tomb arose from the need to create
order and restore quality to the practice

of designing funerary monuments, a theme
that Lewerentz and Asplund worked on

as consultants in 1916; they were then the
winners of a competition announced in 1919
for the design of prototypes of tombs. In
1918 the cemetery board asked the two

T n L

architects to examine the theme of the
entrance and design a small chapel, which
was to be realized in a short pt‘riod of tme.
Lewerentz devoted himself to the study

of the entrance, exploring, for the first tume,
the theme of the exedra on the principal
road from which an oblique axis branched
off. In this scheme the compositional
structure comprised a series of features to
be observed in a sequence, but not from the
planned rectilinear route, which culminated

in the small chapel designed by Asplund. The
latter, however, having just got married, left
for his honeymoon 1n Denmark, postponing
the beginning of the study. On his return,

in agreement with the authorities, it was
decided that the site Lewerentz had chosen
on the rise, at the end of the entrance road,
should be set aside for a more important
chapel, to be constructed in more durable
materials, and the small Ch‘&pel would.
therefore, be built on a more marginal site,
leaving it to commune with nature without
making its presence over-obvious. It was
from these premuses that Asplund’s celebrated
Woodland Chapel was born; this was
consecrated, together with the cemetery. in
September 1920, Between the 1918 version,
in which, among other things, the pathways
are more clearly distinguished from the roads,
to that of 1924, in which the buildings
constructed so far: the Woodland Chapel
(1918-22), the service buildings designed

by Asplund (1922-24) and the Resurrection
Chapel (1921-25) with adjacent services were
inserted, various proposals and studies were
made, In particular, these regarded the theme

Views of the exterior
and portico.
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Resurrection Chapel,
view of portico.
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Detail showing that
the portico is set at
a slight angle to the chapel.
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Resurrection Chapel,
view of exterior,




View of interior.
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Resurraction Chapel,
sketch of the interior
of the sacristy, 1923-25.
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Detail of the altar.
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of the entrance, the problem of the boundary
wall, the siting of the main chapel and

the hierarchy of the routes.

In the first version of April 1920, the
entrance was followed by a route dotted with
features linking it to Asplunds chapel, while
in the following version, also of 1920, which

was much more solernn with a Neoclassical
tone, it was connected for the first time to
the Way of the Seven Wells, which, through
the main chapel, forms a network of routes
linked to each other. Subsequent versions,
dated 1923 or 1924, show, through sketches
and coloured views that it was not et
possible to give the entrance area its final
layout. [t was only in 1931, when three
consultants, Sigurd Curman, Lars Israel
Wahlman and Ragnar (")stbcrg, were asked
to give an opinion, that a decision was
finally made.

The 1932 project gave a definitive face

to the whole of the most northerly part

of the scheme: the entrance was inserted

in accordance with the recommendations

of the three consultants; the road follows a
route that is independent of the straight path,
which, no longer on the same axis as the
entrance, leads to the free-standing portico
of the crematorium and the main chapel;
lastly, there is the arrangement of the hill with
the Grove of Remembrance, a sort of pagan
temple from which the Way of the Seven
Wells starts and which commands a view of
the crematorium and the area in front of this
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intended for open-air ceremonies.

In the following years the different characters
of the two architects emerged: Asplund was
more intuitive, faster and better organized;
Lewerentz much more reflective, methodical
and always in search of the best solution.

It was perhaps these differences that led to
the end of the collaboration between the
two when, in 1935, the project for the main
chapel and crematorium was entrusted to
Asplund, while Lewerentz was commissioned
to deal with the general aspects and the
landscape design. In 1940, shortly before

the death of Asplund, the main chapel with
the adjacent crematorium was inaugurated;
from then onwards Lewerentz continued

to work alone on the cemetery.

The Resurrection Chapel (1921-25)

[n 1921, a few months after the consecration
of Asplund’s Woodland Chapel, the cemetery
board commissioned Lewerentz to design
another small chapel, similar in size to the
one just completed but, unlike it, closely
correlated with the general plan. With the
new chapel, therefore, an attempt was also
being made to solve the problem of the Way
of the Seven Wells at the end of which the
building was to be located. This pathway;,
present in all variants of the project produced
by the two architects, only found its identity
becoming the main north-south axis around
which the whole of the central part of the
scheme was arranged with the studies of the

Resurrection Chape!,
views of the interior
and the officiant's room),
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Sketches for
the furnishings.
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Sketches for
the furnishings.
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Elevation and plan
of the waiting-room at
the entrance, 1924-31.,

The fountain at the
entrance.
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entrance made in 1921. From June to
September 1921 Lewerentz submitted three
versions of the chapel, which raised a
problem of a theological nature: the

presence of just a catafalque, without an altar,
in a structure devoted to cremation. This
controversy delayed the approval of the
project, so that the architect proposed, in
subsequent versions, that there should be
both an altar and a catafalque, in an attempt
to settle the dispute. In 1922, as a result of
pressure from the authorities, Lewerentz was
asked to continue with the project, although
on this occasion even less time was available.
In June he submitted a new variant in which,
on the axis of the north-south path and with
the service buildings, he located an area of
reception and meditation in front of the

chapel. Lastly, in September of the same year
the definitive version was produced, in which
the chapel was oriented along the cast-west
axis, as is customary with Christian churches,
and as Schlyter himself recommended.
Originally known as South Chapel, the
building only became the Resurrection Chapel
in May 1925, when the tympanum over the
entrance was embellished with a frieze.
Lewerentz’s chapel project comprises a
number of parts: the chapel itself, the separate
entrance portico, the semicircular waiting-
room and the service block, with the
mortuaries. Together they form a number

of significant places that are in harmony with
the landscape and the surrounding tombs.
The entrance to the chapel, stressed by the
dodecastyle portico, is on the same north-south
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axis as the Way of the Seven Wells.

This disposition is, however, in contrast with
the rectangular plan of the chapel, which
extends asymmetrically along the east-west
axis. At one end is located the altar with the
catafalque, at the other end there is another
door, through which the mourners proceed
after the ceremony towards the burial area.
This intersection between two orthogonal
axes gives rise to an decidedly unconventional
internal layout: those entering the building
through the portico and the heavy entrance
doors will find that their attention i3
immediately attracted towards the east where
the altar is located by the anomalous position
of a large window on the south wall, the
only source of light in the chapel. This
arrangement 1s, in effect, an invitation to turn
towards the altar on the longitudinal axis,
that is so as to be able to participate in the
ceremony. Lewerentz’s total freedom in his
design is underlined by his audacious
manipulation of the established language

of architecture. Although adopting fragments
belonging to the classical vocabulary, he
subordinates them to the particular sense
with which he seeks to inform the work.

In other words, he avails himself of the
reassuring presence of what are apparently
familiar forms in order to convey new
contents. An excellent example of this 15 the
disposition, inside the ch:lpt‘], of the c'.<)uplt-d
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pilasters, which are not placed symmetrically
opposite each other, but serve to indicate
how the space should be used.

Similarly, on the exterior, elements
characterized by stylistic features, such as

the portico, contrast with structures in which
the geometric aspect and use of materials is
paramount, as in the tall, elongated volume
of the chapel and the semicircular one of the
waiting-room. In the two subsidiary blocks,
in fact, the references to the classical world
are not to be found in use of stylistic
elements, but rather in the way in which

the internal and external space is structured.
The closed semicircular waiting-room

1s reminiscent of the open-air places

for waiting and meditation located

on the Via dei Sepolcri at Pompeii, while
the elongated block of the mortuaries
provides a covered walkway leading towards
the adjacent spaces, rather like a stoa.

The area at the side of the portico,
characterized by the large blind wall of the
chapel and the small well, located on the axis
of the first intercolumniation of the portico
itself, is the place where the mourners wait
before the ceremony begins. Since this

is on the north side, it is mainly in the
shadow of the chapel, contrasting notably
with the interior of the building,

which is always bathed in light.

There are, furthermore, many references

Service buildings,
exterior {S. Lewerentz
and E.G. Asplund).

Main chapel

and crematorium,
elevations and section,
1930 (5. Lewerantz
and E.G. Asplund).




STOCKHOLMS SODRA BECRAVNINGSPLATS
FORSLAG TILL STORA KAPELLET

— L b

127



Perspective drawing

of the main chapel

and crematorium, 1930
(5. Lewerentz and

E.G. Asplund].
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Hill of Remembrance,
plan and perspective
drawing {1937-40).
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Hill of Remembrance.

Way of the Seven Wells,
perspective drawing
[c. 1930} and view,
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to the harmonies and numerical systems on
which the composition of the work is based.
What really matters, however, is that these
complexities, the result of in-depth studies,
although reflecting the evolution of the
architect’s ideas, in reality give rise to a totally
legible whole, the contents of which may be
easily discerned by everyone. The waork
constructed uses the morphological, stylistic
and material potentialities of the built form
to best advantage, realizing an organic whole

2 i it Raia 110
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(various alternatives).

1918-22: Woodland Chapel (Asplund only).
1915-22: Resurrection Chapel (various
versions), waiting-room and mortuaries
(Lewerentz only).

1920-23: various schemes for main entrance.
1922-24 service buildings (Asplund only).
1923-25: Resurrection Chapel (final version,
Lewerentz only).

1924-31: various schemes for main entrance
(Lewerentz only).

in which even the smallest detail contributes
tO expressing its various meanings.

Lewerentz’s Last Works in the Cemetery

From the 1950s onwards the cemetery board
again availed themselves of Lewerentz’s
services, asking him to design a number of
additions to the works already completed in
the cemetery. In particular, he was consulted
tor the realization of a pedestrian entrance,
with a gate, in the west fence (1951-56),
while he was also commissioned to design
additional service blocks behind the
Resurrection Chapel (1952-61) and a Grove
of Remembrance near the main entrance
(1958-61). These projects were tackled by
Lewerentz after so many years had passed
with the same dedication as always;

through what are often very evident stylistic
juxtapositions, they demonstrate how
architecture is able to adapr itself to variations
in taste if it is based on principles typical of
a sound, timeless approach ro construction.

Chronology:

1915: competition projects submitted.
1915-19: first period of revision of project
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1928: Hill of Remembrance (final version).
1930-34: project for the main chapel, the
crematorium and the entrance area.
1934: studies for the access to the main
chapel (Asplund only).

1935400 crematorium and main chapel
(Asplund only).

1937-40: proposals for finishings
(Lewerentz only).

1939-40: final version of the access path
to the crematorium and location

of the cross (Asplund only).

1952—61: service buildings

for the Resurrecton Chapel.

1958-61: Grove of Remembrance.

Bibliography: Blanck 1915a; Blanck 1915b;
Lewerentz 1926¢; Markelius 1926:

Zevi 1943; Porphirios 1983;

Ahlin 1985b, pp. 56-67, 111-23, 168-70;
Treib 1986; Ortelli 1989, pp. 55-60;
Bedoire 1990; Santi 1990, pp. 164—71;
Porro 1992; Constant 1994;

Johansson 1996; Caldenby 1997,

pp. 66-73.
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Hill of Rermembrance,
section of the flight
of steps, after 1932,




Main chapel and
crematorium, site layout,
1940 (E.G. Asplund).

View of the flight of steps
leading to the Hill of
Remembrance.

Views of the main chapel
and crematarium.
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Views of the landscape.
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Views of the landscape.
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View of the flight of steps
leading to the Hill
of Remembrance.
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Service buildings for
the Resurrection Chapel,
details.

Place of Remembrance.
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39. Valdemarsvik Cemetery, 1915-16

In 1915 Lewerentz and Stubelius’s office was
commissioned to design a new cemetery at
Valdemarsvik, to be located on a long, narrow
site in the lee of a wooded hill flanking a
small valley just outside the built-up area.
Although the preliminary project, which was
only partially built, appears to contain a large
number of features, overall it is very simple.
Clearly, it was intended to construct

a fragment of the natural environment

dense with significant features where the
architecture provides a support to the new
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design of the environment. In the first
version, a small circular chapel appears in the
highest part; from this, along small winding
paths, it is possible to descend to the area

set aside for the tombs, crossing a portion

of the hill where stone tumuli dating from
the Bronze Age are to be found. In the lower
part, the cemetery is arranged around a
longitudinal axis along which the burial sites
stand at regular intervals. This route, planned
to descend first and then to rise slightly
towards the end, terminates with a space
devoted to open-air ceremonies, as in
Lewerentzs project for the Malmé Cemetery.

et
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Layout plan and profiles

of the site.
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From this space, an axis orthogonal to the
principal one leads to a small pond,
surrounded by linden trees, into which a
stream flows.

The fact that the vegetation is an integral part
of the scheme is one of the most interesting
aspects of the project. The detailed description
of each tree or pl;-‘mt. and even the colours of
the flowers, emphasizes that, to all intents and
purposes, the natural element is one of the

materials with which the project is constructed.

Just like stone, wood and gravel, tree trunks,
leaves, petals and blades of grass all help to
obtain the effect desired by the architects. This
effect 18 not intended, moreover, to be fixed
and stable in the course of time, but is
constantly changing, like nature itself.

After many variants had been proposed, the
cemetery was constructed in the spirit of the
initial project, but with some simplifications:
features such as the square for open-air
ceremonies, the pond and the chapels built
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into the hillside were eliminated, while, albeit
with some modifications, the circular chapel
was realized in the original position. Built

in local stone, it is covered by a soaring root’
in wood—made with over 15,000 shingles—
that, constructed on a dodecagonal base, ends,
as an octagon, in a spire surmounted by a star.
In accordance with the original idea, the
chapel is linked to the paths that gradually
dC\‘C(‘.ﬂd tU\’\"ﬂ[dS tl]l.' buri:ﬂ :II'{L‘H_TI'](_' ACCESS

to this area 1s marked by a sort of rampant
arch under which visitors are encouraged

to pass and on which a cross is located.

All the details of the mterior of the chapel
are carefully designed, including the
furnishings and the liturgical vessels used
during the most important ceremonies,

Bibliography: Ahlin 1985b, pp. 74-76;
Caldenby 1997, pp. 62-65.

(BG.)
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Details of the chapel.
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Model of the scheme.
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Chapel, elevations. plan
and sections of the final
version, c. 1917.
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Chapel, elevations
and section of one
of the intermediate
VErsions,

Chapel, view of exterior,
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40. Works and Projects for Marma-
Langrors Sagverk, Marmaverken,
Séderhamn, 1915 onwards

partially with Torsten Stubelius

In 1915 Lewerentz received a commission
from Marma-Lingrors Sagverk AB,

a company concerned with the working
of wood on the River Ljusnan, in the
Hilsingland region. From 1915 to 1920,
Lewerentz, partially with Stubelius, designed
a housing estate for the firm’s employees
near the Marma factory, where houses of
various types were planned, from single-
family dwellings for the administrative staff
to spartan two-storey buildings for the
workers, although only part of the project
was built. Subsequently Lewerentz designed
a housing estate for workers at Vallvik and
an extension to the nineteenth-century
power staton for the sawmill at Langror,
for which he planned a block consisting
of a simple building in bare brick: neither
of these, however, was realized.

In 1927 the architect was asked by Marma-
Langrors Sigverk AD to give an architectural
finish to the exterior of a new sulphates
factory that the company had commissioned
from a Stockholm engineering firm. Since
the internal distribution and the layout

of the complex was indissolubly linked to
the system used for working the sulphates,
Lewerentz’s intervention was limited to the
design of the fagades, which he modified by
making use of the structure proposed by the
engineers. Along the external walls, in fact,
there is a plinth in reinforced concrete that
the architecture exploits, leaving it exposed
and placing on it a face in brick and
limestone. Furthermore, the space between
the pilasters on the facade is stressed by

the rhythm and size of the openings placed
all around the complex.

Lewerentz also intervened in the design

of the ro()ﬁng, which he mggested should
be flat, so that the problem of providing
adequate Lighting for the interior could be
resolved by adding a number of monitors
(rectangular glazed structures forming
continuous lantern lights). After
completing the industrial complex, which
was made famous by the brick chimney
added by the architect—at the time

the highest in Europe—Lewerentz was
commissioned to design another housing
estate for workers at Marmaverken. The

144

new sulphates factory, in fact, attracted
further manpower to the area, increasing
the need for housing; moreover, the

new industrial complex was partially
constructed on a residential area
Lewerentz's project of 191520, described
at the beginning of this entry causing the
demoliton of numerous builldings, so that
it was necessary to rebuild elsewhere.

The project for the new houses involved
the construction of two parallel terraces,
located on a road inside the industrial area,
with large courtyards separating the units.

Chronology:

1915—16: project for workers’ houses, with
Torsten Stubelius.

1917-20: realization of workers’ houses and
project for houses for engineers, with Torsten
Stubelius.

1927 onwards: industrial building for Ljusnans

Sulfatfabrik and workers” houses.

Bibliography: Ahlin 1985b, pp. 49-50,
1641-67; Constant 1994, p. 123,

(G.P)
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Study elevation for the
housing estate realized
1917-20, with Torsten
Stubelius.




=w of the workers'




Elevations, plans and
sections for the housing
estate of 1917-20.

Office buildings, plans,
elevation and sections.

Liusnans Sulfatfabrik,
axonometric projection, 1927.

LJUSNANS
SULFATFABRIK
MARMAVERKEN
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41. Rud Cemetery, Katrlstad, 1916~19

In September 1916 Lewerentz was
commissioned to design the new cemetery
at Karlstad, which was to be constructed

in the forest of Rud on a site with an
irregular shape and a very uneven surface.
Because of the urgent need for space for the
graves, the work was divided into four stages
in order to speed things up, with the
completion of the first part by the spring
of 1918.

Despite the irregular form of the area
available, Lewerentz proposed a project
centred on a single north-south axis. An
avenue lined with birches leads to an oval
space where the entrance to the cemetery
stands: this is an arch in a long, narrow
building, placed like a wall to block the view
of the interior. This solution was strongly
opposed by both the cemetery board and
the local people, who, even after a number
of changes had been made, continued to
reject Lewerentz's project. Having passed

the wall-like building, which also contains
the custodian’s house, offices and storerooms,
visitors continue along the path following
the principal axis, crossing a large open
space—a sort of artificial valley—where

the path divides into two symmetrical arms,
while the principal axis continues to a
small oval pond. Water flows into this

from a cascade, on the same axis as the long
path, which penetrates a sort of curtain

of pruned firs, parallel to the entrance wall.
This screen of trees is flanked by an
east-west path—orthogonal to the one
from the entrance—leading to the funeral
area to the east and a chapel to the west.
The realization of the project was delayed
considerably due to the numerous
modifications made at the request of the
Karlstad Cemetery Board, which did not
approve of many of the choices made by
Lewerentz. Despite the variations made
while work was underway, the project

was completed, but some parts—the most
controversial ones—were later demolished.

Like other smaller schemes, the Rud
cemetery demonstrates that, in his projects.
Lewerentz took a particular interest in the
natural environment and landscape. The
modification of the relief, the use of trees
as architectural screens and the discreet
insertion of small features serving as

a focus of attention, are recurrent themes
in the architect’s work.

Bibliography: Ahlin 1985b, pp. 80-83;
Constant 1994, pp. 119-23; Caldenby 1997,
pp. 74=77.

(G.P)

Study elevations, plans
and sections of the
entrance building.
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Layout plan and profiles
of the site, October 1917.
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View and perspective

drawing of the entrance.
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Study sketch of the
funerary chapel, c. 1916.
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42. Competition Project for the Eastern
Cemetery at Malmé, 1916 onwards
motto “As” — first prize

The Competition, 1916

The competition tor the extension to the
Stockholm South Cemetery of 1915, which
Lewerentz and Asp]und won, was the first
of numerous competitions and projects

for cemeteries in Sweden, the concrete result
of the debate about the problem of burial
grounds that had been going on in the
country since the beginning of the century.
The story of the cemetery complex of
Malmo—even more than that of Stockholm,
which was also a long one—is significant
because, extending over the whole of
Lewerentzs career, it was a project for which
he alone was responsible. The constant of the
whole project was the need to create spaces
where people could undergo a difficult
experience, the ritual of separation from

a loved one, in the presence of the natural
environment, which manifests itself through
the artifice of the architect who orients

and moulds space, making it recognizable
and measurable.

The motto of the competition, “As”—
meaning ridge—sums up the organizers’
intention to turn a fragment of nature

into an element that separates and limits,
generating new symbolic values with the
least possible transformation of the site, in
accordance with the conditions contained
in the programme. The ritual value of the
route along the ridge was a concept that
remained unaltered in the different stages

of the cemetery project, the development

of which spanned the architect’s professional
career, from the beginning, when he won
the competition, to the realization of the
flower kiosk, the last work to be completed
by Lewerentz.

The Main and Small Chapels, 1920-24
Immediately after winning the competition
in 1916—unfortunately nothing remains

of the drawings prepared for this—Lewerentz
produced a new project {c. 1918-20) in
which more attention was paid to the
requirements of the cemetery board. The

Study sketches for the positioning
of the buildings on the site,
€. 1916.
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Perspective drawing
of the mamn chapel,
1918-240,
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The road running parallel
to lhe ridge that divides
the site in two.

The open-air ceremonial
area and the ridge that
plays a central role

in the layout of the site.
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plans—especially in the design of the main
chapel—display the influence of the project
of 1914 for the crematorium of Bergaliden.
This general layout, together with the design
of the individual parts, was modified and
elaborated in the birds-eve view drawn in
1923 by Artur von Schmalensee. Sdll faithful
to the concept of the competition project,
this version contained an internal road along
the ridge: crossing the site from east to west,
it constituted the most significant element
in the design of the landscape. The ridge,
which points towards the city centre,
commands an excellent view of the
cemetery, where there is a tumulus dating
from the Bronze Age, attesting to the fact
that, even in ancient times, this was an

area dedicated to the burial of the dead.
Fully aware of the specificness of the site’
characteristics, Lewerentz based the general
layout directly on its relief. Starting from

the main entrance in Solierupsvigen, a path
crosses an open-air ceremonial area to the
internal road, dividing the cemetery into
two separate parts; along this road Lewerentz
located the different buildings; of these,

the main and small chapels, since they are
placed at the ends, form the most important
elements of the composition. In this
proposal, the crematorium, with the adjacent
chapel and service spaces, 1s sited on the road
parallel to the ridge, as may be observed

in the study perspective drawings (1923-24)
in which the different buildings are related
to each other, in order to impart an austere
character to the surroundings. It is above all
the crematorium—uwith the imposing roofs
in the shape of truncated cones of its three

buildings and 1ts entrance colonnade—that
gives a monumental character to the long
promenade along the ridge, interrupting

the central prospect linking the two chapels.
At this stage, the main chapel is the most
important building in the cemetery and, in
the 1924 version, 1s still built on a cross plan,
but the porticos are less prominent here than
previously and the colonnades are positioned
close to the boundary walls, their design
marked by sophisticated Neoclassicism
displaying Schinkelesque influence. However,
the small chapel, which even in the
subsequent versions maintains its initial
circular plan, is characterized by the
colonnade surrounding it.

Crematorium, 1923-36

In addition to the modifications to the
general design of the cemetery in 1923
and the changes to the project for the main
and small chapels, numerous variations were
made to the plans for the crematorium
complex. These continued to be made until
1936—that 1s, after the realizaton of the
building itself in 1931—coinciding with
the commissioning of Lewerentz to design,
m a single complex, the chapels of St
Gertrud and St Knut and the extension to
the previous crematorium. Due to their very
special function, the crematorium buildings
form the hub of the cemetery complex and
the architect was concerned with their
design over a very long period: from the
1916 competition until the construction

of the Chapel of Hope in 1956.The most
umportant stages in this process originated
from the project of 1923, in which

Small chapel, section,
study plan (1220,
clevation and plan (1925).
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Main chapel. plan and
section, 1924,
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Lewerentz presented the first proposal for

a complex with a monumental character
extending along the principal road of the
cemetery. It 1s comprised of three buildings
placed next to each other: constructed on a
square plan, each one has a roof in the form
of a truncated cone.

The access to the three buildings, inked

to each other by service passages, is through
a portico—deep or shallow in the different
versions—leading to the central building,
Although maintaining the symbolic and
monumental form of the building with the
conical roofs, in the new version of 1928,
the crematorium was smaller in size—with
two, not three, buildings—and, above all,

its location was changed. Subsequently
Lewerentz decided not to intervene in the
l'idgc ﬂ]’]d g:}vt_‘. a new TDIt‘, to a IE)I'Igt'.I' rC}ﬂL'l
lower down, where both the funerary chapel
and the waiting-room are located. The new
axis is reached, as previously, by a path that
divides the open-air ceremonial area into
two parts, linking the main entrance to this
space where the most important buildings
of the cemetery are situated. The
crematorium is located on a path orthogonal
to the principal road: in front of this is a
large burial space bordered by a double row
of trees. Later subjected to successive
reductions in volume, the crematorium
appeared, at the end of the 1930s, to be a
very simple building, in which a chimney
with a pronounced conical form was the
only reminder of the earlier design. In this
period, in fact, the advent of Functionalism
in Sweden involved Lewerentz too, as his
participation in the Stockholm Exhibition
of 1930 clearly indicates, and the
crematorium also bears witness to this.
However, the crematorium, with the adjacent
chapel, immediately proved to be inadequate
for its purpose and the architect began to
work on a plan for its expansion that
coincided with the elaboration of a more
general scheme comprising a project

for two chapels and an extension

to the service rooms of the crematorium.

The Waiting-room, 1922-23,

and the Funerary Chapel, 1923-26
Represented in Artur von Schmalensee’s
engraving of 1923, the waiting-room,
together with the service buildings—also
shown in the same drawing—uwas the first
nucleus of the cemetery to be constructed.

Main chapel, perspective

drawings, ¢. 1920
and c. 1923.
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Main chapel, perspective
drawing, c. 1923
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Bird's-eye view of the site,
c. 1923,
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The first work on the project, however,
involved exclusively the movement of earth
necessary for redesigning the landscape

of the area, with the aim of highlighting
the qualities present. The funerary chapel
{St Birgitta), on the other hand, is located
in accordance with instructions differing
from those contained in the 1923 project.
The building stands on a road located below
the principal one, not far from the waiting-
room. In this way, Lewerentz abandoned the
initial proposal that all the most important
buildings should be located on the principal
road, and began to produce a less rigid plan,
with the most significant features spread out
over the whole area of the cemetery.

Both buildings are characterized by a
colonnade on their main facades and the
unusual choice of inserting them into the
ridge domunating the site, creating a contrast
that emphasizes their role and dimensions.
The two buildings are thus only clearly
visible from below and close at hand,

as their copper roofs and the earthy

tones of the stucco make them
indistinguishable from the surrounding
landscape, of which they have become part.
Together with the Resurrection Chapel

in the Stockholm South Cemetery,

these two buildings are the main testimony
to the period in which Lewerentz
interpreted the Neoclassical tradition
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in architecture in an independent and critical
manner.

Chapels of St Gertrud and St Knut

and Bell-tower, 19335—43; Extension

to the Crematorium, 1955-56

The inadequacy of the first nucleus of the
crematorium obliged the cemetery board to
undertake an extension to the service rooms
and the construction of two chapels. The first
projects for the twin chapels of St Gertrud
and St Knut, produced in the second half of
the 1930, clearly revealed the influence
exerted by Functionalism over Lewerentz.
Towards the end of the decade, however, the
alternatives that came off his drawing-board
attested to the fact that he was progressively
abandoning the Rationalist style in favour
of more complex forms and less direct
references. By 1940 his designs demonstrate
that this transformation had already taken
place, allowing us to identify the beginning
of a process that was to continue without
interruption until his death. The adoption
of simple geometrical forms, as well as more
complex ones, was combined with a careful
study of materials and building techniques,
and their inherent nature: and these
reflections then contributed to his intense
work on architectural design.

The fagades of the twin chapels are placed
at right angles to the old entrance to the

Funerary chapel, internal
elevation with the altar,
perspective drawing of the
colonnade and detail of &
column {1826,
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Funerary chapel, view
of the bullding inserted
in the ridge.

162




cemetery: the design of the landscape
defines, through the introduction

of imposing tree-lined avenues, the new
access directly from the principal axis

of the cemetery with a solution that gives
compositional balance to the hemicycle
onto which the funerary chapel, St Birgitta,
fronts. This is what Lewerentz himself
wrote 1n the journal Bygamistaren:

“The chapels, each with 140 seats, have an
organ loft just above their entrances, which
thus become large halls. The waiting-rooms
flank the latter. Between the two chapels

are located the service spaces, linked

to the crematorium below by a lift...

The crematoria are fitted with the most
up-to-date equipment, and great care has
been taken to ensure that the ceremonies
can take place simultaneously in both chapels
without either of them being disturbed by
the other or by the technological section.
On arrival at the crematorium for the
ceremony, the coffin 15 removed from the
hearse in the west area, where the reception
space 18 located, placed on a special trolley
and taken through a service corridor to

the mortuary, which is at a lower level.
Before the funeral service, the coffin is taken
into another room, where it is decorated
before being placed on a special platform
located under each of the chapels—which
hifts it up to the higher level. At the end of
the ceremony, the coffin is sent down below
again, placed on a wolley and taken to the
crematorium where it is burnt. The ashes
are collected in an urn, which is then placed
temporarily in a niche prepared beforehand
in a special room, from which it will be
then be removed for burial..

The chapel walls are faced with bare yellow
Lomma bricks internally and Gropptorp
marble externally... The foundations are

in concrete. The columns of the portico

are faced in Ekeberg marble and fragments
of the same stone are used as an aggregate
in the concrete. The chapel roofs, the
ridge-pieces of which come from Téreboda,
are made entirely of wood and are covered
externally with asbestos cement tiles, while
the wooden frame of the portico roof is
faced with Ekeberg marble. The chapel floors
are in terrazzo in the corridors and parquet
under the seats. The areas surrounding

the catafalques are floored with Brunflo
limestone. The bell-tower has panels framed
by a structure consisting of beams and pillars

in bare concrete, which is also the material
used for the cross surmounting it, while

the infilling panels are m Ekeberg marble”
In 1955 a new extension to the crematorium

commussioned from Lewerentz regarded the
original chapel of 1931, already included

in the general redesign of the previous years.
The mnterior of the chapel (called “Chapel
of Hope™ after the extension) was completely
redesigned, with a facing of wooden planks
that wholly covers the walls and ceiling,

and it was enlarged with the addition of two
rooms, one for the organ and the other for
services, the latter with a separate entrance.
The architect seized the opportunity to face
the exterior of the old stuccoed building
with the same stone as that used for the
facing of the twin chapels of St Gertrud

and St Knut, giving a sense of continuity

to the structure. The new service entrance

is characterized by a canopy, which, on one
side, almost touches the ground. The main
entrance was also redesigned: an imposing
single wall made of wooden boards, very
dark in colour, separates the interior of the
chapel from the exterior, allowing the light

Interior,
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to filter into the building through a number
of glass elements inserted in the wooden
structure.

Flower Kiosk, 1968—69

This small building 15 the last of the series
of projects that Lewerentz realized in the
Malmo cemetery over a period of about
forty years. The comparison of this final
building with the first Neoclassical chapel
of 1923, 1n the lee of the ridge, illustrates
the way the architect progressed from one
stylistic form to another in his long career:
reflecting his ceaseless quest for simplicity,
it appears to be projected towards the
future. A clear-cut concrete building, with a

surface pattern deriving from the formwork,

it has a sloping roof with a wide overhang
tl')‘\r'ilrdﬁ tht‘ SUUt]'J tl'l?lt S[lﬂdl‘ls tl'l'? f]OWE‘I‘S

in summer and shelters the customers in the
winter, when the flowers are protected by
the large window. Devoid of a frame, this

is simply held by metal plates against the
concrete, using a system already tried out in
St Peter’s Church at Klippan. The two large
windows on the north side allow indirect
light to enter; this is diffused internally by
silvered sheets, which, together with the
surface-mounted electric cables and fittings,
are the only “decorative™ elements in a
space where the flowers and the light are
the sole protagonists. The crowning
achievement of a life spent searching for
forms that could not be further simplified,
the flower kiosk attests to design skills
capable of heralding tendencies that
manifested themselves shortly afterwards,
the final work of a master that asserts itself
with the force of silence.

Chronology:

[916: Lewerentz wins the national
competition.

1918-20: projects for the general layout

of the cemetery.

1920-23: realizaton of the service buildings.
1922-25: realization of the open-air
ceremonial area (1922-23) and the
waiting-room (1922-23), modified in 1958,
1923: project for the general layout

of the cemetery.

1923-24: elaboration of the project

for the main chapel.

1923-25: elaboration of the first project for
the crematorivum (version with three cones).
1923-26: realization of the funerary chapel
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(St Birgitta) and mortuary.

1928: project for the general layout

of the cemetery.

1928-29: elaboration of the second project
for the crematorium (version with two
cones).

[931-36: final version and realization

of crematorium (1931-32), with adjacent
chapel (1935-36).

1935-43: project for and realization

af the bell-tower, the twin chapels

of St Gertrud and St Knut and extension
to the crematorium.

1955-56: Chapel of Hope, the enlarged
version of the crematorium chapel.
1968-71: lower kiosk (1968-69) and
custodian’s house (1969-71), adjacent

to the cemetery complex.

1972-74: projects for the gates {in 1973
the gate of the new main entrance to the
cemetery was installed next to the flower

kiosk).

Bibliography: Lewerentz 1928a; Jacobsen
1945; Lewerentz 1973b; Nyberg 1976; Ahlin
1985b, pp. 68-73, 124-27, 184-89, 235-37;
Constant 1994, pp. 115-19; Caldenby 1997,

pp. 78-83, 13645, 176-79; Postiglione 1998,

(N.E)

Waitingroom, the bullding
inserted in the ridge and
the column at one end.

Funerary chapel, the
colonnade.
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Crematorium, plan, section
and elevation, 1924,
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Perspective drawing, 1924
version.
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Crematorium, perspective
drawing, 1930.
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Perspective drawings,
¢, 1930.
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Crematorium and chapel,
elavation, plan and view,

1931-36. 25
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Twin chapels of 5t Gertrud
and St Knut, perspective

lliiS'l‘liA KYRKOGARDEN MALMO drawings.
KAMELLBYGGNADER
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Chapel of St Gertrud
and crematorium,
side elevation, 1941,

Chapels of St Gertrud and
St Knut and crematorium,
plan; the walls not blocked
in show the pre-existing
crematorium,
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Chapel of St Knut,
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Chapels of 51 Knut and

St Gertrud, exterior views.
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Chapel of St Knut,
the double colonnade
of the portico and details

of the portico and main
daor.
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Chapa! of St Knut, interier.
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The handrail
of the staircase
leading, to the choir.
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Extension to the
crematorium, views
of the Chapel of Hope.
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Chapel of Hope, side
elevation, plan (195%) and
detail of the main door.
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Chapel of Hope, details
of the main door.

Extension to the

crematorium, service
building.
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Chapel of Hope, interior,
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Ricomakaith i momec i s

Perspective drawing
of the landscape.

Bell-tower, perspective
drawings.
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Belltower, perspective
drawing, plan, elevations
and study sections, 18936,
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The belltower in 1943.
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Custodian’s house.
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Flower kiosk, west front,
in 1969,
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Flower kiosk, elevations,
plan and view of the
south frant.
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Detail of the lighting
installations.
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43. Project for the Cemetery 44. Project for Workers' Houses
of Nynishamn, 1917 at Ojervik, Rottneros, 1917
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45. Renovation of the Corps de Logis, 46. Renovation of the Corps de Logis,
Rottneros, 1917 Ojeby, Rottneros, 1917
See entry no. 15. See entry no. 15.
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Elevation. Study sketch.
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47. Competition Project for the
Reconstruction of the Gétaplatsen,
Gothenburg, 1917-18

first competition, motto “Skall”, 1981 —
citation; second competition, 1918,
with Turre Ryberg and Ragnar Hjort.

The competition programme required a
monumental square to be laid out in the
south-eastern area of the city, at the end

of the main street, Kungsportsavenyn.

[t was to contain a theatre, a concert hall
and an art gallery. The conformation

of the site, on a gentle slope with a steep
rise at one end, suggested that it should

be organized symmetrically, with the two
theatres at the sides and the gallery forming
the backdrop to the deep perspective.

In Lewerentz’s scheme there is a square,
partially occupied by a garden in the form
of a trapezium, with the longest side nearest
the rear of the square. The theatres are located
at the sides of the square, while, at the back,
the architect has inserted a series of buildings,
fanning out up the steepest part of the slope,
apparently arranged symmetrically with respect
to the principal axis. Emphasized by stairways
and fountains, serving the different terraces
on which stand the buildings intended

to be used for housing, the main street
continues along tree-lined avenue, thus
extending the axis of the scheme beyond
the square.

Paying particular attention to the urban
design aspects of the scheme, Lewerentz
focused on the general layout rather than
the architectural quality and finish of the
buildings. Although it was highly praised

in some quarters, the project was criticized
by the jury because it did not respect the
conditions contained in the programme.
Since the competition came to nothing,
another one was organized, with the
participation of the group that came
second—comprising E. Torulf, S. Eriksson,
A. Bjerke and R.O. Swensson—and the
winners, Ragnar Hjort and Ture Ryberg,
who decided to involve Lewerentz,
forming a new group of architects.
Lewerentz’s contribution is quite evident
since the new plans submitted to the
competition maintained many of the ideas
contained in his previous scheme, especially
the trapezodial square, with the shorter side
near the lower end, and the general layout
of the scheme, which was arranged

194

symmetrically on an axis that, rather than
passing though a building, continued along

a tree-lined avenue, stressing the fundamental
importance of perspective in this project.
Once again the jury was unsympathetic

to Lewerentz's ideas, and the project was
rejected. Despite this, the winning project
was not realized and it was not undil the
1930s that the square was finally completed.
In the meantime, however, the question

of the urban renewal of this important area
of Gothenburg continued to be the subject
of intense debate, and Lewerentz’s second
project was again presented in the 19205

as the only concrete solution to the problem.

Bibliography: Gotaplatsen 1918; Friberger
1927; Ahlin 1985b, pp. 99-104; Waern 1996,

(G.P)
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The model for the first
competition,

Perspective drawing far
the second competition,

Opposite

Eskilstuna Cemetery, layout
plan and bird's-eye view

of the project prepareq

for first competition.
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48. New Layout of Eskilstuna Cemetery,
1918.

The new layout proposed by Lewerentz

for the parish cemetery of Eskilstuna, a small
town not far from Stockholm, provides

an appropriate and efficient answer to the
need to give the network of internal paths
and the burial areas a distinct identity,
paying particular attention to the design

of the landscape, thus allowing the architect
to mitigate the ugliness of the existing
structures and to give greater character

to his scheme. In such cases, Lewerentz
began with an analysis of the state of affairs
from which the objectives to be pursued

in the project usually derived. This is what
he wrote in his outline of the project:

“The main observation that one can probably
make with regard to the visual impace of the
existing cemetery is that it has developed

in a chaotic manner: there is a lack of the
peace and serenity that usually reign in these
places. The reason for this is due to the fact
that enormous monuments are located along
the paths without the necessary setting; in
order to obtain this, the burial areas should
be surrounded by thick hedges about a metre
in height. The project for the screen of
vegetation with the hedges should—over
and above the aesthetic and economic
aspects—prevent the construction of other
monuments with the same criteria. Morecover,
in all likelihood, as far as the planting of the
larger areas is concerned, this may take place
along similar lines to those already adopted,
while the burial areas should be surrounded
by trees of the same species that has been
adopted hitherto, the cedar...

Within the hedges surrounding the burial
areas, flowering trees, smaller in size, and
various species of shrubs may be planted.

A smaller bulk would also be more suitable
for the tombs along the main paths; in order
to obtain this rapidly, it is necessary to plant
ivy and honeysuckle.”

The outline continues with instructions
regarding the dimensions of individual
tombstones, which were to be placed
hori-zontn]ly (except for the family ones,
which could be placed vertically providing
they were not excessively large), the materials
to be used for the crosses and the type of
ornamentation to be used on the tombstones.

(G.P)
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49. Extension to Sundsvall Cemetery,
1918

Involving the rearrangement of a number
of plots in Sundsvall Cemetery, the project
constitutes, to a large extent, the natural
complement to the site’s character.

A new network of principal and secondary
paths is laid out, defining the areas where
the tombstones are to be placed.

As Is usual in Lewerentzs cemetery
projects, these are to be positioned
horizontally, or vertically only if they

are not very high, because they have

an enormous impact on the character

of the place.

The planting of trees along the main paths
is not continuous, but is interrupted in
the final part of the site to provide a view
of the surrounding area; moreover, the
rows of trees and the burial areas guide
the visitor towards the existing chapel,

the principal building in the cemetery.

(G.F)
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50. Competition Project

for the Urban Design of the Area
around the Saltsjobaden Station,
Stockholm, 1918-19

motto “Tre” — second prize

In 1918 the Jarnvag AB Stockholm-
Saltsjobaden—the raillway company for
which Lewerentz, together with Stubelius,
had worked in 1914, when they designed a
single-family villa at Saltsjgbaden—organized
a competition for the urban design of the
area around Saltsjobaden station. According
to the programme, the area was to contain
the new station and the adjacent square,

a hotel, a restaurant, a shopping district

and a road and rail system leading to

the islet of Restaurantholm.

Lewerentz’s project—which received the
second prize, even if, in the opinion of Catl
Westman, one of the members of the jury,

it should have been awarded first prize—was
particularly commended for the way in
which it took the natural environment

and character of the area into consideration.

The fundamental principle of the project
involved the distancing of traffic and the
built-up area from the area facing the sea,
which was Jaid out as a park and left free
for bathing activities. All the other buildings
nt:ct:ssary to meet thﬁ rr_‘quirEIncntS ()f‘ t}lt‘
competition programme, which envisaged

a fairly intense level of construction on the
site, were located in the area to the south
of the rallway. The complex extended over
the site in total harmony with the topography
and character of the area, becoming an
integral part of it.

Bibliography: Asplund 1919; Ahlin 1985b,
pp. 96-99.

(GP)

Layout plan.
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51. Project for a Cemetery at Palsjo,
Helsingborg, 1919-20

There 1s a lack of drawings attesting to the
work carried out by Lewerentz at Pilsjé,
where he produced a project for the local
cemetery, with a chapel, crematorium and
service buildings. However, from the tone
of the letter signed by a number of members
of the cemetery board, dated 12 April 1920
and sent to the town council, it may be
inferred that the project satisfied the requests
contained in the programme:

“The project presented by the architect
Sigurd Lewerentz meets this requirement
[of the board], obtaining the best possible
answer in the debate about the new layout
of the cemetery. The project that the architect
has submitted to this board provides

an effective solution to the question

of the crematorium: each building, with

a backdrop of trees, 1s part of a significant
architectural and artistic whole.”

(G.P)

Harta
[ikrulng Wl plals e Jeremmtihim e el
melen By kgl ush Tl whvgy
1 gt ssgyemaboonn | Thidsiamgiurys

Layout plan.

52. Wallpaper Factory at Undersas,
Gothenburg, 1919-20

In 1919 Lewerentz’s father-in-law, a wallpaper
manufacturer, asked the architect to design
an industrial building, with an adjacent block
of workers’ flats, in the industrial area of
Gothenburg, near the church of Orgryte.
Lewerentz’s project comprised a large block
containing the printing machinery and a
two-storey building where the storerooms,
packing equipment and the offices would be
located; facing the main road, this would
incorporate the factory’s principal entrance.
MNext to the industrial complex, Lewerentz
also sited a three-storey residential building,
intended to house the workers and their
families.

(G.P)

Elevations and layout plan,

iner
o v o] ;
(L 3 S L R, SO W
Tk U AL amrowy e A e AT et

=
\ I
e P

2 S L L B T e
.i_" = LEE P o

3

1|1

vl

|

—— e Bt

197



53. Extension to Stora Tuna Cemetery
and a Cemetery with a Chapel at
Kvarnsveden, Borlinge, 1919-24

In 1919 the parish of Stora Tuna, a small
town in northern Sweden, near Borlange,
asked Lewerentz to produce a dual project:
the extension to Stora Tuna Cemetery and
the realization of a new cemetery at
Kvarnsveden, a small village just to the north.
The project for the extension is based on a
very simple layout: two avenues, orthogonal
to each other, separate the four burial areas.
Bounded by hedges three metres in height,
these arcas contain the individual graves,
while a wide strip, encircling the new site,

is intended for the family tombs.

The project for a new cemetery at
Kvarnsveden is more complex and of greater
interest. The site available, which has the form
of a considerably elongated trapezium, is

divided into two parts oriented in different
ways. The southern section was arranged
orthogonally to the axis passing through the
entrance—the continuation of a pre-existing
external axis—which leads directly to the
portico, supported by four rows of four
columns, of the main chapel, which,

in accordance with tradition, is oriented

in an east-west direction, and the long avenue
that, leading to the main entrance, separates
the two parts of the cemetery.

The northern section, on the other hand,

is arranged according to the terraces with
their orthogonal geometry, but its orientation
tollows that of the longer sides of the site,
without being set at angle to them, as

is the other section.

Thus the internal space of the cemetery
clarifies both the general system of
reference—external and ritualized—and

the internal contingent one, allowing the

(omlag

s

oo
L
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absoluteness of the first section to conform to
the requirements of the site actually available.
This dual tension appears to be the core of
the project, revealing one of the most typical
characteristics of Lewerentz, who was capable
of mediating between the absolute and
fortuity. In this perspective, the resemblance
between the chapel at Kvarnsveden and
Asplund’s Woodland Chapel in Stockholm
South Cemetery—which has often been
stressed—appears to be of little account.

The Woodland Chapel, where the single-cell
building concludes with a dome, is a terminal
area, not one of passage, which is what the
barrel vault of Lewerentz’s chapel clearly
seems to be, as it links the structure with

the rest of the cemetery complex of which
the chapel itself constitutes a part. Another
interesting element is the belfry. Situated

to the north of the chapel, it is oriented

on the same axis and is built on a cross plan
that has the same dimensions as the interior
of the chapel, indicating, with the greater
cross section of one of its two arms, the
north. Fragments of a roof, with the same
slope and the same materials as the huge slate
roof of the chapel, cover the belfry. Its archaic
and unemphatic appearance, deriving from
its function and the symbolism linking it

to the proportions of the chapel, made it
difficult to understand and accept. Shortly
after it was constructed, in fact, the local
community replaced it with a more
traditional belfry. Subsequently, a crematorium
and mortuary, designed by other architects,
were added to the chapel, totally altering

its original appearance.

Bibliography: Lewerentz 1928b; Nigra kapell
och staplar 1928; Ahlin 1985b, pp. 84-87;
Caldenby 1997, pp. 86—87.

(P.G.)

Stora Tuna Cemetery,
layaut plan.
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Kvarnsveden Cemetery,
funerary chapel, interior.
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Interior and cross section.
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7

Kvamsveden Cemetery,
the funerary chapel undgr
construction.
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54. Forening Verkstad Exhibition,
Djurgarden, Stockholm, 1920

In 1920 the Forening Verkstad, an association
of artists and architects who all felt the need
to produce objects with simple, well-defined
forms, made its first public appearance

at the Liljevalch Gallery, at Djurgirden. The
members of the association comprised some
of the emergent architects of the day, such

as Erik Gunnar Asplund and Hakon Ahlberg
and, on the occasion of the exhibition, other
young architects, including Torsten Stubelius
and Sigurd Lewerentz, were also invited

to participate.

For the exhibition Lewerentz designed a very
refined domestic interior, a drawing-room

The drawingroom designed
by Lewerentz.

B
with space devoted to music, represented
by a grand piano; made to a design by

the architect himself, this was the feature
of greatest interest in the room. The room,
with a rectangular plan, was characterized
by the polarity of the two main elements:
on the one hand the drawing-room tble,
on the other, the grand piano. The colours
were dark, while the walls were finished
with antiqued plaster, similar to Pompeian
encaustic, common in Neoclassical interiors
in Sweden at that time.

Bibliography: Akerlund 1920; Bergsten 1920;
Wahlman 1920; Ahlin 1985b, pp. 105-06.

(G.F)

55. Project for a Cemetery at Ljungby,
1920-23

Lewerentz worked on this project from

1920 to 1923;1n the following three years
the requests by the municipality and the
parish of Ljungby for modifications were
only partially satisfied by the architect. It was,
above all, the position of the chapel, placed
by the architect on the main avenue, almost
at the centre of the site, that was most
strongly criticized by the board responsible
for the construction of the cemetery, which.
up to 1926 repeatedly asked Lewerentz

to locate the chapel elsewhere.

In Lewerentz’s project, which had already
been submitted in 1922, there is a network
of orthogonal paths in the cemetery
bordering the six burial areas. The chapel

is located on the principal axis, while the
building housing the equipment is sited
outside the entrance, on the road to Ljungby.
The whole burial area 15, moreover, separated
from the external roads by a thick screen

of trees, which gives more privacy

to the places intended for meditation.

(G.P)

Layout plan.
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56. Project for Urban Renewal
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57. Project for an Extension

to the Langsele Cemetery, 1921-22
Lewerentz produced the project for an
extension to the Langsele Cemetery

at the request of the municipality, which

also ]'t"quirc:d a funerary monument for the
family of the benefactor whose munificence
made the extension possible. The preliminary
project specified that the internal paths would
partially be continuations of those of the old
cemetery, indicated the location of the burial
areas and gave details of the types of trees

to be planted and the siting of two small
buildings: the benefactor’s family chapel

and the mortuary.

Bibliography: Ahlin 1985b, pp. 87-88.

(G.P)
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Layout plan and profiles.
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58. Competition Project for Givlean
Cemetery, 1921-22

motto “Efter in"

Located just outside the town, the site covers
an area of about forty hectares and, along 1ts
northern edge, borders on the River Gavlein.
As emerges from the competition
programme, the position of the main entrance
to the south, on the Vistravigen, just after the
Gustav Bridge, is established by the cemetery
board, which also gives precise instructions

as to the way the functions should be
distributed on the site. The project submirted
by Lewerentz respects the conditions of the
programme, but interprets them so that they
are in harmony with the specific
characteristics of the place, as is expressed by
the motto “Efter an” (beyond the brook). In
the project he prepared for the competition,
the architect not only placed the entrance

in the position suggested, but also highlighted
its role by locating the chapel next to it

and making it the starting-point for the

main avenue that crosses the whole

of the cemetery. Nearly halfway along this,
after running parallel to the river flowing %
to the north of the site, the avenue widens AL
and links up with the open area in front

of the crematorium. After this place,

the hub of the whole layour and the nerwork

of internal paths, the avenue necessarily .

becomes rectilinear, which gives it a Mo :
somewhat monumental character and, to a e s < 3 T
certain extent, echoes the Way of the Seven s . AR

Wells in the first project for Stockholm South

Cemetery. The avenue then terminates in the

“place of remembrance™, which may also

be reached by various paths linking up

with the internal roads in the cemetery.

The urns and family tombs are mainly sited

in the southern part of the cemetery. which

is divided into small plots in the area

between the main avenue and the

Vistravigen, in accordance with a plan

that favours privacy and meditation.

A e

Bibliography: Ahlin 1985b, pp. 89-90.

(G.P)

Perspective sketches
and layout plan {redrawn].
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59. Project for Single-Family Houses
at Rostorp, Malmo, 1922

Seclicn and plans
of the various floors,

Forening Verkstad pavilion,

layout plan, with
M. Wernstedt.

f

60. Pavilions for the National Exhibition
of 1923, Gothenburg, 1922-23

Projects:

Eldbegingelse Férening pavilion

Pavilion for the Foreming Verkstad
(Association for the Promotion of Furnishing
Design), with Melchior Wernstedt

Bedroom in the Forening Verkstad pavilion
Competition for the furnishing of an office
for Atvidaberg, with Osvald Almquvist

in the Forening Verkstad section

The National Exhibition in Gothenburg,
which opened in May 1923, was intended
to be the most important furnishing
exhibition of the century, in some respects
foreshadowing the issues addressed by the
Stockholm Exhibition of 1930. The
exhibition was held in an area behind the
Gotaplatsen that extended from the Museum
of Applied Arts to the Liseberg Funfair—
maugurated on the occasion of the

exhibition—and was laid out according to a
project drawn up by the architect A. Bierke,
who, together with S. Eriksson, won the
competition for the Gétaplatsen in 1918.
Bjerke’s project involved the construction of
three pavilions behind the museum: the first,
containing the exhibition devoted to the
applied arts, was designed by Hakon Ahlberg;
the second, the one intended for the
Forening Verkstad, was the work of Sigurd
Lewerentz and Melchior Wernstedt, assisted
by E.Wettergren of the Svenska Slgjdforening
(National Applied Arts Association) and E.
Hald of the Férening Verkstad; the third
pavilion, housing the Eldbegingelse Forening
(National Cremation Association), was also
entrusted to Lewerentz,

The site on which the Férening Verkstad
pavilion was to be built was, as Lewerentz
wrote in the journal Byggmistaren,

located next to Ahlberg’s domed hall ...
comprising a gently ascending road thirteen
metres in width, 1t borders on a very steep
path to the south and a beauniful park to the
north, which slopes rapidly downhill... It is,
however, very difficult to work on this very
narrow site hemmed in between the slopes of
the promontory and the ancient trees, without
damaging the latter, which, above all, surround
the pavilion with the largest number of roons,
influencing the proportions and lighting

of the rooms and also the other pavilions

and the neighbouring residendal areas. Tt has
been decided to build separate pavilions with
steeply pitched roofs in order to harmonize
the complex with the group of isolated villas
with very steep roofs [present in the areal.
The longest building was located on the crest
of the hill: containing the rooms with the

g ___J

interiors designed by various architects
specially invited by the association, it was
flanked by an arcade leading towards a small
square around which a number of the other
exhibition buildings stood.

As Lewerentz stressed in his description, the
very uneven surface of the site and the thick
vegetation meant that the exhibition had to
be housed in a number of separate buildings,
so that the small square became the hub

of the site. Moreover, in the section devoted
to interior design, Lewerentz participated
together with Osvald Alimguvist in a
competition for the furnishings of a typical
office to be displayed at the exhibition.
Unfortunately, however, these were not
selected, although Lewerentz displayed one
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of his interior schemes because he was

also invited to design a bedroom, which

he realized in Neoclassical style.

The Eldbegingelse Forening pavilion,

also designed by Lewerentz, was built on the
top of the hill, behind the Forening Verkstad
pavilion, on a very steep site that the architect

adapted by terracing the slope. A flight of steps

led up to a vantage point commanding a view

7
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of the exhibition area and part of the city.
This was overlooked by two small buildings:
one sheltered the top of the stairway, while
in the other—oriented orthogonally to the
first—the architect placed a fountain, which
was recessed into the wall and protected by
a small loggia. The arch in the wall, through
which the water lowed from the fountain,

was, 1n some ways, reminiscent of the design
proposed for the crematorium chapel at
Bergaliden, where a stream flowed under the
building 1n a vaulted space, with a segmental
arch on both the long elevations. The long
flight of steps was interrupted by the various
terraces, where Lewerentz pl;lced horizontal
and vertical tombstones and wall urns.

Bibliography: Ahlberg 1923; Asplund 1923;
Blank 1923; Lewerentz 1923; Ahlin 1985b,
pp. 10609,

(G.P)

Views of the Forening
Verkstad pavilion.
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Férening Verkstad pavilion,
study drawing of the
bedroom,
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61. Competition Project for Students’
Residences and the Students® Union

at the University of Uppsala, 1923

with Osvald Almgvist and B. Hedvall; motto

“Futurum

In 1923 the municipality of Uppsala, the seat
of Sweden’s oldest university, located not far
from Stockholm, organized a competition
for the design of new students’ residences
and the students” union. The site selected

by the municipal committee—a block known
as Ubbo, in one of the historical areas

of the city—is characterized by its shape,

an irregular triangle, and the presence

of a notable difterence in level that obliquely
divides the area mto two parts.

e o v

[n the project that Lewerentz produced
together with O. Almqvist and B. Hedvall,
the difference in level became its ceneral
element: a long portico crosses the site
diagonally on the edge of the steep slope,
clearly separating the area destined for

the students’ residences from the one

for the students’ union.

The L-shaped blocks of the residences

are juxtaposed in order to obtain courtyards
overlooked by the rooms, determining

the paralle] distribution of the buildings,
which, thanks to their small scale, are more

in keeping with the character of the old city.

Indeed, the competition programme laid
down that the residences should be limited
to a height of two storeys.

The students’ union complex, located below
the slope and linked to the portico along the
top of it by several stairways situated between
the buildings, contains, in addition to the
administrative offices, a conference hall seating
650, a hbrary, a refectory and other conimunal
spaces, Also for this part of the site, the group
of architects proposed an L-shaped plan,
similar to the one adopted for the residences,
which allowed the different functional
requirements to be housed in separate
bui]dings. thus Obtaining a very clear gcnt:ml
layout despite the high density of the scheme.

Bibliography: Ahlberg 1924, pp. 1-10.

(G.P)

Bt Feamsen”

Layout plan.
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View of one of the
courtyards between the
student residences.
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63. Project (1924-27) and Competitions
(1933 onwards) for the Malmé Theatre,
1924 onwards

In 1924 the municipality of Malmé set up
a commission to investigate the possibility
of erecting a new civic building for
theatrical performances and concerts.

On behalf of the commission, the engineer
E. Biillow Hiibe asked Lewerentz to prepare
a number of projects for the new theatre
that would then serve to check the validity
of the programme drawn up by the
commission. This required the realization
of a single hall seating about a thousand,
suitable for various uses (theatrical
performances and concerts), with particular
attention being paid to the stage and the
service rooms, which had to be large
enough to store the scenery, as well as
providing sufficient space for rehearsals.
Lewerentz worked from 1924 to 1927 on
three possible solutions. The first involved a
single compact building, with a square base,
flanked by a narrower, taller construction
for the stage. The second proposed a
semicircular building for the large hall,
leaving unaltered the higher parallelepiped
for the stage contained in the first solution,
on the opposite side of which was
juxtaposed a sort of small temple, serving
as the only monumental entrance to the
complex. The third solution, chosen by the
commission as the scheme on which the
competition programme should be based,
elaborated the second idea with fewer parts
assembled together, but with two different
entrances leading to two halls, one for
concerts, the other for theatre. The type

Of ;1rCI'Ii{t‘CEUl'C l.'ll'(')POSt‘.d by I_L‘?\,\-'(_‘.r(.,’l]tz

for the complex was decidedly classicizing,
displaying the influence—as in the
contemporary Resurrection Chapel and,
above all, in the project for the main chapel
in the Eastern Cemetery at Malmé—of
Schinkel, although the individual elements
were notably stylized.

[n 1926 Lewerentz's project was presented
as the 1deal proposal for the new civic
building, a sort of guide for the commission,
which suggested the theawe should be
located on one of the sites adjacent to the
numerous canals in the centre of Malmo.
It was quite some time, however, before
the competition was actually announced.
When this occurred, in 1933, the
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Perspective drawing of the
foyer, 1926 version.



commission, deeming that a building

of this type required more open space
around it had already found a new site
outside the city centre, to the south—west_
The competition conditions also required
development plans for some of the areas
adjacent to the site, as well as a detailed
functional programime for the new theatre
denionstrating the real capacity of the
planned building to become a "total

theatre” that, in accordance with the
theories current at that tme, would be
capable of stimulating effective interaction
between the audience and the actors.
Lewerentz’s project, identified by the motio
“43" was the winner, It involved the
realization of a complex divided into
separate buildings having different functions:
thus the clarity of the distribution depended
on the spatial articulation. Oriented in such
a way that the volume of the hall was on
the same axis as the entrance, the structure
was divided into three buildings. The largest,
having the form of a parallelepiped,
dominated the complex; in its centre it
housed the stage with the service spaces,
while a much smaller construction was
placed next to the main block to contain
the rehearsal rooms. A separate narrow
block, seven storeys high, placed
orthogonally to the principal axis, housed

the dressing-rooms, costume storage and
offices. Lastly, a third block, shaped like

a sector of a circle and grafted onto

the base of the stage building, contained the
auditorium and foyer of a single large hall.
As regards the request for a development
plan for the area, Lewerentz proposed a
series of buildings in line oriented on the
cast-west axis, as suggested by the precepts
of the new Rationalist architecture.

Because of disagreement among members
of the jury, some of whom considered
Lewerentz’s project unrealizable (although it
had been awarded first prize), it was decided
to ask the winners of the first three prizes
to submit new projeets, announcing in 1935
a second competition, which was won once
agmn by Lewerentz.

The second project resembled the previous
One N Mmany respects, especially as far as the
articulation of the volumes concerned, since
this was almost identical. The main changes
to the structure were of a technical nature,
especially in the auditorium, where special
attention was paid to the acoustic problems
resulting from the need to use the hall for
performances of both drama and music,
Externally, however, the project differed
mainly with regard to the new orientation
of the layourt, which was at right angles to
the previous one, and the shifting of the
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Plan and section.

derial view of the site with
photomontage, 1924—27

version.
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View, layout plan and

model, first competition,

1933,
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view of proposed theatre,
firat competition, 1933,
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Side elevations, second
competition, 1935.
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entrance fover, placed to the left of the
entrance axis so that the principal front
{1ced south, improving the internal lighting.
The jury, divided as before between the
supporters of Lewerentzs project and those in
favour of Erik Lallerstedt and David Helldén’s
pmjec:t (a\\fm‘dtd second prize, as i the
previous competition), decided to commission
all three architects to design the complex.

In 1936 Lewerentz, Lallerstedt and Helldén
set up the “Architectural Office for the
Municipal Theatre™. It took a long time

to elaborate the new project, which was
only submitted in 1942; this was probably
partially due to the difficulty of reconciling
the differences in the two inidal projects.
The building that was finally constructed
comprises less articulation of the blocks,
with the majority of its functions being
housed in a parallelepiped resembling the
stage tower in Lewerentz’s earlier projects.
Adjacent to the tower 1s a two-storey
building in which the auditorium is
inserted: this building contains the entrance,
the foyers and the service spaces. Lewerentz
was particularly interested in the technical
aspects of the auditorium, which has seating
rising in concentric semicircular tiers and a
large proscenium suitable for different kinds
of performances. It 1s designed to be divided
by folding walls, creating smaller spaces
more appropriate to concerts. The complex
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Wiews of the exterior
and the auditorium,

220



is completed by a small theatre
for rehearsals and performances intended
for audiences limited in size.

Chronology:

[924-27: preliminary projects.

[933—44: competitions.

[933: first competition, motto “43™;

first prize.

1935: second competition, motto “1625™;
first prize.

[935—44: final version, together

with Frik Lallerstedt and David Helldén.

Bibliography: Curman 1933: Ahrbom 1935;
Malmé stadsteater 1942; Lallerstedt 1944;
Ahlin 1985, pp. 128-31, 176-83; Caldenby
1997, pp. 130-35.

(G.P)

Views of the exterior.
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64. Competition Project for Kviberg The contribution of the vegetation—a plateaux, higher up than those of the adjacent

Cemetery, Gothenburg, 1926-27 necessary consequence of the division of the urbanized areas.
motto “Finis™ — third prize site into burial areas, this also separates it from With regard to the creation of the boundaries
the river, as mentioned previously—is vitally of the cemetery, this is of particular

This is what Lewerentz wrote in his outline important, so the site may be sheltered from importance; as far as the portion towards

of the project: the wind ... as is usually the case around Kviberg is concerned, this should be

As regards the competition project that has the boundary walls of houses. extended between the slopes of the hill in the
been produced, the author, after having A great deal of thick low vegetation, southern part of the cemetery, so that it forms
carefully examined the site of the future in closely-planted rows, or else scattered the end of the avenue leading from main
cemetery and the surrounding area, is of the in smaller clumps, encloses the site near entrance at the foot of the promontory...
opinion that, as required by the programme, the boundary walls. In brief, the objective described above

the following objectives and aspirations may The pre-existing trees should not in any way consists in the fact that the main entrance
be identfied. have to compete with the new arrangement, is located at the end of the mass of the

The actual conformation of the site seems in the sense that the woods or the trees with promontory, with the result that the square

to express both monumentality and serenity thick foliage will be left undiscurbed. Right at the entrance extends along the slope

in its profile, making it ideally suited for from the main entrance 1t should be quite facing the city.

the intended purpose, without there being evident that the intervention concludes at the Despite the fact that the general layout was
any need for radical intervention. The peace foot of the promontory with a more or less well adapted to the site and the programme,
and sense of appropriateness that are open view of the surrounding countryside Lewerentz's project was only awarded third
emanated by this clearly defined place are and part of the city. The area maintains prize, probably due to the excessively
characteristics that 1t is necessary to preserve, aristocratic isolation in the direction Neoclassical aspect of the buildings, designed
so that the new project, in its entirety, may be of the river, due to the marked contrast with to resemble the temples of ancient Greece.
subjected to it, allowing the mass of the hill the residential area lower down the valley;

to have total dominion. Thus, in a wholly in the direction of Kviberg, because of the Bibliography: Friberger 1927; Ahlin 1985b,
natural manner, most of the complex, and extremely open fields; to the north, due pp. 91-93; Constant 1994, p. 127,

also the link with the main road, should be to the bare and inaccessible hilltops: lastly,

located at the foot of the promontory. towards the city, because of the division into (G.P)
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View of the site.
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65. Furnishings for the Dining-Room
of G.J. Versteeghs, Soderhamn, 1927

View from the lake.

66. Competition Project for the Urban
Renewal of a Block in Jonkoping, 1928
with Osvald Almqvist

first, second and third prizes

and a fourth project awarded jury citation

In the competition for the urban
development plan for a block on the
Strandgatan at Jonkoping, Sigurd Lewerentz
and Osvald Almqvist were amazingly
successful, winning the three first prizes,
while a fourth project won a citation.

The three prize-winning projects proposed a
similar scheme for the site, located between
the Smedjegatorna above and the Strandgatan
below, with the buildings disposed parallel

to the shore of Lake Munksjon.

In the version awarded first prize, the two
architects arranged the buildings along the
perimeters of the three blocks in the
competition, proposing the creation of a
residential type around a courtyard. Although
the east-west orientation was predominant,
the scheme was very complex from an
architectural point of view:. Particular
attention was paid to the front facing the
lake, where heights varying between three
and four storeys were suggested in order to

maintain continuity with the skyline of

the old ciry, without, however, forsaking an
extremely modern formal language for the
design of the elevations, almost as if it were
intended that the view from a distance should
be differ from the one at close quarters.

The project that obtained the second prize
was characterized, on the other hand, by the
adoption of a rigid north-south orientation
of all the buildings, which, although

it liberated the two streets leading from

the Smedjegatorna to the lakeside, proposed
a monotonous solution that lacked any
relationship with the surroundings, and
denied the buildings furthest from the shore
any view of the lake, clearly displaying the
influence of contemporary central European
architecture.

Lastly. the project that was awarded third
prize envisaged the partial rehabilitation

of some of the existing buildings on the site,
on the one hand attempting a mediation
between the new scheme and the older
constructions and, on the other hand,
maintaining the ideas elaborated mn the
other two projects.

(G.P)
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67. Competition Project for the
Katarina Middle School, Stockholm,
1928

with Osvald Almqvist

motto “Aula”

The programme of the competition for
the Katerina Middle School also required

an urban development plan for Sédermalm, R

a district in the southern part of Stockholm ”
located between the two most important
roads in the area: Gotagatan and Ringviigen. &\

In its configuration, the project for a

residential area and a church formulated by
Lewerentz and Almqvist revives a traditional ®
type: the buildings with courtyards open
towards the west and the facades along the
existing roads reproduce, in fact, the
characteristics of architectural styles of the
past. However, towards the interior, the
articulation of the composition is freer

and less tied to the pre-existing situation,
becoming wholly modern in the solution
proposed for the school. This consists of a
long, narrow building, oriented in a south-
west-north-east direction, with all the
classrooms aligned along the wall facing to
the east and served on each floor by a single
corridor, in accordance with a principal of
distribution favouring functionality and
clarity. The simple form of the main building
15, however, juxtaposed, at one end, with the
block housing the assembly hall and, at the
other, with the one containing the offices.
As far as the solutions proposed for the
facades are concerned, while the classroom
windows characterize the elevation facing
the school courtyard, the internal staircase
occupies the whole of the north end of

the building, where there are long horizontal
strip windows, which continue along the
sides. Otherwise the proposed building is

a typically modern structure, both because
of the simplicity of the forms and the
choice of materials.

mmbwnsw TILL WY BYGSHAD PUR BATARINA RRALSKOLA

Bibliography: Sundahl 1928.

(G.P)

Layout of scheme
and elevation of cne
of the buildings.
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8. Competition Project for a Nursing

Home and Old People’s Home,
Uppsala, 1928
motto “Fyrisvalls gird”

As a result of the poor state of the old
building serving as a nursing home and

old people’s home at Uppsala, a competition
was announced in 1928 for a new complex
on the same site. Besides the renovation

and extension of the exsting building, the
programme required the construction of two
two-storey residential blocks to accommodate
self-sufficient elderly people and a separate
building for the dining-room, lecture theatre
and other communal spaces. In addition, there
was to be a small building housing the offices,
the caretaker’s flat and a number of service
spaces.

Drawing on the architectural styles of the
past, the project submitted by Lewerentz
proposed very simple forms for the various
buildings, which had traditional pitched roofs,
concealing any concession made to the
modern style of the period. Even in the
general layout and the internal distribution,
the architect did not make uvse of the formal
language of contemporary architecture,
preferring to resort to more traditional
functional types, as, for example, in the
residential building, where a long corridor
divides the rooms on one side from the
communal services on the other, ending

in the staircases that, on both sides, link

the different floors to each other.

Bibliography: Tavlingen till Uppsala 1928,
P 141,

(G.P)
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69. Competition Project for the Urban
Renewal of the Area around Lund

Cathedral, 1928

Layout plan.
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70. Project (1928) and Competition
(1930) for the Office Building

of the Riksforsikringsanstalten
(Social Security Administration),
Stockholm, 1928 onwards

The project Lewerentz submitted in 1930
to the competition for the building of the
Riksfirsikringsanstalten (Social Securiry
Administration) is the elaboration of the
programime for a new building drawn up
by the architect in 1928 on behalf of the
Byggnadstyrels (National Board of Building
and Planning). His preliminary project
became the basis of the programme

of the national competition, which
Lewerentz went on to win.

The building. located on a corner site

in a block adjacent to the church

of Adolf Frederik in the Norrmalm district
of Stockholm, is compact and austere,
absolutely without any hint of decoration.
The setting back of the window- and
door-frames and the slight projection

of the stone architrave surrounding che
main doorway (which serves to stress

the grid formed by the surface between
the square openings on all the fronts) are
the only elements that give substance and
weight to a building that would otherwise
be totally mexpressive. The building appears
externally as a single stuccoed surface from
which the openings are cut out, and is
surrounded at ground level by a low base
and, at the top, by thin coping, both in
granite. The six storeys of the building,

all housing offices, are completed by two
basement floors, used as the archive,

and a penthouse, set back from the fagade
50 as not to interfere with its composition;
besides further storage space, this contains
the employees’ canteen. In the centre of the
building, an oval courtyard creates a space
in which the single continuous clevation
assumes a character that is diametrically
opposed to that of the external faces. Here,
in fact, the rows of windows, separated only
by a slender strip of wall, give the building
an ascendant rhythm, with rings that are
transparent at the level of the corridors

and solid at floor level, in marked

contrast with the absence of directionality
of the external faces.

The courtvard is the central element of the
composition, the part to which Lewerentz
paid most attention in the different solutions




View of the main entrance
on A, Fredriks Kykrogata.
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Elevation on A. Fredriks
Kykrogata.
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Ground-floor plan.
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he prepared for the project after winning
the competition, Designed to provide light
for the rooms overlooking it—service rooms
in the narrower wings of the building and
offices in the deeper wings—the courtyard
was realized with a structure that was
externally light and transparent: glass, steel
and reinforced conerete. In reality. the whole
load-bearing structure of the building was
to have been in steel, but the limits imposed
by the rather tight budget meant that it was
necessary to adopt more traditional systems
for the parts where the more modern
technique was not absolutely indispensable
to the form. Thus the external faces were
built in taditional bricks finished with
smooth stucco.

On the same axis as the main door on the
opposite side of the courtyard, the entrance
to the offices leads directly to a large hall

in the area between the rectangular external
perimeter and the oval internal one. This
ambiguous formal structure lends a sense of
dynamism to the visual experience of visitors,
who on entering the hall, find themselves
in an asymmetrical space, dominated by the
transparent cylinder of the helicoid staircase
that penetrates the whole building vertically,
terminating—with its own separate roof—in
the penthouse.

In the wing facing the main road, there is

a more conventional staircase, also contained
in a structure of steel and glass structure
produced—Ilike all the internal and external
fixtures—by IDESTA to a design by
Lewerentz. All the ofhice furnishings were also
made to a design by the architect, in wood
rather than steel, as was originally planned
for purely economic reasons.

Finally, mention should be made of the way
Lewerentz used colour in this project. In
the mteriors, colour is used mainly on the
cellings, as the walls are white, the linoleum
floor-coverings are grey and the wood

of the furnishings is black. The matt yellow
of the public areas (serving to exalt the light
reflected by the internal face) contrasts

with the glossy blues of the office ceilings,
intended to offset the coldness and lack

of colour of the dark winter days.

During the 1930s Lewerentz worked on
various projects for an extension to the
building in Kykrogata, proposing in 1938
that there should be a new independent
building 1n Valhallavigen, although none

of these designs was ever realized.

230

The last of these projects was produced
1 1951-52, attesting to the remarkable
trust that the insurance institute had

m the architect.

Chronology:

1928: preliminary project prior to the
competition,

1930: invitation competition — first prize,
1930-32: realization of project.

Not documented:

1933-34: extension project.

1938-39: project for a new building

in Valhallavigen.

1951-52; extension project.

Bibliography: Lewerentz 1932a; Ahlin 1985b,

pp- 147-50; Wang 1992; Caldenby 1997,
pp- 104-09.

(G.FR)

Detail of the entrance
on A, Fredriks Wykrogata.

Views and longitudinal
section of the courtyarg,
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Oval-shaped courtyard.
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View of the service
staircase and the corridor
leading o the offices.
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Service staircase, detail
of the handrail.

Executive’s office.
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Details of a clock and the
internal door and window
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View, plan and elevation efmamas - - == = 5 —
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71. Offices for Philips AB, Stockholm,
1929-30

The Philips AB building was constructed

in an industrial area in the north-west
suburbs of Stockholm, on a site with the
shape of a right-angled triangle that
Lewerentz planned to use in an intensive
manner. The project, which was intended

to be built in a number of stages, involves
two independent buildings located on the
orthogonal sides of a triangle. The six-storey
block facing Givlegatan, the main road,
houses the offices, while the other one—
situated behind and at right-angles to it—is
the same height but has two extra storeys
and contains the storerooms, workshops

and packing department. The complex is
completed by two attic storeys, where

the canteen and other offices are located,
and two sub-levels, used for conference
rooms, storerooms and service rooms, In the
centre of the site a sunken courtyard is linked
to the main road by a ramp for vehicles.
Only half of the office block facing
Givlegatan was built initially; this included
the vehicular entrance (still visible today,
although the complex has been considerably
rebuilt), leaving the low block for the
storerooms detached and set back

to the north of the site. The building system,
with loadbearing external walls in reinforced
concrete, gives rise to a rational and rhythmic
front facing the road, where only the setback
of the windows, arranged so they be opened
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asymmetrically, and the double opening

of the vehicular and pedestrian entrance
interrupt the pattern of the large rectangular
windows. On each of the solid strips of the
facade separating the regular rows of windows
are displayed large illuminated signs with the
firm’s name, deriving from the model that
Lewerentz developed in this period with

the AB BLOKK company (set up in 1930
with other architects). The Philips offices

in Stockholm were the company’ first

and only important commission.

The open-plan interiors, free from any
structural encumbrance as well as from the
staircases, which are located in a separate
stair-tower on the courtyard side, are divided
up by screens in steel and glass and carefully
furmshed to the architect’s designs.

The building was completed around 1950
by the architect C.Tham in accordance with
Lewerentz’s original project, but in the 1960s
and 1990 the complex was rebuilt in order
to adapt it to the firm’s new requirements,
depriving it of much of its expressive force.

Bibliography: Ahlin 1985b, pp. 150-51;
Caldenby 1997, pp. 112-15.

(NLE)

Axonometric projection.

View of the main entrante.




.

Conference room.
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72. Factory Building for Uddeholms
Sulfatfabrik at Skoghallsverken,
Karlstad, 1929 onwards

The industrial complex of Skoghall, known
as Skoghallsverken, located not tar from
Karlstad, a town on the road from Stockholm
to Oslo, near a river, the waters of which
had been harnessed for the working of wood.
Originally established as a sawmill in 1914,
the industrial complex developed in the
following years into a paper mill; as a result,
factory buildings were constructed, firstly
for the production of cellulose, and then,

in 1929, for sulphate.

The owners of the paper mill, Uddeholms
AB, commissioned Lewerentz to design the
external elevations of the sulphate factory,
which was to house the packing department
and offices, as well as all the processes
necessary for the manufacture of paper.

The architect was required to find a solution
for all the external faces, despite the fact that
an engineering firm in Malmo had already
been entrusted with the design and
construction of the new buildings.

In his project, Lewerentz proposed that all
the external walls should be faced with bare
brick, inserting pairs of square windows

on each floor between the columns

of the loadbearing structure, irrespective

of the height of the individual block.

On the east elevation, where the main
entrance is located, the architect interrupred
the rhythmic pattern of the windows and
created a huge opening as high as the
building, leaving only the coping and cornice
with the task of giving visual unity to the
facade. The large window—tripartite also

for structural reasons—allows the staircase
linking the different floors of the building

to be visible.

As a result of the success of his design,
Lewerentz continued to work for Uddeholms
AB until the 19505 as their architectural
consultant for building projects regarding
Skoghallsverken.

Bibliography: Ahlin 1985b, pp. 164-67.

(N.E)

Woaden model and drawing
of a proposad extension,
1930s.

Opposite
Drawing of the main
entrance, 1929,
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73. Pavilions and Other Buildings,
Furnishings, Objects and Graphics
for the Stockholm Exhibition of 1930,
Djurgarden, 1929-30

The great Stockholm Exhibition of 1930
was the occasion on which central European
Modernism finally established itself in
Sweden and, more generally, in Scandinavia.
Until then, in fact, the new style was not
widespread, partly because of the lack

of invelvement of both industry and

the authorities.

Started in the wake of the National
Exhibition in Gothenburg in 1923 and the
Exposition Internationale des Arts Décoratifs
et Industriels Modernes, held in Paris in
1925, the Stockholm Exhibicon was
organized by the Svenska Slédférening
(Swedish Society of Arts and Crafts) under
the direction of Gregor Paulsson, then
chamrman of the association who, from
1927, together with an exccutive
committee, stated that it would be devorted
to “applied art, crafts and artistic crafts”.
The organizers believed that this theme
would stimulate the participants to highlight
the role and value of everyday implements,
a subject about which Paulsson had written
numerous articles, assimilating all the
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revolutionary force of Functionalism.

On the large site selected for the exhibition,
located by the sea in the bay of
Djurgirdenbrunnsvik, not far the centre of
Stockholm, the chief architect, Erik Gunnar
Asplund, prepared a master plan in which he
laid down the general criteria for the project
and the more detailed ones for the buildings
he designed. The entrance building and

the majority of the pavilions were arranged
along a road where the market was

to be held; this led to the restaurant
designed by Asplund and the area destined
for the festivities, in which was placed the
advertising mast designed by Lewerentz

and erected by Stockholm Ljusreklam AB,
of which he was joint owner.

The muast, with its illuminated signs, was the
symbol of the exhibition and was designed
by the architect so as to be visible from the
city. Near the shore, Asplund planned
another restaurant with additional exhibition
pavilions and the section devoted to the
home, to which the organizers paid special
attention. Here, in fact, various mock-ups of
prototypes were constructed, complete with
furnishings and finishings, relatng to the
theme of the house for everyone, or else, the
modern home in general, whether as a self-
contained unit or located 1n a block of flats.

nrofalr

Layout plan (E.G. Asplund).
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Max Soderholm, bird's-eyve
view of the exhibition site,
gouache, 1929,
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The eshibition at night.
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E.G. Asplund, view of the
square destined for the
festivities, gouache, 1928,

The projects realized were chosen in

a competition open to a limited group

of architects. Lewerentz was one of the few
who had two projects realized: a flat and

a single-family house (“egna hem no. 47");
of the three projects submitted by the
architect, only the one for a terraced house
was turned down.

Besides the two homes, Lewerentz also
produced a logo and posters for the
exhibition, winning an mnvitation
competition organized specially for the
purpose. In this he revealed his interest in
graphic design and lettering. to which he
devoted himself in the 1930s, with
numerous projects for the building and
renovation of commercial premises that he
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prepared together with AB BLOKK.

In addition to the works for the exhibition
commiittee, Lewerentz worked on other
projects that Stockholm Ljusreklam AB
had been commissioned to produce, mostly
showcases, display stands and signs for
firms, such as PUB and Finbruken, as well
as the Grona Udden café and pastry shop.
The architect also participated in other
sections of the exhibition: in the NK
(Nordiska Kompaniet) pavilion he displayed
refined pieces of furniture specially designed
for the occasion, such as a table, a cabinet
and an armchair made from precious
materials, while his suggested interiors

for a General Motors bus were on show

in the transport pavilion.
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Singlefamily house no. 47,

one of the bedrooms.

Lagenhet no. 2, plan,
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Lagenhet no. 2, designs
for the furnishings.
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Display stand for

the Finbruken department
Stores, views of the
exterior,
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Lagenhet No. 2

The solution proposed by the architect
referred to a dwelling designed for a multi-
storey building fitted with central heating,
with its own bathroom and running water,
both hot and cold, part of a possible estate
constituted by the repetition of the same
block a number of times, in conformity
with a building tvpe typical of German
Rationalism. This flat, intended for a
relatively well-off family of three to five
people, has a surface area of 93 square
metres, and is divided into five rooms, apart
from the bathroom and kitchen. The latter,
which 1s very small, is adjacent to the
pantry, while the bedrooms, on one side,
and the study, on the other, open directly
onto the living-room, the flat’s hub, which
1s furnished with a sofa, armchairs, a dining
table and a grand piano. The block
containing the bathroom stands in the
living-room; conceived as an independent
structure detached from the walls and with a
semicircular wall facing the entrance, this 1s,
typologically, the most innovative element,
although it met with a lot of disapproval.
The flat is furnished with objects designed
by Uno Ahrén that were already being
manufactured, with the exception of the
wallpaper and the piano, which was
designed by Lewerentz, who, with this
elegant object, seized the opportunity

to experiment with the juxtaposition of
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stainless steel and wood. The wallpaper—
designed by the architect and produced.

as on other occasions, by his father-in-law’s
firm, Géteborg Tapetfabrik
criticized by many of the committee

was greatly

members, to the extent that it was
eliminated. It seemed, in fact, to be a
product still inked to the past, in contrast
with the modern lifestyles and tastes that
the housing section sought to promote.

Single-family House No. 47

[n the area devoted to owner-occupied
houses, Lewerentz built a small two-storey
dwelling, with a surface area similar to that of
the flat described above. With a loadbearing
structure in wood and a gently sloping flat
roof, the building has a very simple form,
characterized above all by the arrangement of
the doors and windows in the external faces.
The living-room and kitchen are on the
ground floor, while two bedrooms and

the bathroom are on the upper floor; in

this case, too, the rooms are furnished

with manufactured objects designed by Uno
Ahrén and are wallpapered. For this house
Lewerentz designed a chandelier, which

was installed in the living-room.

In this case, the space is less likely to be vsed
intensely as it 15 in the flat, allowing the
rooms to be more conducive to comfortable
living; rather than just being a corridor,

the kitchen is a proper room more suited

to the preparation of food. Nevertheless, the
himited size of the bathroom and kitchen
(not only in Lewerentz’s project) was nuch
criticized, even before the exmibition closed,
by the leading opponents of the new style,

Lewerentz’s works and projects for the
Stockholm Exhibition, 1929-3();

- standard single-family house

(“egna hem no. 47");

- prototype for a flat (no. 2);

- project for a terraced house;

— furniture for the NK pavilion: a table,
an armchair and a cabinet;

- display stands for the PUB and Finbruken
department stores (with Stockholm
Ljusreklam ADB);

- showecases and display stands for various
firms participating in the exhibition
{with Stockholm Ljusreklam AB);

- wallpaper and other furnishings

for the houses he designed;

- interiors for a General Motors bus;

- logo and posters for the exhibition
{after winning a competition).

- advertising mast (after winning a
compettion, with Stockholm Ljusreklam
AB).

Bibliography: Stockholmsutstéllningen 1930,
Ahlin 1985b, pp. 132-41; Rudberg 1999.

(N.E)

Sign for the PUB
department slores.

The Grona Udden café
and pastry shop.
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74. Renovation Projects Executed by
Stockholm Ljusreklam AB, AB BLOKK
and AB IDESTA, 1929 onwards

In 1929 Lewerentz, together with the
engineer Claes Kreuger, founded a firm
specializing in the production of illunminated
signs and display stands, with the specific aim
of putting his professionalism at the service
of the numerous firms that were intending
to participate in the Stockholm Exhibition
of the following year. This venture lived up
to the two entrepreneurs’ expectations, and
Stockholm Ljusreklam AB realized 1ts most
important works on the site of the great
exhibition. Some of these were particularly
fascinating, such as the advertising mast,
bearing coloured illuminated signs, standing
in the centre of the main square of the
exhibition at Djurgarden; located in one

of the bays of the Stockholm archipelago,
this was visible from many parts of the city.
The firm also constructed the display stands
for the PUB and Finbruken department
stores, many showcases and stands for the

principal firms participating in the exhibition,
and the Griona Udden café and pastry shop,
a large and very interesting building.

In 1930, as a result of the satisfactory
outcome of the exhibition commissions,

the firm changed its name to AD BLOKK—
the new name was an anagram based on

the initials of its partners’ surnames—David
Blomberg, furniture designer and maker;
Sigurd Lewerentz, architect; Axel Olsson,
contractor; Gunnar Kocken, captain and
representative for the firm AB Byggnadsvaror
(the building supplies company owned by
Ivar Kreuger); and Claes Kreuger, builder—
who were able to deal with all the different
stages of the project, from its preliminary
design to its realization, on any scale, from
that of the object to the urban one. However,
AB BLOKK only completed a few works,
sometimes contributing to Lewerentz’s
projects, such as the Riksforsikringsanstalt
building in Stockholm, on other occasions
obtaining its own commissions, as in the case
of the Philips building, also in Stockholm.

In addition, the firm carried out minor

Renaovation of the Dinare
de Paris restaurant,
Stockholm, view of nieriar,
1930.

Renovation of the
Livsmedelsbutik shop,
entrance, 1932,
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renovation work on commercial premises,
mainly limited to the renewal of the front
and illuminated signs. In 1933, however, its
disappointing performance induced the
partners to wind up the company, which

was taken over by Lewerentz, who wanted

to personally supervise all the stages in

the elaboration and fulfilment of his projects.
From then onwards the products made

by the firm bore the Idesta trademark,

a name that Lewerentz had already registered
in 1929 in order to protect his exclusive
rights to the manufacture of his own
inventions. In the 1930s, although its objectives
were reduced in comparison with those at

the beginning, AB BLOKK complered

a large number of projects, all on a small scale,
which dealt with the renovation of commercial
premises of various kinds. Sometimes the
commissions were very modest and were
limited to the renewal of the front, but

in some cases the project comprised the whole
space and was an example of true interior
design. The firm’s activity was not limired to
Stockholm, but also extended to other Swedish
cides and even included, in one case, a project
for a shop in Oslo, in neighbouring Norway.
Wishing to avoid having to contract out
work to craftsmen and other firms,
Lewerentz decided to manufacture the

metal components himself so he would take
responsibility for the whole process, from the
design stage to installadon, with control over
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their production, In 1940 he purchased

a factory in Eskilstuna, a town not far from
Stockholm, where he established his firm
making metal door and window frames and
partitions, which incorporated AB BLOKK
and [desta. In this period the firm was mainly
concerned with the realization of the projects
of other architects who availed themselves

of Idesta’s services because of Lewerentz's
excellent reputation. When, in 1956, he
decided to move to Skanor, at the tip of the
peninsula forming southern Sweden, the
management of the factory was taken over
by his son, who continued to produce the
locks and catches patented by his father

and metal parts to special order.

Chronology

1929-30: Stockholm Ljusreklam ADB,

with C. Kreuger.

1930-33: AB BLOKK, with D. Blomberg,
A. Olsson, C. Kreuger, G. Kocken.

1933 onwards: Lewerentz takes over AB
BLOKK (with the Idesta trademark).
1940-56: Idesta in Eskilstuna; Lewerentz
opens a factory making door and window
frames, incorporating both AB BLOKK
and Idesta.

Bibliography: Ahlin 1985b, pp. 13537,
190-93.

(N.E)

Project for the shop frant
and sign of an

ironmonger's, Stockholm
1931, 1

Renavation of the Marabay
shop, Gothenburg, view
of the entrance, 192934,
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project for an extension to
the FUB department store,

stockholm, view of the
entrance, 1930—34.,
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Interior.

261



Olssons car showroom,

Stockholm, plan, 1932,
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Window of a lingere shop,
Stackhaln.

Husmodermn department
store, elevation and
section, 1931.
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Details and overall view
of a ticket booth for the
Stockhalm underground
during manufacture

in the Eskilstuna factory.
Manufacture of a partition
in the Eskilstuna factory.
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75. Projct for a Factory Building
for Ostrands Sulfatfabrik,

Sundsvall, 1930
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Elevation.
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76. Sigurd Lewerentz’s Speedboat,
Stockholm, 1930

At the time of the Stockholm Exhibinon of
1930, Lewerentz designed a small speedboat,
which was built entirely in light mahogany
by Gustaf Plyin in the Neglinge shipyard.
This is what A. Lovén wrote in the Journal
Arkitektur in 1983;

“[the boat] was eight metres long and

two metres wide and had a 120 hp Gray
inboard motor capable of propelling it

at a maximum speed of 25 knots... The
cabin was furnished with a small steel-

tube-framed sofa at the back and two
armchairs at the front; immediately behind
the cabin there was the large motor... With
Ewa—this was the boat’s name—moored
at the Kungl. Motorbit Klubben of
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Stockholm, it only took Lewerentz

five minutes to go from his house at
Strandvigen 37 to Persholmsbron, near
the moorings of Gruv, on the islet of Uto,
where his family owned a former miners’
house at Lurgatan... Ewa was always kept
in a perfect condition because Lewerentz
maintained it very carefully. For me,

as a voung adolescent, it was a great thrill
to help ‘Uncle Sigurd’ to tie up the
motorboat... At the beginning of the 1950s
Ewa was torn from its moorings during

a fierce autumn storm at Neglinge and
was swept against the rocks.”

Bibliography: Loven 1983; Ahlin 1985b,
pp. 14243

(NLF)

Lewerentz's speedboat.
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77. Enkoping Cemetery, 1930-32

The site available for the realization of the
cemetery, just outside the city centre, was flat
except for a small hill in the western part.

It was here that Lewerentz decided to locate
the chapel, which he separated from the
burial area by a wide avenue extending from
north to south. The cemetery is surrounded
by hawthorn hedges, while the internal paths
are lined with tall birches. Lewerentz paid
particular attention to the design of the small
chapel for which he sought—as he usually
did in this period of his career—the simplest
possible form. In his first solution, he
proposed an asymmetric structure comprising
the chapel, storerooms and a small sacristy;
later this complex was broken up into a series
of simple buildings, where each element
expressed its function, leaving the reciprocal
relationships, the orientations and the

dimensions the task of establishing the order
and quality of the space. The small chapel
that was finally built is a simple volume on
a rectangular base; with its stuccoed external
walls and, on the north front, a semicircular
apse soaring above the rest of the building,
it bears no trace of the long design process.
The south face of the apse contains a large
window that, casting its light directly onto
the altar, allows the interior to be well
illuminated.

To the west, the complex also comprises

a low building, placed orthogonally

to the chapel, housing the service rooms
and mortuary.

Bibliography: Ahlin 1985b, pp. 144—46;
Constant 1994, p. 129; Caldenby 1997,
pp. 116-17.

(N.E)
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Chapel, rear elevation.

Layout plan with the chapel
highlighted.
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Perspective study
of the chapel, 1930.
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the chapel,

stud

1930s.




Views of the chapel.
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78. Project for a Standard Holiday
Chalet, 1931

The popularity of small chalets in the
countryside and by the sea was a typically
Scandinavian phenomenon in the 1930s,
when the propensity of the Nordic peoples
for a life in close contact with nature found
fertile ground in the new Functionalist
ideology. The promotion of a healthier
lifestyle, centred above all on the desire to
allow the masses to have access to recreational
activities and take care of their physical
well-being, led to the creation of new
building types intended exclusively

for leisure purposes.

Brafids e stisdan, . e,
LITIERA - ot v N S e
ARKITEKT S L2V ]

ritad av 05 € olume

- T R e A I A (R

However, in addition to the buildings for
communal use, such as restaurants, cinemas,
bathing establishments and so on, small holiday
homes became particularly widespread. Here
it was possible to spend not on_ly long pcrinds,
but also weekends and any other days fiee
from work commitments. Lewerentz, like
other architects, produced his own project

for a standard house to meet this requirement:
laying particular emphasis on simplicity,

he proposed a small wooden chalet with a
very clementary form and spartan interiors.
The project for the chalet was not restricted
to the building itself, but also included an
enclosed area on one side of it, suggesting
that the limited size of the interior was due

to the fact that holidaymakers would be
spending most of their time in the open air.
In 1934 a national competition was organized
for the design of a standard holiday chalet;
although there are no drawings attesting

to Lewerentz’s participation, among his
documents there is a card bearing the
letterhead of the competition on which
appear copies of his drawings of the chalet
executed some years carlier. It is probable,
therefore, that Lewerentz did not propose
another version of his project for the
competition because he considered

the previous one was still valid.

(N.E)

Study axonometric
projection.
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79. Competition Project for a Girls’
High School, Stockholm, 1931-32
with Osvald Alimqvist

motto “Balk”

This is what Lewerentz had to say

in his outline of the project:

“This building is designed to be built

with a steel skeleton and concrete beams

and clevations. The window frames are in
wood and have a vertical glazing bar in wood
too, so that the internal partitions are held

in place by the structure of the frames.

The staircases and the hall floor are in stone,
while the floors of the corridors and
classrooms are covered with linoleum...

The pillars around the edge of the building’s
structure are covered with insulation in direct
contact with the concrete. The exterior walls
are painted with the colours indicated by

the letters A, B and C, either directly on

the concrete or on the stucco”

Bibliography: Romare 1932.

(G.P)
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Layout plan and elevation.
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80. Project for a Chapel with an
Adjacent Crematorium in Djursholm
Cemetery, Stockholim, 1932-33

[n 1933 Lewerentz submitted to the
municipality of Djursholn, a small town

on the northern fringe of Stockholm, three
different versions of a project for a chapel
and a crematorium in the cemetery already
existing there.

In the first version, the chapel is sited on the
slopes of a small hill in the centre of the
cemetery, allowing the crematorivm to be
built into the hillside. For visitors going up
the avenue from the entrance to the chapel,
the crematorium is almost invisible, as
Lewerentz's perspective studies demonstrate,
allowing just the hemispherical shape of the
glazed dome surmounting the chapel to
emerge. The two side walls extend beyond
the entrance, forming an open-air
columbarium, a repetition of the arrangement
already adopted in the contemporary chapel
in Malmé’s Eastern Cemetery, while

the positioning of the cross echoes that

in the project submitted to the competition
for the extension to the Stockholm South
Cemetery, produced in collaboration with
Erik Gunnar Asplund. The coffins are taken

from the chapel to the crematorium located
below on a platform situated in front

of the entrance; powered by a hydraulic
mechanism, this allows handling of the
coffins to be reduced to a minimum.

In the second version of the project, the two
buildings are arranged differently, in this case
are close to the cemetery’s north entrance,
although the internal distribution is basically
the same. The chapel sill has its square plan,
while the columbarium, previously fairly
small, now covers a larger area than the
chapel 1tself, The crematorium is still
underground, although there is now no
relationship with the topography of the site,
since it is located n a flat area close to the
entrance. Two rows of trees mark the axis
leading to the chapel and also give structure
to the open space of the columbarium.

On the exterior, a wall progressively
increasing in height and curved in the final
part leads towards the forecourt, obliging the
visitor to take a slightly uphill path beginning
at the back of the chapel. The complex also
comprises a small building containing the
mortuary, adjacent to the chapel’s north wall.
As in the first version, the essentially
horizontal composition is counterpointed
by the glazed dome on the chapel and the
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crematorinm chimney. In the third and

last version, however, the building is radically
different. Again located near the cemetery’s
main entrance, the chapel is an elongated
rectangular building, with a large curved
window in the end wall. This design partially
resermbles that of the contemporary chapel
of the Enkoping Cemetery, where the theme
of the curved wall forming the end of the
principal axis 15 present.

Bibliography: Ahlin 1985b, pp. 153-54.
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Perspective drawing
and south elevation.
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81. Competition Project

for Malmé City Museum, 1932
with O. Almgqvist, E. Wettergren
and A.G. Hedberg

motto “Anno 19327 — citation

On the occasion of the transfer of the civic
collection to Malmé Castle, a competition
was organized for the design of a museum
complex that was to house, in addition to the
city museum, also the art gallery and natural
history museum. The new complex, although
constructed in the space left free by the
historic building, had to avoid coming into
conflict with it, but had rather to perform
the task of highlighting its monumentality.
The competition jury wrote that the solution
submitted by Lewerentz, together with
Almgvist and Werttergren, belongs to the
group that has concentrated that majority of
the rooms in the west area of the courtyard

s S I T
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{of the castle), dividing the remaining part
berween the southern and eastern sides.

A wicket door has been inserted in the
main door—(R enaissance, still existing).

In the project the rooms of the art gallery
are all located on the ground floor (around
the courtyard), with top lighting for the west
block ... and side windows in the south and
east ones... The drawing of the plan shows
very interesting details, such as the entrance
hall, and is, on the whole, well conceirved.
Nonetheless, with regard to the circulation
within the art gallery, the fact that visitors
start with the 1920s and conclude with the
prehistoric section is open to objection.
The problem of illumination has been
carefully thought out as far as top hghting
is concerned, while the wing lit by the
windows facing west is rather dark.

The exterior of the complex is particularly
interesting because the height of the new

buildings has been kept low (and they are
not attempting to compete with the
monumental building) . . . although the
project is technically complex, especially
as regards the main block, because of the
small courtyards inserted between the
different parts of the structure, so that
heating and maintenance costs would be
high in the completed building.

The overall cubic volume is very large.
As far as the external finishings are
concerned, the architects proposed very
simple forms covered with stucco, which
would be absolutely anonymous, especially
for the parts to be built next to the walls
of the historic building.

Bibliography: Lindstrém 1932; Ahlin 1985b,
p. 152.

(N.F)

Layout plan
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82. Competition Project for the Town
Plan of the Nedre Norrmalm District,
Stockholm, 1932

motto “5881”

The changes in the social fabric of
Stockholm, as well as the growth of traffic
and commerce and the diffusion of the
new Functionalist ideas in the field of urban
design, induced the municipality to hold

an international competition in 1932 for
the transformation of the Nedre Norrmalm
district, located to the north of the city’
historic centre. The main request in

the competition programme was that
Sveavigen, an important street crossing

the whole of the Nedre Norrmalm district
from north to south, should continue with
the same width up to Gustav Adolfs Torg,
the square overlooked by the Swedish
Parliament.

Taking full advantage of the freedom
offered by the programme, Lewerentz's
project offered a radical solution, totally

transforming the whole of the area
concerned. Preserving only a few, clearly
distinctive buildings, the architect proposed
almost total demolition of the existing
constructions, which he replaced with
modern multi-storey buildings placed in

a line, in accordance with the Functionalist
tendency then prevalent in central Europe.
The buildings again front onto the main
street, and are aligned along the perimeters
of the blocks, but the parcelization typical

of the former arrangement has been replaced
by open spaces and other residential buildings
placed at an angle to those along the
perimeter. In addition, as requested by the
programme, Lewerentz extended Sveaviigen
to Gustav Adolfs Torg, which he expanded
northwards in order to allow the street

to lead directly into the square.

Bibliography: Olsson 1931; Markelius 1934;
Olsson 1934; Ahlin 1985b, pp. 157-01.

(N.F)
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Layout plan and bird's-eye
view, study drawings.
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83. Furnishings for the Koux Family’s

Bedroom, 1932

SfUc_lsr drawings.
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84. Project for a Power Station
at Djursholm, Stockholm, 1933

The short outline of the project states:

The building is to be constructed in concrete
with a 1:3:5 mixture, which is a good rule

in order to obtain a smooth surface both
mside and outside; the external formwork
should be made of 1 x 2 rough wood, the
frames round the doors are 1 X 1, ... while

in the external edge of the roof an element in
wood with a regular profile of 1 +1 /2 X 3.
The pitched roof is covered with tiles in
copper sheet blackened through oxidation...
The external doors are in rolled iron 1.5 mm
thick ... thermal insulation is ensured by
loose-ll materials ... and the surface finish
consists of a coat of rustproof paint and oil
paint as in the sample. The external walls

are painted a cement colour or a similar tone
according to a sample agreed with the

architect.
(G.P)
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85, Competition Project for the Church
of Johanneberg, Gothenburg, 1933-34
motto “Svart och viet”

Organized for the design of a new church in
a developing area in the Johanneberg district
of Gothenburg, the competition attracted a
Jarge number of architects. Free from any
P[t;Ct)ﬂCt’in‘d ideas regarding form and
distribution, Lewerentz’s strongly innovative
approach 1s wholly centred on the desire

to bring together the two main focal points
of the Evangelical service: the altar and the
pulpit. As a result of this objective, already
present in the earliest sketches, the church
takes the form of a square with a rounded
corner where the altar and the pulpit are
located. Consequently, the internal space

is organized along one of the diagonals,
involving a notable departure from the
traditional basilican plan.
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The essentially horizontal form of the church
—despite the fact that the competition
committee was favourable to a more vertical
structure—demonstrates that Lewerentz has
deliberately chosen to interpret spirituality
in i C{')l'ltt:‘r!rlp()r;u‘y mannder, ﬂb;lTl({(JT]iTlg
verticality, the ancient symbol of
transcendence now incompatible with the
democratic spirit of modern man. The low
building, constructed 1n yr:l]ow brick, is
illuminated exclusively by a narrow skylight
placed in the centre of the flat roof, which
has a strong impact on the interior due to the
projecting reinforced concrete beams placed
next to it. Lewerentz provided for the other
functions required by the competition
p‘t‘ogﬂln“ll'l'lt_‘, ."ill(fh A5 .‘:'apilf;f:,' 'F()I' t]'l & U[’g:]n,

the entrances and the sacristy, by adding
subsidiary blocks, constructed almost

entirely in steel and glass, to the main church
building, the entrance to which is marked

by a large, slightly inclined cross.

Resulting from the large, shightly curved
concrete beams, the building’s industrial
overtones, together with its innovative layout,
are an endorsement of the positive values of
contemporary culture and reflect the Changcd
lifestyle of the people for whom this church
is intended. With this project, moreover,
Lewerentz is proposing a new type of church
conceived as a p];u_‘c where, in a state of total
concentration, people may encounter God
through the light symbolizing Him and listen
to His Word from a new position. This fosters
the egalitarian condition of the congregation,
which, thanks to the layour, seems to cluster
|'l)Ll|]L'{ thC Elh.'.u'.

Bibliography: Zimdahl 1934; Ahlin 1985b, pp.
154-55.

(N.F)

Plan of the church, study
drawing.
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Elevations and longitudinal
section.
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View of the model.
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View of the model.
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86. Project for a Residential Area
at l)jurs}wlm, Stockholm, 1933

The study sketches for the project for a
residental area at Djursholm, a small town
on the northern fringe of Stockholn, show
a scheme for single-family houses in which
Lewerentz proposes two different building
types, although both reflect the principles
of the new Functionalist architecture that,
after the Stockholm Exhibition of 1930,
rapidly spread throughout Sweden: simple
forms, large glazed surfaces and a stucco
finish for the exterior walls, with no
concessions made to local traditon.

The site lies between two parallel roads
and the study drawings show both detached
two-storey houses and terraced houses,
divided by open spaces to increase the
privacy of each of the living units, which
are presumably mmtended for niddle-class
families.

(N.E)
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Plan and elevation
of the terraced houses.
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87. Project for a Warchouse 88. Project for the Division of Land

at Frihannen, Stockholm, 1933 into Plots at Aludden, Djursholm,
Stockholm, 1933
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89. Project for Gudmundra Cemetery,

1933

Study drawings, layout plan,
elevations, sections and
plan.




90.Villa Edstrand, Falsterbao,
1933-37

In 1933 the Edstrand family, the owners

of Broderna Edstrand AB—a firm that,
among other things, was an agent for
IDESTA’s products—commissioned
Lewerentz to design a small holiday villa

for a site on the outskirts of Falsterbo, a small
coastal town in southern Sweden
commanding an excellent view of the Sound.
In the same year Lewerentz submitted the
first versions of his project to his clients;
these were all based on the principle that

the house should be very small, as they had
expressly requested, and, like the subsequent
versions elaborated up to 1935, were clearly
influenced by Le Corbusier’ style, which the
architect greatly admired. It was only in 1935,
with the penultimate version, that Lewerentz
submitted a project that, with its larger size
resulting from the changed requirements of
the clients, abandons any formal constraints,
displaying the fruits of his own poetic
research. Leaving no room for pre-established
styles and formalism, it is marked by the
certainty that architecture is the expression
of a fundamental truth. The use of more
durable materials suited to the severe climatic
conditions, instead of pure but delicate white
stucco or the coldness of reinforced concrete,
and the need to examine the vital processes
at the base of family life—proceeding in the
elaboration of the project from the interior
towards the exterior, in order to produce

a form freed from preconceived schemata

or schools—attest to Lewerentz’s courage
and his conscious acceptance of the premises
of modernity, although not necessarily of its
now firmly established stylistic elements.
The villa is transformed into an elongated
two-storey block, located close to the access
road, with a closed and compact south-east
elevation that manifests the desire to protect
the family’s privacy, but, at the same time,
provides a view from the interior towards
the gently undulating meadow and the sea.
A special feature of this face is a steel and
glass canopy—constructed with elements in
the IDESTA catalogue, as are all the window
and door assemblies in the building—
protecting the entrances to the house and
garage, the latter being set at a slight angle

to the facade. The first floor of the opposite
elevation consists of a long volume

interrupted by projecting balconies, which,
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because the ground floor is almost entirely
glazed, seem to be suspended in space. Here a
steel structure covers an external space, which
is, however, characterized by a strong sense
of interiority, as it is sheltered behind, towards
the road, by the house itself and, towards the
south, on the side facing the meadow, by the
slightly rolling terrain. From the ground floor,
mainly devoted to service functions and the
servants’ rooms, a staircase with a very light
structure and a distinetly nautical air leads to
the upper level where the living-room opens
onto a wide balcony. The bedrooms, located
on the same side as the main entrance, create
a sort of screen separating the domestic
activities from the road. In 1944 Lewerentz
designed a small extension on the roof
consisting of a veranda built almost entirely

of steel and glass. Furthermore, in 196162
the architect prepared a project for another
small house to the north of the site, on

the side facing the road, which, however,
was never built.

Chronology

1933-35: first stage of the project.
1935-37: second stage of the project
and construction of the villa.

1944: extension on the roof.

1961-62: project tor another house near
the first one.

Bibliography: Ahlsén 1941; Ahlin 1985b,
pp. 171-75; Caldenby 1997, pp. 118-29.

(NUE)




i Axonemetric projection,
first version, 1933,

Perspective sketch,
second version, ¢. 1934,
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Elevation, third version,
1934,
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Flevations and plans,
third version.
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Elevations, fourth version,
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Plans and elevations, = — it == - e
final version, 1936. !
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Perspective drawing,

final version.
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Views of the exterior.
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Views of the exterior
and detail of the internal
staircase.
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Layout plan, project
for a second house,
1961-62.
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91. Competition Project
for Bromma Airport, Stockholm, 1934
citation

In 1934 an invitation competition was
organized for the formulation of a project
for the new Stockholm airport; besides
Lewerentz, Erik Gunnar Asplund, Sven
Markelius and P Hedqvist were asked to
participate. The site selected was located

in an uninhabited area of Bromma, a

suburb four kilometres north of the centre
of Stockholm, where the architects were
asked not only to design the airport building,
but also the layout of the adjacent areas, the
runways and the taxiways tor the aeroplanes.
Their decidedly Functionalist character attests
to the architects’ awareness of the ideological
content that projects intended to meet the

298

demands of this new social function

NIUSE contain.

As was his usual practice, Lewerentz
submitted three different projects,
demonstrating that there were a number

of possible solutions to the problems posed
by the committee. The main project proposes
an elongated building linked to a cylindrical
waiting-room that is entirely glazed, accessible
through an underground passage providing

a sheltered route for passengers to reach the
centre of the apron, from where they could
enjoy an unobstructed 360-degree view

of the stationary and taxiing aircraft.

The second project, on the other hand,
proposes a raised building under which the
aircraft could stop so that passengers could
board or disembark easily, even during bad
weather, while the third suggests a wholly

By

.
~

—
underground building in which various
flights of stairs allow passengers to emerge
onto the apron at a point near their waiting
aircraft,

Bibliography: Arkitelttivlingen om
[flystationsanliggning 1934, pp. 197-205; Ahlin
1985b, pp. 162-63.

(N.E)

Layout plan of the main
praject.
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92. Project for Norberg Cemetery,
1934

Lewetentzs project for the rearrangement
of Norberg Cemetery was not built,
although—as the correspondence
between the architect and the city hall
demonstrates—the possibility of a
commission was concrete and regarded
not only the cemetery itself, but also the
re-use of a historic building on the site.
This is what Lewerentz wrote in 1934:
“As far as the possible work in the
ceremony hall of the historic chapel

is concerned, especially with regard

to the display of the urns to be kept there
temporarily, I would like to draw a sketch
as soon as possible to see whether this
solution is feasible. To this end, it is

ipEcrREsainy

" Ny T e
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necessary that the drawings of the plan,
elevations and sections of this building
be sent to me,

As far as the cemetery is concerned,

difficult to place greater emphasis on

the principal axis, while the fencing

of the site should be carried out properly
in the traditional manner. T also believe
that the surface area is not large enough

to require an additional feature to break its
monotony. There is, however, the possibility
that a large public monument could be
erected in the centre of the cemetery

and trees planted around it.

I shall work on this solution and, in

a few days’ time, I will write again.”

(G.P)

Ferislningariy

famidjn
ear

Layoul plan of site.
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93. Building for Briéderna Edstrand AB,
Malmda, 1935-36

The steel merchants Edstrand—for whom
Lewerentz was working on a villa by the
sea in the same period (see entry 90)—
commissioned the architect to design

an office building and warehouse at
Spadegatan, near the free port of Malmo.
For the offices, Lewerentz designed

a very simple two-storey structure,
completely built in brick on a rectangular
plan, with a flat roof; the elevations are
characterized by a regular sequence of
narrow windows, which thus allow the

profile of the main doorways to emerge. Perspective drawing.
The warehouse is more complex and

is divided into three sections, decreasing

in size in proportion to their respective
heights, which meet the need to store

steel products of different dimensions.

The load-bearing structures and the trusses
of the pitched roofs are also in steel, while
the soffit is clad in wood. The lower parts
of the side elevations of the three sections
are closed, with large windows in the upper
part, while the front and back are completely
open to facilitate access.

(NF)
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94, Competition Project for an
Extension to the Karolinska Institutet,
Solna, 1936

with David Helldén

motto “abe”

In 1936 the Karolinska Institutet, 2 medical
research institute, organized a competition
for an extension to be constructed on

a site adjacent to its hospital, the Karolinska
Sjukhuset, at Solna. Lewerentz, who had
recently started to collaborate with David
Helldén on the Malmé Municipal Theatre
project, decided to put this partnership

to the test by inviting his colleague

to participate in the competition.

The project submitted by the two architects
proposed the construction on the site of

a series of separate buildings, one for cach
function. Seven blocks house the departments
into which the research institute is divided,
while the eighth one contains the offices
and library; a separate building is occupied
by the students’ union and accommodation,
while the last one 1s assigned to a chapel
with an adjacent mortuary. These buildings,
arranged parallel to each other, but diagonally
to the perimeter of the site, are oriented
north-east-south-west and occupy the whole
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of the area available. By linking the various
blocks with underground passages—a system
frequently used in hospitals split up into
different buildings—the architects transform
the complex into an organic whole, although
the blocks above ground level are kept
separate.

The internal distribution of the laboratories
is simple and rational: the rooms are located
along the long fronts of the buildings and
are served by a double corridor divided

by an empty space from which a continuous
skylight provides illumination from above.
The largest rooms are placed at the corners
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of the buildings and the external walls,
probably planned to be in brick, are
characterized by large windows allowing
those working in the laboratories to enjoy
an excellent view of the surroundings.

Bibliography: Tavlingen 1937, pp. 73-74.

(N.E)

My Elevation and perspective
drawing,
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95. Project for St Sigfrid Griftegard
Cemetery, Boras, 1937

The preliminary project for a cemetery

at Boris, submitted by Lewerentz to the
municipality, consists of a layout plan on

a scale of 1:400 and a number of profiles

of the site on a scale of 1:200, in which

the architect gives instructions regarding
the general layout of the principal roads

and the location of the area where the
crematorium and the service buildings

are to be constructed. The drawings also
indicate the type of trees to be planted

in the cemetery and the arrangement

of the tomhstones, information that was also
contained in the outline of the project:
“Except for an area facing the main
entrance, the roads through the area in
question largely follow the lie of the land.
The paths between the tombstones also help

to determine the design of the funerary Layout plan.

monuments and the planting of trees, which
means that the project avoids any possible
variation of the existing topography...

The articulation of the crematorium,
situated towards the rear of the site,

with its entrance in the higher part

of the land, ... has a notable significance
determining a solution that is particularly
interesting from an architectural pomt

of view and, at the same time, is an
appropriate use of this beautiful site...

In order to allow my professional
competence to be assessed with a view

to a possible commission for the preparation
of a more detailed project for the cemetery
site and the other necessary work, [ enclose
information regarding projects of this type

I have realized from 1912 onwards.”

(G.P)
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96. Competition Project for the Factory
and Offices of Ahlrén & Akerlunds,
Stockholm, 1938

motto “Nu”

Situated in an area between a raillway-yard
and the edge of the aity of Stockholm,

the site for the new buildings 1s strategically
placed for a publishing firm like Ahlrén

& Akerlunds. This position, away from

the bustling city traffic, allows goods to

be received and dispatched without delays.

Study sketch and
photomontage of the area.

Lewerentz places the lowest buildings,
housing workshops and storerooms in the
southern part of the site, where this tapers
to a narrow strip, while to the north of this
he locates a fifteen-storey office black. The
fronts of the latter facing the city are mainly
glazed to atwract the attention of passers-by
to the activity going on mside the building,
the ultimate aim evidently being that of
inspiring confidence in the firm itself.

(N.E)
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97. Renovation of a Factory, Eskilstuna,
1940 onwards

In 1940, a number of years after having
begun to design door and window frames
and metal structures for interiors, with the
firms Stockholm Ljusreklam (1929) and

AB BLOKK (1930-33 with other partners,
from 1933 onwards alone), Lewerentz decided
to acquire an industrial building in Hskilstuna,
a town not far from Stockholm, in order

to set up his own factory—incorporating

AB BLOKK and AB IDESTA—for the
production of frames and metal elements.
Deriving above all from commissions received
from colleagues who had a high opinion

of the architect’s technical skills, the products
made in Eskilstuna bore the IDESTA
trademark, a name that Lewerentz had already
registered in 1929 to protect his patent rights.
During the sixteen years it was managed by
Lewerentz, before being taken over in 1956

by one of his sons, the Eskilstuna factory
produced fixtures for such notable projects
as Sven Markelius’s community centre

and Peter Celsing’s ticket booths for

the Stockholm underground, as well

as many other less important schemes,

In 1943 Lewerentz himself went to live

in Eskilstuna; unable to find a suitable house
there, he decided to rebuild the top floor

of the factory to accommodate both his
home and his office. The rooms were

simple and functional: the family’s furnishings
were sufficient to create a domestic
atmosphere. Lewerentz also built a staircase
in his flat, leading to the part of the attic

he used as his office, where, as was his
custom, he painted the walls black

and covered the soffit of the roof with
aluminium sheets, devices he used years later
in his house in Lund and, more significantly,
in the flower kiosk for the Eastern Cemetery
at Malmo.

Chronology:
1940: renovation of the factory building,
1943: rebuilding of the top floor.

Bibliography: Lewerentz 1948; Ahhn 1985,
pp- 190-93.

(N.E)

Sigurd Lewerentz {left)
in his office at Eskilstuna.
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98. Proposed Project for Skidvde

Cemetery, 1942

Despite Lesverentzs detailed description,
divided into six sections, regarding a possible
commission for the realization of a
cemetery and sacred buildings at Skodvde
in which “The Different Methods for

the Conservation of Cinerary Urns outside
the Crematorium Chapels™ are illustrated,
after the Jordfaastingsakten, the protocol

of the cemetery board dated 26 June 1942
the architect’s proposal had no chance

of being accepted. The protocol stated:
“The board has decided to maintain its
position: the project for the new cemetery
cannot be realized exclusively using
horizontal funerary monuments (as is
suggested in Lewerentzs report), but with
alternative approaches. If the architect
Lewerentz does not wish to accept this
request, the board has decided it will revoke
the commission and entrust the project

for the future cemetery to the architect
Sven Ivar Lind of Stockholm.”

(G.P)

E|En_tation and model,
Project of 1949,

99. Competition Project for the
Renovation of Uppsala Cathedral,
1947-55

motto “med fasta rotter”

Although the Gothic cathedral of Uppsala
was founded in the Middle Ages, numerous
alterations and extensions over the centuries
have completely changed its original
appearance. Thus, in 1946, when a
competition for yet another conservation
project was announced, the architects were
faced with a highly stratified structure. The
main problem was the infiltration of water,
which, from the roof, penetrated the ancient
walls, seriously damaging them, a problem
that the committee wished to solve with a
project capable of combining the technical
requirements with the seylistic ones.
Bearing the motto “med fasta roter”

(with the roots well-planted), Lewerentz’s
project is characterized by the boldness
with which copper flashing is placed along
the abutments and buttresses to collect
rainwater, which, with the same ostentation
is conveyed to ground level by a system

of surface-mounted metal downpipes. These
conspicuous technical devices, manifested
in all their pragmatic spirit are the most
original and coherent interpretation of the
cathedral’s Gothic nature, This architectural

style is based on the attribution of an
aesthetic value to its most characteristic
motifs: compound piers, rib vaults and flying
buttresses, which are, in fact, structural
elements forming an essential part

of the building.

Nomne of the projects submutted, however,
satisfied the jury, which, in 1949, decided to
hold another competition, although this was
limited to those responsible for what were
considered to be the eight most interesting
projects, including the one by Lewerentz.
Continuing along the lines of his previous
project, the architect refused to make any
concession to the stylistic restoration
advocated by the members of the clergy

in the jury. In fact, Lewerentz again proposed
a solution in which any alterations are made
overt by the choice of materials and forms,
stressing his belief that the only element of
continuity with the past must lie in the
capacity of the project to interpret the spirit
informing the building’s construction. In this
case, too, the copper flashing and downpipes
are both technical elements, indispensable for
solving the problem of the infiltration of
water, and features of the overall design of the
exterior. In the case of conservation of parts
of the fabric that are irremediably damaged,
the architect proposes that the new surfaces
should be composed of vellow bricks, so
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Photomontage, project
of 1947,
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=
that they will be immediately recognizable
and datable.

The project was awarded first prize, althoug;
there was considerable disagreement in the
jury, where the most conservative members
were opposed to the assignment of the
commission to Lewerentz. This gave rise to ap
animated debate that ended in 1950 with the
choice of Peter Celsing, an architect who had
not participated in the competition. Celsing,
however, accepted with the proviso that
Lewerentz should also be involved in the
preparation of the new project, beginning

a period of intense collaboration between
the two that lasted until 1955, although they
were not able to finally resolve the problem,
The vicissitudes of the conservation schemes
only ended in 1962, when another architect
was asked to prepare a project, which this
time came up to the chients’ expectations:
reflecting the most conservative practice,

it involved stylistic restoration. In the five
vears they worked together, Lewerentz and
Celsing produced many study models and
photomontages to analyse the impact

of the proposed intervention in depth, also
with regard to a more general vision, which
included the presence of the cathedral

in the city’s skyline. Nanetheless, the
committee responsible for undertaking the
work did not consider the various proposals
submitted to be sufficiently convincing.

Chronology

1947: first competition,

motto “med fasta rotrer”.

1949: second competition, first prize,
motto “reflexion”.

1950-55: various alternative proposals,
with Peter Celsing.

Bibliography: Reinius 1950; Reintus 1951,
p. 67; Lind 1956; Debatten om Uppsata
Domlbeyrkas 1947; Ahlin 1985b, pp. 200-08.

(N.E)
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100. Renovation of the North Wing
of the Corps de Logis at Broxvik, 1948

see entry no. 15

View of the buildin i
: E during
the renavation work,

Project for Uppsala town

I, perspective drawi
I - rawings
- Ofthe interigrs. =

101. Competition Project
for Uppsala City Hall, 1949
invitation competition

motto “Miljo” — citation

Probably as a result of his involvement

from 1946 to 1955, firstly alone and then
with Peter Celsing, in the project for the
conservation of Uppsala Cathedral, Lewerentz
was Invited to participate in a competition
for the design of the new city hall for the
city. The site chosen for the new building

is on one of the banks of the Fyris River,

in one of the university quarters of Uppsala,
between the castle and the cathedral,
characterized by a large number of small
historic buildings.

As usual, Lewerentz drew inspiration from
the constraints imposed by the surroundings,
which were analysed in depth. From the
carliest sketches it is evident that he was
particularly interested in two aspects: on the
one hand, the historic buildings amidst which
the new town hall is to stand, on the other
the urban landscape of Uppsala, dominated
by the castle and cathedral. Thus the architect
has designed a building—or rather a complex
of buildings—the qualities of which are
highlighted in the drawings submitted for
the competition. In these, it is clear that his
decision to carry out demolition work and
divide the town hall into a number of blocks,
creating a relatively small complex, derives
from his desire to make the view of the castle
in one direction, and that of the cathedral in
the other, an integral part of the project.

At the same time, the fact that it is split up
into a number of blocks allows the new
construction to be better integrated with

the smaller historic buildings in this part

of the city.

>
s

:
b e

The complex, with a U-shaped layout, is
generally Imited to a height of two storeys,
allowing only the blocks housing the most
important functions—the municipal hall
and the council chamber—to rise above
the others. These two blocks are also
distinguished by an alternative external finish;
the yellow brick planned for the whele
complex is replaced with stone and copper,
the disposition of the openings stressing
their different roles. While, along the whole
of the perimeter of the structure, windows
are placed with a continuous, asymmetrical
rhythm, the walls of the municipal hall and
the council chamber are completely blind,
with the openings located in the roof itself,
which has a different shape here. The
interiors, too, have been carefully thought
out: the division of the space in some of the
rooms is particularly interesting, displaying
Lewerentz’s special skill as a designer of the
metal structures manufactured in his
Eskilstuna factory. Partitions in steel and
glass allow the rooms to be very versatile,
because they can be altered to suit different
requirenients.

Despite the favourable opinion of some
members of the jury, which earned the
project a “citation”, it was harshly criticized,
especially for the excessively industrial
appearance of the complex, which did not
draw on any earlier styles, foreshadowing
the development of the architect’s
independent poetic spirit, which was later
to find more complete expression

in the chapels of St Gertrud and St Knut
m Malmé’s Eastern Cemetery.

Bibliography: Reinius 1949; Tavifngen 1949,

(N.E)
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% A el 102. Competition Project for the
= " : Interior Design of a Flat, for Svenska
= Slsjdforeningen, 1949
motto “Rér”

Study sketches
of the complex
in its surroundings.
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103. Competition Project for a New
Layout for the Kungstradgérden,
stockholm, 1952

motto “Kul”

The Kungstridgirden is one of Stockholm’s
oldest gardens: originally the Swedish royal
family’s orchard. in the nineteenth century

it was transformed into a public garden.

In 1952 the municipality organized a
competition for the redesign of the garden
with a programme that seemed to be inspired
by a typically eighteenth-century layout,
centring on a principal axis with a series

of ponds and fountains. Although it was
greatly criticized for the evident bias

of the programme in favour of historicism,
numerous architects participated in the
competition.

In his project, Lewerentz intended that,

in the quadrangular area, there should

be a belt of four rows of trees on three sides,
delimiting a series of four areas, in the centre
of which are placed fountains and ponds
surrounded by flower-beds with simple
geometric forms.

(N.E)

Layoul plan with profiles.
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104. Competition Project for

the St Mark’ Parish Church

at Bjdrkhagen, Stockholm, 1956—-64
invitation competition

motto “Mellanspel”

In 1955 an invitation competition was held
for the design of St Mark’s Church for the
Skarpnick parish at Bjorkhagen, a suburb on
the southern edge of Stockholm. In addition
to the project for the church, the programme
required the design of one building for
parish activities and another for offices.

The five architects invited to participate

in the competition included Lewerentz,
whose project was awarded first prize.

The project produced for the competition,
in which various alternatives to the
problems mentioned m the programme

are offered, presents a solution very sinilar
to the one that was subsequently realized,
except for a number of modifications made
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by Lewerentz while work was underway
and those requested by Nils Roth, a
clergyman representing the committee

set up to realize the church, who assisted
the architect in the stages subsequent

to the competition. The changes consisted
mainly of a new design for the
bell-tower—which had been much
criticized from the outset—the enlargement
of the building for parish activities to
provide space for the instruction of young
people, and the insertion of a small pond
between the two main blocks of the
complex, a reference to the area’s history
and identity. On the old maps, in fact,

the site chosen for the church was called
Lillsjén (Small Lake) and, because it

was considerably below the level of the
surrounding countryside, continued to

be marshy, which was beneficial to a birch
wood growing there spontaneously.

In effect, these constraints on the building's

FaH LOvmEL e "'.l

Layout plan (1959
and view of the model,




design constituted the starting-point

for Lewerentz’s elaboration of his project.
Two very complex structures face each
other, the long narrow space between them
forming a courtyard, which becomes an
area where various routes intersect and
people may sit. On one side the architect
locates the elongated office building, on
the other the church, with its L-shaped
plan, and the parish building, in front of
which he places, in the southernmost area,
a free-standing porch. Comprising four
structures separate from each other, the
porch is characterized by roofs having

the same curved profile: they are, in fact,
fragments of a segmental barrel vault,

cach supported by a pillar. All the structures
are in laminated wood and have a very
complex design that tends to divide the
elements from each other, generating a
stimulating dialectic between the load-
bearing structure and the one that 15 borne.
At Bjorkhagen, Lewerentz, for the first
time, uses brick as the main construction
element—at Klippan this will become

the sole protagonist of the whole
striucture—especially in the church, where
flooring, walls and ceilings are all in this
material, while bare conerete, clinker and
wood are only found in the other buildings
of the complex. Rarely making use of
stuceo, the architect leaves all the services
surface-mounted, transforming them from
undesired elements to be hidden under the
building’s facing into an integral part of the
architectural structure, Tubes, draw-in boxes,
switches and whatever else is necessary to
complete the interiots become an essential
part of the design, and through them each
space 1s differentiated. The use of bare
brick and the decision to use whole bricks,
without ever cutting them, obliges the
architect to pay particular attention to the
laving of the courses, which have to absorb,
through the mortar joints, all the variations
of the construction. This determines the
texture of the brickwork in which the
mortar assumes a similar value to that

of the bricks, turning the roles traditionally
atrributed to the two elements into an
ambiguous one. This aspect is stressed by the
care taken to ensure that the excess mortar
is not removed by the bricklayers, but is left
to bear witness to the construction process,
thus creating a new conglomerate; rather
than brick surfaces, in fact, these seem
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Ground-floor plan,
May 1957,

Plan of the church,
November 1959.
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to be ancient walls, where the bricks

have the role of the inert ingredient

in the concrete conglomerate, appearing

to be submerged in the rough mortar.

It is, above all. on the south face of the
church that Lewerentz’s skill and inquiring
spirit find expression. Appearing to derive
from the location of some of the walls
inside the birch wood to seal off portions
of space that were formerly free, the
fragmentary nature of this architecture
assumes particular vigour. The wall—or
rather what appears to be a single expanse
of brickwork—is, however, the result of the
juxtaposition of a series of fragments, made
evident by lurge, dark mortar joints running
from the edge of the roof to ground level,
dividing the facade into a series of vertical
bands. Corresponding with the internal use
of the space, the divisions fit in with the
few openings that Lewerentz places in this
facade; highlighting the consistency of plan,
section and internal space, they make the
arrangement of the functions within legible
from the outside. One band corresponds

to the entrance area; another two reveal

the position of the central section

of the church, the part intended for the
congregation; another appears to curve
slightly to accommodate the pulpit; yet
another, with two openings descending

to ground level, indicates the presence

and size of the transept, which is bathed by
the light streaming in through the window,
interrupting the obscurity of the rest of the
church. The slight angle at which the last
band of brickwork is set conceals the holiest
part of the church, where the altar and
choir are located.

In the first version of the project, in which
the outside wall is sull formed by a single
continuous plane, Lewerentz inclines the apse
tloor towards the centre, adopting an ancient
practice that was intended to symbolize

the tilt of Christ’s head when he was on

the cross. It s likely that what lay behind this
carly solution was the advice of Nils Roth,
the clergyman who assisted the architect after
he had won the competition. In the version
that was actually built, this device was
rransferred by Lewerentz to the setting

at an angle of the south wall of the apse,

the one that is most clearly visible from

the outside, offering a fresh interpretation

of the very formalized symbolism
traditionally found in sacred buildings.
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Detail of the brickwork
of the church, April 1958,

South elevation
of the church.
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South elevation
of the chureh,
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The parish buildings are reached by

a path through the birch wood surrounding
the complex that leads directly into the
courtyard flanked by the two blocks into
which the complex is divided. On the west
side 1s the elongated office building, while
the bell-tower, housing a circular stair shaft
in one corner, is adjacent to its south side.
The cross, a simple iron structure, is
attached to the stair-tower by its transverse
piece, as if it were merely a sign, avoiding
the emphasis that normally accompanies
the choice of its location. The bell-tower 1s
twice as high as the office building; having
011]}* one storey, the latter 1s covered by a
segmental barrel vault. Wishing to refrain
from using an eaves gutter on the side
ﬂlcing the cou 1'1'}’.11111 Lewerentz dc‘sig]]cd

a complex system of specially shaped strips
of copper laid on the barrel vault in order
to channel the rainwater towards certain
points of the building, where it can flow
away. A number of open downpipes, having
a C-shaped profile, without coming into
contact with either the roof or the ground,
convey the water into the drains in the
ground, attesting to the architect’s particular
fondness for redefining the form and
conduct of functions to which, generally
speaking, little thought is given, or that

are more often simply left to be resolved
by the building workers as they see fit.

As in the interior, where the services offer

3is

an opportunity for giving a new appearance
to the spaces, on the exterior the problem
of the collection of rainwater is an
opportunity for rethinking the built form.
Lewerentz focused his attention on the
building problem and, refusing to consider
the form itself afresh, began using a method
at Bjorkhagen that becamie a feature of

all his subsequent works: he radicalized the
contents of the design problems to propose
solutions that were as simple as they were
innovative and timeless. The way in which
he tackled, for the first time here, the design
of the windows in the church, bears witness
to this. On this occasion Lewerentz decided
to analyse in depth the different elements of
the building component, focusing on its real
needs and ignoring all the possible ready-
made solutions. After having managed for
many years a factory producing metal door
and window frames, and having designed
and patented numerous fittings necessary
for their use, the architect resolved the

same problem by just fixing sheets of glass
onto the exterior of the brickwork, with
disarming simplicity and in one fell swoop
making redundant vears of hard work in his
Eskilstuna factory. The double glazing and
the elastic sealants are certainly the
contributions of technology and progress

to the project, elements that allowed the
architect to formulate his proposal, although
the windows of St Mark's—like those

Details of the interior.
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South elevation
of the church.
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Views of the interior.

Construction detalls of the
lamps far the interior.
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Construction details View of the organ.
of the organ.
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Courtyard.
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of St Peter’s at Klippan—are anything placed the panes of glass on the interior. elements. The architect, in fact, mserted the

but technological ostentation. This prevents the interplay of reflections door leaves and doorstops (or the windows
Lewerentz had, in fact, a rare ability to place that at Klippan, with the projection and their outer frames) directly into the
progress at the service of the project and of fragments of the natural world onto apertures in the brickwork, without using
its realization, the real focus of his interests, the surface of the building, deconstructs sub-frames, staft beads or whatever else had
without becoming their victim. The its unity, creating what is, in effect, a free, been employed hitherto to allow for the
ventilation of the interiors 1s provided by abstract composition, based wholly inevitable imperfecuons in the construction,
the forced air system between the two on materials and textures. which, for the first time here, are

leaves of the cavity wall, which, through a Despite the fact that he did not make compensated for by a thick, clearly visible
number of openings left in the brickwork, widespread use of the new type of window joint formed by a black sealant. Although
brings the air into the church. The doors at Skarpnack, which he only installed in the Lewerentz paid particular artention to

and windows are mainly characterized church, Lewerentz also introduced a new different elements of the construction,

by the absence of any frames, allowing system for the installadion of the door and this does not mean that all the details

a direct relationship with the exterior to window frames, both internal and external, of the work had already been resolved at
be established, although Lewerentz has and drastically reduced the number of the design stage, because the details of the
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Opparsite Canstruction details
Building for parish and detail af the porch.
activities, view

of the entrance.
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construction are always the direct result

of an analysis made of the function, and
their role is never independent from

the building of which they form part.

An overall vision, with the insertion

of the work in a more general context,

is one of the peculiantes of the work

of Lewerentz, who, thanks to his long
experience in the design of cemeteries,
always elaborated the general and detailed
design in parallel, creatuing a dialectic
relationship between the comprehensive
viston and specific architectural solutions
and finishings.

Each of the blocks at Bjorkhagen
contributes to the overall significance of
the work, although continuing to maintain
its semantic and compositive independence,
which manifests itself in the plan, elevation
and articulation of the volumes.

Thus the L-shaped building housing the
parish facilities and the church proclaims its
distributional and functional layout on the
exterior, making physically percepuble the
community hall. the section devoted to the
parish activities and the one destined for
catechesis, and the church, which is itself

e

—
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subdivided into the nave, the aisle and the
sacristy. Access to the church, the inside of
which is enveloped in almost total darkness,
is through a small entrance in the south
wall; on the opposite wall two large
openings mean that the aisle and the nave
form a continuous space, which is stressed
by the attenton Lewerentz has paid to

the lintels. Wishing to keep the surface

of the bricks as intact as possible and avoid
any visual break between the two parts,
the architect has not changed materials, as
was planned in the first version, and creates
a structure completely in brick, including
even the soffit of the roof, which 1s
enriched by the presence of elements

in iron and concrete serving to absorb

the shearing stress and force of traction.
Also the aisle, like the nave, has a roof
consisting of tripartite and splayed vaults,
constructed with alternating slopes in
order to allow the water to run off.

Placed transversely to the orientation

of the church, the vaults appear to be waves
pushing the congregation towards the altar.
[t appears that, when asked why he had
made this choice, Lewerentz replicd:
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Belltower.

Construction details
of the lamps for the
exterior.
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“It’s quite simply an aesthetic need!™,
leaving his interlocutor dumbtounded.

As was the case a few years later at Klippan,
Lewerentz has also planned a very large
opening, distinet from the entrance, for the
exit; this leads directly into the community
hall, which, in its turn is linked with the
other rooms in the parish building, so that
the passage from the religious service to the
other community activities is not a brusque
one, and takes place entirely within the
same building.

The group of buildings, with its very
compact plan, only reveals the complexity
of its composition in a very partial manner,
suggesting that it should be discovered litile
by little and with use, On the other hand,
the intricate dialectic between the part and
the whole with which the Bjorkhagen
ptoject is imbued and which is one of the
basic elements of its form, appears to reflect
the similar dualism, present in Christianity,
of the believer and the community, a value
on which the teaching of Christ is based.
Probably the decision to use only one
material for the construction of St Mark’s,
the brown Helsingborg brick, also reflects
the need to stress the same dichotomy,
transforming it into built form, in
accordance with a process that tends to

328

obtain complexity without the individual
element losing its specific identity. At
Bjorkhagen, as happened later at Klippan,
the brick has remained intact in the whole
building, without ever being cut to meet
the requirements of the design of individual
parts, which miakes it easy to imagine how
hard Lewerentz must have had to work

on the building site, despite the fact that

he was now advanced in years.

NB Caldenby quotes the motto
“Interlude”, while Ahlin states that
Lewerentz entitled his outline of the project
“Interlude”: however, the motto mentioned
at the museum is “Mellanspel”.

Bibliography: Arkirekrur 1963; Linn 1965;
Sykes 1966; Rappe 1973; Roth 1976; Ahlin
1985b, pp. 209-24; Alenius 1986; Uhlin
1988; Caldenby 1997, pp. 146—63; Sigurd
Lewerentz. Tive Churches 1997.

(G.P)

Views of the courtyard,




Fountain,

Plan of the basin for the
fountain, September 1960.
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Construction details and
textures of the brickwork.
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105. Renovation
at Skanor, 1956

Living-room.

332

of Lewerentz’s House

Layout plan.,

— .
106. Competition Project for Students’
Residences and the Students® Union

at the University of Uppsala, 1956
motto “UBBO VI citaton

Inn his outline of the project, Lewerentz
stated:

“Since the density of the Ubbo districe
should be increased, it is important that the
site beyond the boundary of the district
towards Odinslund should be kept intact...
The students” union is conceived as a single
independent building, located near a
promaontory, with its entrance situated

in the area in front of Asgranden, from
where the routes lead to the garage

of building C4 and the university office
block. The project aims at the future linking
of the students’ union building with that
of the residences, so that there will be

a single facade on Odinslund.”

The subsequent use of the huge complex
for administrative purposes or the renting
of office accommodation can only regard
the buildings on Slottsgatan. In any case,
considerable rebuilding would be necessary
for the conversion of the residences into an
office block.

Bibliography: Tavlingen 1956; Ahlin 1985b,
pp- 197-99,

(G.P)
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107. Project for Stadsgard Square,
Arboga, 1961 onwards
partially with L. Bergstrom

The project submitted by Lewerentz to the
municipal committee for the redevelopment
of Stora Square, in the centre of Arboga,
addresses the problem of the renovation

of a monumental eighteenth-century
building, the Stadsgird, in an unexpected
manner. Contrary to the intentions

of the municipality, which proposed the
replacement of the historic building

with a large shopping centre—a form

of redevelopment prevalent in the historic
centres of Swedish towns in the 1960s—the
architect, when redesigning the urban space,
makes the imposing edifice the maim feature
of the square. Lewerentz, in fact proposes

its renovation and re-use, assigning

a public function with a strong symbolic
value—that of the town library—to the
piano nobile, while he restores its original
use, mainly of a commercial tvpe, to the
ground floor. In order to highlight the
importance of the building and its central
role in the rearrangement of the urban
space, vehicular traffic and the car park have
been moved away from the Stadsgirden:

a long wall, screened by thick vegetation,
marks the boundary between the pedestrian
area and the car park, cutting across the
whole area longitudinally, This solution also
allows Lewerentz to propose an urban space
that is more in keeping with the historic
building it is planned to re-use.

Bibliography: Dagens Nyheter, 8.1.1962.

(G.P)

View of the model.
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108. St Peter’s Church at Klippan,
1962-66

Lewerentz first went to Klippan, a small
town not far from Helsingborg, in 1963

in order to visit the site where, a few years
later, St Peter’s Parish Church would be
built. He received the commission, with
the agreement of the municipal planning
department, from the committee set up to
supervise the construction of the religious
complex. The architect was assisted by the
theologian Lars Ridderstedt, whose official
task was to advise him on the project’s
functional programme and also to help him
discover the deep meanings contained in
the liturgy. The design of St Peter’s 1s, in
fact, based on a careful analysis of the forns
of the religious service and a profound
reinterpretation of them. The church’s
square plan, for instance, is the result

of the desire to replace the usual basilican
plan, which tends to impose hierarchical
practices, with a distribution favouring
cquality between all those participating in
the service. In effect, it represents a revival
of the coming together, in a circle, of the
cenacle—in accordance with the ancient
tradition of the dreumstantes—that
characterized the earliest Christian

communities. And it is their spirit that

the architect allows to live again between
the walls of the church: it is, in other words,
the primary spirit of a strong, community
form of Christianity. Even the darkness
enveloping its intertor strengthens

the primitive atmosphere of this church,
avoiding any temptation to historicize

it. Only four small windows illuminate

it, while two skylights draw

attention—with a weak ray of light—to

the route the officiating priest takes

from the sacristy to the altar, There are

no other sources of natural light and the
church is mainly illuminated by the candles
and a large number of pendant lamps

that seem to be floating in the dark.

Access to the church is through a side
chapel, the entrance door of which is
hidden in a narrow passageway on the north
side, next to the bell-tower and the sacristy.
It is intentionally intimate and informal
because it is the result of the observation
that usually people arrive in small groups, or
alone, and it is only at the end of the service
that they head en masse for the exit, in this
case making use of the wider doors on the
west front, Here the architect has laid out a
large garden, overlooked by the main facade
and embellished with a pond and sculpture.

e
a L} ¥

Study site plan, July 1962,
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A low building, separated from the church
by a long narrow courtyard, houses

the parish offices, the meeting rooms and
the community hall; with its L-shaped plan,
this block forms, together with the church,
what is virtually a square plan.

The simple overall layout juxtaposing the
two buildings does not reveal the insight
and sheer hard work involved in the design
of the individual parts. The architecture

of St Peter’s should, in fact, be seen at close
quarters, because this is the only way that

it is possible to appreciate the excellence

of the design choices and its execution, since
in this work Lewerentz has used all the skills
he developed during his long career to give
a specific meaning to each stage of the
process of construction. Consequently the
different parts of the building tell the story
of the construction, from the moment
when the bricks are laid in mortar and
when, with a simple piece of sackcloth, the
excess mortar is removed by the bricklayers,
without further finishing work. Also the
work of the blacksmith is impressed 1n the
weld beads that have not been smoothed
away, as in the case with the work of all
those who have taken part in the realizaton
of the work, both in the church and the
community centre. Another example is the
design of the flooring and its completion;
the fact that the joints between the tiles

are slightly in relief 1s a physical reminder
of the pressure exerted on the mortar

by the worker when laying the tiles.

All the time taken over construction
permieates the building: the frequent visits to
the site by Lewerentz and his meetings with
Carl S$jsholm, the site manager, stamp the
countless modifications made to the project
while work was in progress, attesting to an
approach in which on-the-spot adaptations
to specific requirements had priority over
the plans drawn up in the architect’s office.
The decision to use uncut bricks for the
whole building, in fact, involved the
commitment to be present every day on site
to resolve problems arising there, calculating,
in each case, the width of the mortar joint
between the courses and allowing it to vary
according to particular needs. This is why, in
some cases, the mortar, which usually serves
to join the courses of bricks, 1s many times
thicker than the bricks themselves, which
seemn to be floating in it. In these cases the
mortar mix is enriched with flakes of slate,
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giving it its characteristic rough texture;
the slate also serves to reduce as far as
possible the phenomenon of shrinkage,
which in such conditions may have notably
negative effects. On occasion, in order to
resolve the problems posed by his refusal

to cut the brick, the architect allows the
brickwork to, so to speak, fray, giving the
work a disquietingly unfinished appearance,
This is what happens, for instance, in the
church floor near the baptisimal font, where
a gap in the pattern of the bricks reveals a
small pool, an allegorical representation of
the Jordan; water drips continuously from
the font into the “river’, its ceaseless

noise breaking the silence of the church.
Lewerentz has, in fact, a rare ability

to transform what appears to be a
straightforward piece of building work into
a significant element, subliming technical
and functional requirements into fascinating
design solutions. This is the case, for
example, in the church’s interior, of the
Cor-Ten steel columns, which, rising like
trees from the floor, stretch upwards

to support the vaults. The transition from
the vertical support to the vaults and the
articulation of the metal structure, with its
splitting into two to shift the load, gives rise
to new symbolic meanings that go beyond
merely functional and constructional needs.
Not symmetrical, as sound structural logic
might have suggested, the column is
transformed into a cross to which the

Ground-floor plan of the
parish complex (redrawn),




architect entrusts the task of supporting—
not just symbolically—the church roof.

The architect resolved the problem of the
external door and window frames by leaving
a hole in the brick wall, a simple rectangular
space with a soffit also in brick, then applied
a thick layer of black sealant on the external
edge of the hole, pressing onto this a double
pane of glass, just a few centimetres larger,
which was fixed to the wall with metal
clips. Seen from inside it seems that there 15
no window, because the frameless glass is
practically invisible, From outside, however,
the reflective surface of the glass contrasts
sharply with the rough texture of the bricks,
with no sign of frames, either fixed or

serves both as the door frame and the door
stop; the door leaf, having the same
thickness as the frame, consists of four panels
of laminated wood mortised into each other
with the exposed joints forming a double T
pattern. Lastly, a layer of black sealant
ensures contimuity between the brickwork
and the wooden structure.

But the fact that the techniques and
technologies adopted when handling the
building materials—the bricks, the wood
and the meral—does not mean that
Lewerentz was an aesthete of tectonics,
because this attirude is neither consistent
nor all-embracing. The bricks, for example,
do not rigorously follow a building design

movable. Since all the windows are fixed,
the ventlation of the interiors is provided
by the space left between the leaves of the
cavity walls, where the openings left in the
inner leaves allow entry of fresh air to the
different rooms to be contolled. The placing
of the window panes on the external surface
of the walls and the absence of frames
surrounding the openings make the view
towards the exterior from within immediate,
eliminating any obstacle between the built
space and the natural world, and projecting
parts of the exterior onto the reflective
surfaces of the windows, creating an unusual
blending on the elevations of artifice and
natute, brick surfaces and fragments of the
sky and trees.

The wooden doors, too—both external

and internal—are based on the same
principle of constructional simpliciry:

a frame, in many cases superimposed

on the openings made in the brickwork,

and the arrangement of the courses is

not changed in any way where they meet
architraves or similar clements. In the same
way, the arrangement of the downpipes is
also neither schematic nor simplistic. While,
in the courtyard, the solution adopted for
removing the rainwater from the church
roof has produced a decorative motif
resulting from the dialectic that the architect
has established between the gutters and the
downpipes, on the main fagade he avoids
highlighting the problem, resolving it by
inserting the downpipes between the leaves
of the cavity walls, leaving the fagade
completely uncluttered.

Difficult, if not impossible, to classify, the
architecture of St Peter’s Church at Klippan
is that of the fragment and fragmentariness.
Not only does it comprise many different
facets, but there are many possible ways in
which each of these is related to the others.
In fact, it is neither possible to sum up this

Section (January 1963)

and west elevation
{redrawn).

337




Elevations showing details
o : 3 : af the brickwark.

i
Digemis dle e

M.

338




[CTRREIATR

=y 0= mag 4 B

=

HoP
VBAEE E R

(oL@ R 1 T T

- R R e

e

PP AL R oo FUREA LI LR O BT,

Section of the sacristy
{redrawn), section

of the church at the point
where the altar is located
{in the centre is the
cross-shaped steel
calumn).

East elevation.
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approach to architecture in a few words
nor reduce its significance to any one

of the themes contained within it. It is
only in the physical presence of this church
built mainly of one material and in the
moving, silent darkness of its interior that

a thin, almost intangible thread may be
found that 15 capable of linking together all
the single parts of the whole.

Bibhography: Exner 1966; Olsson 1967;
Lind 1968a; Lind 1968b; Arlok 1969;
Konfeldt 1974; Uhlig 1981; Ahlin 1985b,
pp. 225-34; Schéenbenck 1985; Alenius
19806; St John Wilson 1988b; Blundell Jones
1991; St John Wilson 1992; Edman 1993;
Dahle 1994; Nicolin 1997; Postiglione 1997,
Tivo Churches 1997, pp. 58-92; Caldenby
1998, pp. 165-75.

(G.R)
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View of the exterior.
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Views of the extenor.
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elevation of the parish
bullding and the west
elevation.
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West elevation.




The wedding chapel and
the interior of the church.
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Detail of the central
column.




The entrance wail

View of the altar.
of the church,
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Detail of the central
celumn with the altar
in the background.
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View of the exterior.
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Views of the parish
building.
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Views of the courtyard
and the south elevation
of the parish building.
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f Construction details

, and details of the door
| and window frames.
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Interior and details

of the parish building.
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Details of the brickwork,
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Detail of one
of the windows.
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109. Project for the Town Plan

of Helgeandsholmen and Gustav Adolfs
Torg (1962-64) and Competition

for an Extension to the Parliament
Building (1969-71), Stockholm

partially with Peter Celsing (1962-64)
partially with Bernt Nyberg (1969-71)
motto “Genom samma port”

It was the reform of the Swedish
parliamentary system in the early 1960s,
which also involved the unification

of the two chambers, that inspired Lewerentz
to draw up his own project for a new
urban layout for the area between
Helgeandsholmen—the island where the
parliament building 1s located—and Gustav
Adolfs Torg. This project also took into
account the fact that the national theatre—
the Kungl. Operan—needed to build an
extension in the area of Gustav Adolfs Torg.

= B i ¥,
Py

e

With these somewhat weak premises,
Lewerentz began to work alone as early

as 1962 on the general rearrangement of an
area in which he was particularly interested,
especially because he wanted to create

an urban environment more suitable

for one of the oldest areas of the city.

In the first place the project, elaborated
from 1962 to 1964, proposed the
construction of two fairly low buildings

in the immediate vicinity of the parliament
building, concealing its main fagade, which
in Lewerentzs opinion was too long, giving
prominence to just the central part. The
different solutions also included the raising
of the central part of Riksplan—the square
in front of the parliament—not only

to strengthen the principal axis of the
composition, but also to divert the traffic
towards the two sides, thus giving more
emphasis to the historic route linking

Study drawing, 1962-64.
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Helgeandsholmen to the castle. In his
transformation of the square, characterized
by numerous small buildings and an mtense
commercial activity, Lewerentz sought

to restore the atmosphere it had before the
construction of the parliament building.

To this end, the architect suggested that
shops and spaces for street traders should be
located on the new level area along the west
side of Norrbro. The design of the area,
however, was not limited to a new layout
for Riksplan, but also extended beyond

the Strommen to Gustav Adolf Torg and

the surrounding arca, where Lewerentz
proposed adding five storeys to a historic
building, which he converted into a hotel,
returning it to its previous use.

As far as the extension of the Opera in

this area is concerned, the architect designed
a building that jutted out over the waters

of the Stréammen, where he planned to
locate, in addition to the service rooms
required by the theatre, a café and an
exhibition gallery. Thus, the new building
assumed an important role in the cultural life
of Stockholm.

Despite contacts with the city’s technical
office and numerous meetings with
representatives of the mstitutions involved,
the project was not realized, and it was not
until 1969 that the problem, which was now
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urgent, was addressed again. In fact, this Elexaan
was the year when Lewerentz was invited ’
to participate in a competition, limited to the
Nordic countries, for the design of the now
indispensable extension to the parliament
building on Helgeandsholmen. No longer
with Peter Celsing, who was partially
involved in the previous project, but this
time with Bernt Nyberg, he proposed

a new solution for the area surrounding

the parliament. Still convinced that the

main problem was that of harmonizing

the existing building with the urban layout
and history of the arca, he satisfied all the
requirements of the programme by placing
four separate blocks, similar to each other
and of the same height, close to the three
main elevations of the parliament building,
Thus screened, the old building considerably
reduces its excessive visual impact on the
skyline of the island, which—in Lewerentz’s
opinion—recovers its identity.

Chronology
1962—64: project (with Peter Celsing).

1969-71: competition (with Bernt Nyberg).

Bibliography: Celsing 1964; Ahlin 1985b,
pp. 222-24.

(N.E)

Elevation, engraving,




Photomontage, 1963,
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110. Competition Project

for a Parish Church and Adjacent
Buildings at Vixjo, 1974

with Bernt Nyberg

motto “Circondare” — citarion

Now eighty-nine years old, Lewerentz
participated with Bernt Nyberg, his pupil
and friend, in the competition for the design
of a parish church and associated buildings
at Vixjo, a town in southern Sweden.
Abandoning all traditional forms, the
buildings proposed in the project express

a clear desire to recount the absolute in the
simplest possible way Lewerentz’s recourse
to the eternal geometric figures of the circle,
square and rectangle—independent entities
with distinct functional specificity, disposed
asymmetrically on the site so as to establish
reciprocal relationships and tensions—reveals
the extent to which he has now reduced

his architectural language to bare essentials,
devoid of any rhetoric or formalism.

The church, in particular, with its completely
closed eylindrical form. may only be entered
through a small opening placed on the same
axis as the raised rooflight (having a quarter-
circle section, the latter’s length is equal

to the diameter of the Church).The interior

consists of a simple space where the altar

is the focal point of the service: made sacred
by the gentle overhead light, it is a place
where the hardness and purity of the materials
help to create a umeless environment for
meditation. By expressing their individuality,
the other two buildings—containing
activities linked to the life of the parish
and independent of the church—creare
vibrant tension in the external space,
which thus assumes a quasi-urban character.
It is, in fact, a sort of courtyard that,
conceptually speaking, is reminiscent

of the Piazza del Duomo 1n Pisa.

The project was only awarded seventh
place in the competiton, demonstrating
that it was difficult for the committee to
accept it, although they favoured projects
that made use of structures and systenis
deriving from Lewerentz’s St Mark’s

and St Peter’s churches. These had

now gained wide currency, but were not
themselves sufficient to express the need
for total silence to which the now elderly
architecture aspired.

Bibliography: Circondare 1974, p. 19.

(G.P)
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View of the model.

Site plan and section

of the church.
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Drawing of the interior
af the church,
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111. Project for Slottshagen, 114. Project for a Funerary Chapel
Helsingborg, n.d. at Hotagen, n.d.
(attribution uncertain)

112. Study for a Column, n.d. Freg LT
113. Seaside Villa, n.d. ] Ry

A number of similarities to the Villa Edstrand :

at Falsterbo (1933-37) suggest that this [ gL | I
project by Lewerentz should be dated to the - Hm s |
same period. The resemblance to the internal L | P r

distribution of the second version of the
project for the Villa Edstrand may even
indicate that these drawings are related
to a later version of the same villa.

The layout of the villa, which has three |}
storeys, 1s organized around the diagonal l
shift of a4 rectangle, which, depending '
on the specific requirements, has different
dimensions. Surrounded by a large garden

enclosed by a high wall, the ground floor

comprises what 1s probably an area for

parking cars and, in the centre, the staircase

leading to the residential floor. Supported

by pilots and with strip windows along the L

whole perimeter, the villa is clearly inspired
by Le Corbusier’s work. On the first floor,
lewerentz locates four bedrooms, the kitchen
and the living-room, while the two main
bedrooms are situated on the second floor,
where there is a large open balcony divided
from the rest of the floor by a curtain.

(N.E)

Plan, section
and elevaticns.
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116. Lovon Pavilion
at Drottningholm, Stockholm, n.d.
(second decade of twentieth century)

This small pavilion, located in the royal
garden at Drotmingholm, the holiday
residence of the Swedish royal family, has a
wooden structure and is closed on three sides,
while the roof imitates the style of Chinese
architecture. Inside the building, a large
circular mirror placed in front of an

(th'ning of the same size creates an il’rlC]‘plz‘lY
of reflections and symmetries that alters

the observer’s perception of space. In the 1930s
the end wall was decorated with a painting

of a garden pavilion set 1n a Chinese landscape.

Bibliography: Caldenby 1997, pp. 84-85.

(N.E)
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117. Project for the Interior Design
of a Cinema, Stockholm, n.d.
(second decade of twentieth centuty)
with Torsten Stubelius

This project for the mterior design

of a cinema at number 7, Stora Vattugatan,
a street in the centre of Stockholm,
involves the replacement of all the internal
and external window and door frames,

the painting of the rooms, a new lighting
system and the renovation of the entrance
hall. Tn their introduction to the
preliminary project—nothing of which,
unfortunately, has survived—the architects
describe the work to be undertaken:

“The walls, including the mouldings and
the central panel, of the entrance hall, should
be made of pine. In the entrance area and
the projection room the floor should also
be in pine. A part of the loadbearing frame
of the highest floor ... should be made with
a framework of joists covered with flooring
consisting of 1%2-inch boards. In the
projection room, furthermore, another tloor
should be built for the equipment. On the
lower part of the front facing the street
there will be a single revolving door in pine,
with three glass cases for the display of
posters. The seating will be of just one type.
with folding seats in pine. In the hall,

as well as in the cinema itself, the skirting
board is in pine...”

(G.P)

118. Competition Project for the Beka
Department Store, Malmé, n.d. (1930s)

Elevation of the department
store.
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The Resurrection Chapel

Svere Markelius

In the plans for the Enskede Ceme-
tery three separate Spiaces were pro-
vided for chapels. E.G. Asplund
completed the Skogskapell, the
Woodland Chapel, in the autumn
of 1920, and a short dme later he
finished the Resurrection Chapel
as well, to a design by Sigurd Lewe-
rentz. The only project not to have
been built is the one for the third
space, the largest of all, intended for
the cemetery’ principal chapel and
located on a slight slope, opposite
the main entrance and closely
linked with it from the architectural
point of view.

The Resurrection Chapel is locat-
ed in the southern part of the
cemetery, on the boundary which
runs through much of the wooded
area, and it 1s designed in total har-
mony with the surrounding archi-
tectural landscape.

The path planned at this point will
naturally be bounded by the large
arca set aside for the chapel and
closely linked to the architecture
that characterizes the entrance to
the cemetery: this path represents
the natural point of departure for
anyone heading for the Resurrec-
tion Chapel. The area, which is
connected with the central part of
the cemetery, constitutes the route
of access to the other chapels and
houses, in addition to the Resur-
rection Chapel, two more buildings
of a distinctive character. The first
of them contains five mortuary
chapels and the second a small
waiting room. The juxtaposition of
the buildings and their architectur—
al forms appear well smited to the
requirements of the geographic
location and the aesthetic inten-
tion, and are at the same time traits
characteristic of the architect’s
work in general. The most notable
feature of the building is its relaoive
elevation, something that was in-
tended to create a contrast with rhe
existing Woodland Chapel. It is in-
teresting to note how this contrast,
perhaps not entirely deliberate, is in
harmony with the natural elements
that characterize the vegetation and
the lie of the ground. Asplund
wanted to build his chapel right in
the middle of the woed, sensing
that, through its limited elevation
and exteriors that almost vanish
amidst the dense and tall pines that
surround 1t, an architectural unity

endowed with force and agility
would be created. The Resurrection
Chapel represents the culmination
of this architecturally formal envi-
ronment, surrounded by the wood
in a natural way and connected with
a number of areas of regular shape
intended to house tombs. The
chapel stands among the tombs
which, owing to a natural depression
in the ground, are situated at a low-
er level than it is, As a result the
chapel, ringed by trees, stands out
from its surroundings.

The peculiar design of the build-
ing, with an asymumnetrical atrium, is
in part motvated by the underlying
intention: its principal lines can be
traced back to the requirement, al-
ready mentioned at the beginning,
of maintaining a style in keeping
with tradition. Thus the construc-
tion of the monumental atrium
becomes a natural consequence of
the desire to emphasize the main
entrance on the grand avenue of
access and to delimit the cemetery
with rich and precious architecture.
So the chapel 15, as might have been
expected, very tall and has a length
that is visibly greater than its width:
proportions that are reminiscent of
traditional churches and that give
the rooms inside a highly original
character. The white stuccoes of the
walls are studded with figures in
soft and contrasting colours, indigo
for the ceiling, black for the cruci-
fix and the few chairs and a deli-
cate, rust red for the altar. The floor
is decorated with designs in white
marble and mosaic. The illumina-
tion of the room is of great interest,
with light entering through a single
large window set in the south wall
of the building. At the time of day
when funeral ceremonies are usual-
ly held, sunlight falls on the bier
and altar, attracting attention to
them. In a similar manner, the posi-
tion of the organ and the choir
show that the aim of the architec-
tural composition 1s to give greater
expressiveness to the ceremonies.
The singers in the choir and the mu-
sic of the organ are heard from above,
through holes in the walls: the loca-
tion of the organist and choristers in
a position where they are not visible
from the main room is carefully de-
signed to avoid giving mourners the
impression, inappropriate in these
cases, that they are in a concert hall.
Thus the musical accompaniment
at funeral ceremonies is clearly

conceived as a secondary factor,
The sacristy and the mortuary
chapel, situated close to the en-
trance on the left, both demonstrate
the care that has gone into rtheir
location, which has an appropriare
mtimacy that contrasts with the
more official character of the main
room. The hrst room 15 painted 3
pale violet colour, dotted with the
silver, white, black and gold of the
furniture and other fitngs. The
particular position of the second
room, smaller and more secluded,
helps to create a calm and medita-
tive impression that is well suited
to its function. In this room roo,
designed to offer a moment of pri-
vacy to the distressed mourner, the
architect has given proof of his sin-
gular ability to find means of ex-
pression suited to the creation of a
particular atmosphere. The ceiling
and walls are covered with grey vel-
vet, part of which is draped. The
floor is decorated with a mosaic of
white marble.

The building. thanks to donations
from the Eva Bonnier Fund, has
been embellished with a precious
work of sculpture, Ivar Johnsson's
group Kristi uppstandelse (Resurrec-
tion of Christ), set 1 the tympanum
of the atrium. The group, which
consists of the figure of Christ in
the middle, flanked by two angels,
occupies only the central part of
the tympanum and therefore con-
veys a sense of incompleteness. [t is
worth mentioning here the desire
of the architect and the sculptor to
complete the group with two re-
clining figures that would have
filled the lateral parts of the rympa-
num. On the tabernacle, set above
the altar, a fine stucco frieze by Karl
Dahlquist represents scenes from the
Bible.

To formulate an overall judgement,
it can be said that the building’s role
is perfectly reflected in its artistic
completeness and 1n the architect’s
ability to create forms that are well-
proportioned and elegant, but at the
same time grave and solemn. The
melancholy atmosphere of the place
never becomes depressing and the
fullness of expression never lapses
into sentimentality. The form speaks
a pure language, in which the clari-
ty is not lost in the confused mur-
murs of a setting of mystical nature.
In its completeness, this form con-
stitutes a precious contribution to
our more modern architecture, and




one to which it refers mn its most
artistically elevated moments. And I
am not referring here to those styl-
1stic elements that are closely relac-
ed to the Greek, classical and in
part Egyptian tradition. These are
no more than superficial and petry
details, although expressed with a
beguiling delicacy, which do nat
invalidate the overall value of the
work. Its fundamental value lies in
the extreme coherence of the ar-
chitectural solutions with the at-
mosphere of the sacred place. This
work will unquestionably outlive
the classical seyle from which it
takes its inspiration.

(from Byggnristaren, no. 20, 1926,
pp. 233-37}

The Church at Klippan

Sven tvar Lind

As soon as it was finished, the
church of St Mark for the Skarp-
nick parish at Bjorkhagen was con-
sidered to be Sigurd Lewerentz’s
masterpiece in the area of church
design. Bur if the first reaction was
positive, later judgement was less so.
The quandty of works created by
the architect is limited, but rheir
quality 15 undoubrtedly remarkable.
The various works present different
characteristics and what unites
them is neither form, nor a typical
approach, nor the repetition of a
particular motif.

In the history of art and in the art of
our own time It 15 possible to rec-
ognize highly personal languages
and identify the master or the pupil.
The gallery owner and sometimes
even the critic do not find such a
language very interesting. In fact, 1t
15 not this that gives a work its vital-
ity. The personal style can have
certain weight, and therefore be of
value in any form of communica-
tion, bur it also entails hmitations
and risks.

An eminent critic has recently
written, on the subject of another
contemporary master, that the ar-
chitect was able to create a world of
his own through a rich production
characterized by a personal touch,
from the drawing of the plan down
to the smallest detail, utilizing in a
brilliant manner the formal means
at his disposal, the undulating line
and the tan shape. Yet it is not in
the language of form that we find
the roots of Alvar Aalto's power.
The more personal and original the
language, the more recognizable it is.

But this represents a risk for the
work, which can tirn into an en-
clave closed off to reality: a private
area inside a public room. Artsts
run the risk of being encapsulated
or rejected as something extraneous
to the body of the society in which
they operate.

A formal style can become a handi-
cap that the artist has to overcome,
or it can represent a mask through
which it is necessary to bring out
the expression. The architects put-
pose Is not to create a private world.
Pl.tpil:i af:.quire the ]angu;{gc of their
master, but they cannot possess his
mastery of 1t. This, in fact, does not
involve conwrolling a technique, #
m;ltt't'i:ll, a hmi}' of knm'\.-'lcdgc, bhut
controlling ourselves. It is for this
reason that the master is his own
best pupil,

*By dint of constructing”, says Eu-
palinos, I am convinced that [ have
constructed myself™. A form of ex-
pression, a technique or a formal
solution to a problem can be de-
fined as masterly. Once created, it
can be possessed or utilized by all,
with or without mastery; mastery
does not necessarily follow forn,
In the works of Sigurd Lewerentz
we seek the architects personal
style in wain. Obviously this does
not mean that recogmzable forms.
matertals and ways of using them
do not reappear, as in his last de-
signs of churches: the characteristic
Helsingborg tile, the iron girders.
the vistas in concrete, None of this
is personal and the techniques nsed
are not new. The method and the
creative process are apparently
characteristic, but 1n reality it 1s a
question of something more pro-
found: what commands 1s the cre-
ative gene.

Lewerentz’s expression is harsh. de-
void of sentiment and tunctional.
Yer all this prose of the object func-
tions as poetry. How can this be sof
We are no longer able to endure
orators, visionaries and aesthetes.
Everyday objects, on the other
hand, such as Tessenow’s towel rails
and wash basins, can evoke fresh air
and gurgling water on a sunny
morning. Too sophisticated a style
makes even the clothes we wear
every day look ugly. An ordinary
message dressed up as eloquence
becomes ridiculous. But what hap-
pens when the language of the
everyday 1s raised to the level of po-
ewry and experiments with imposing

and penetrating force? When poet-
ry makes its way into a grain of
sand or a simple metal tube? The
artist, an observer of reality, may be
able to mediate and pass on the in-
tensity of his impression to the gaze
of observers, bringing them nto
dircct contact with reality, in a gen-
tle or brutal way. Observers, reveal-
ers, have to respect reality n order
to be able to discern other concepts
or ideal visions. To de this, they
must have a grear deal of patience,
critical capacity and passton.
“Accepting existing reality: only in
this way...” Such an argument in-
vites misunderstanding., The artist
will find the reality behind ats con-
ventional 1mage. Passionarely, pa-
tiently, he has to look at and question
everything, to be at one and the
same time sceptical and open-mind-
ed: doubting ready-made formulas,
staying open to all possibilities, try-
ing things out over and over again.
Such an attitude frees him from
prejudices, doctrines, the system
and routine and leads to a supreme,
although uncomfortable, liberty. Tt
is not big or small questions that are
required to assume this stance,
Everything is essential, but each
thing is located on a different rung
of a ladder, Iike the universe and the
atom, the organism and the cell, the
whole and the detail, even though
they are all indissolubly bound to-
gether.

What 15 primary and what 1s sec-
ondary depends on the point at
which the observer finds himself,
the place he is coming from, para-
doxically free from analysis of ows
and any coordinating plan. For such
a passion, work 15 a door opening
onto reality and realicy is the great
illusion.

In the churches at Bjérkhagen and
Klippan. dating from the same per1-
od, the same technique was applied
bur different solutions were devised
for a single problem. The Klippan
church is not a repetition of the
Bjorkhagen church. As at Bjorkha-
gen, the building is divided into
two blocks, one subordinate to the
other, with a room in the middle,
but the relatonship between these
volumes is different. The two units
are blurred and in part richly and
freely articulated. Yet the whole is
strangely solid, Composcd and rest-
ful. The interior of the church and
the secondary parts connected with
it constitute its centre. Other spaces

terminate  at the central part
through two sides and form the
courtyard. This ensemble is more
united and denser than the Bjork-
hagen church. Moving around the
four parts of the nucleus, which
remain closely linked to the whole
of the organization, it is possible to
sense the different value and the
various miances,

The angular shape of the courtyard
creates an internal area sheltered
from the wind, and its two hinges
can be perceived simultaneously.
The different effect of concave and
convex underlines the relationship
between nucleus and external part.
The architectural pattern 15 so sim-
ple that we always perceive a clear
mumage of the totality and, at the
same time, of cach parts plice
within it. This sensation appeats
evident and natural. However, the
simplicity n the pattern underlying
the construction  has  nothing
schemaric or systematic about 1t
The church’ interior 1s extremely
simple. At Bjorkhagen there are
two pronounced corridors linked
by an arch, from east to west. At
Klippan the plan is square and the
arch connects che south and north
sides. while the supporting girder,
which creates a T-shape, supports
the other two sides, from east to
west. The walls stand opposite one
anather, facing a central point. The
solution 15 of no particular techno-
logical interest, but has a clarity that
gives it an essentially symbolic sig-
nificance.

Many of our churches have a chan-
cel in the east, a vestibule on the
southern side, a bell-tower with a
clock to the west and a sacristy on
the north side. The church ar Klip-
pan s radically different from this
scheme. The building has a cenmral
block, which is left empry to the east,
south and west, while all the minor
functions are located in the northern
part. The rooms set aside for young
people have a separate entrance from
the rest, situated on the ground floor,
50 as not to interfere with civil activ-
ities or religious festivities. The organ
has been dismantled and subsequent-
ly located elsewhere, leaving a large
empty space. Passion and devotion
have led the architect to consider all
the details, especially m this project,
where the details and the whole are
inseparable.

(from Arkifekrtur, no. 5, May 1968,
pp- 2-13)
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Sigurd Lewerentz’s Last House
Bernt Nyberg

During the thirties Sigurd Lewe-
rentz, his wite Edit and their three
children lived in three different tats
i Stockholm and 1 an old miners’
hut at Uto. These and the architect’s
subsequent temporary homes are
waorthy of particular attention,
Sigurd Lewerentz never designed a
house for himself but, after moving
from Stockholm to Eskilstuna in
1943, was driven by circumstances
to set up his flat in the atuc of the
building which was to be used for
the production of doors and win-
dows to his patented designs.

In 1938, as a result of problems
with his wife’s health, Sigurd Lewe-
rentz moved to Skine. The couple
went to live on a typical farm in the
area of Mellangatan, at Skandr, part
of which had already been convert-
ed into a habitation, and renovated
it at minimum expense. Lewerentz
created a busic studio above the old
stall, with aluminium facings, and
set up two drawing tables in it It
was in this room that, with the help
of a few assistants, he drew up the
project for the church ar Klippan
and completed the project for the
Malmé Cemetery (Ostra Kyrko-
gird), as well as those of the two
houses in concrete.

The flac at Skandr was similar to
the attic ar Eskilstuna and was de-
signed entirely to meet the couple’s
living needs. When Edit Lewerentz
died in 1969, many of the rooms
were suddenly left empty. Sigurd
Lewerentz looked for a new home
and in 1970 moved to Lund. where
he lived in an ascetic manner until
the end of his days. His home and
studio at no. 26 Kivlingevigen
were fitted out by the owner of the
apartment, who worked in close
contact with Lewerentz.

The two architects spent five intense
years in those rooms, over which
time they took part in the compe-
nton for the Parliament Building
and received new comnussions for
the Woodland Cemetery (Skogskyr-
kogird) and Ostra Kyrkogird. The
project for the church at Vixjo stim-
ulated his imagination again, giving
rise to surprising and personal artistic
solutions. For example, he made use
of the designs of some upholstery in
the style of the thirties. A model of
wooden chair, followed by the mod-
¢l of a table, was created for a young
colleague, and both were patented
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on 14 January 1976. In addidon, a
competition was held for the deco-
ration of the Klippan church and its
parvis. Sigurd Lewerentz, however,
was not very nostalgic about his past,
Today the archives contain indexes
and lists he compiled himself. Most
of the work has been done. Pencils
still lie on the lluminated table in
his room, as if it were just another
working day.

(from Arkiteltur, no. 2, May 1976,
p-2)

Sigurd Lewerentz

Bengt Edman

Almost all the archirects who made
a contribution to the creation of
the Modern Movenient—Gropius,
Mies van der Rohe, Le Corbusier,
etc.—were born around the middle
of the 1880s. Sigurd Lewerentz and
the better known Gunnar Asplund
were born in 1885. Lewerentz lived
longer than any of the others: he
died in Lund m 1975 and was
working up untl the end, sull at-
tractimg a great deal of interest right
up to the moment of his death.
Myths and legends have grown up
around Lewerentz, certainly not
because this is what he wanted, but
sumply because everything that he
did caused surprise by the innova-
tive character of its solutions, and
opened up new prospects for the
colleagues who followed his work,
[t can be said that Lewerentzs long
life and career represent a piece of the
listory of architecture—even though
he was formally not even an archi-
tect but an engineer, something
which bothered him at times,

From the outset his training was
moulded by his experience of man-
ual work: during the holidays he
worked in the forge of his fathers
glassworks, and quickly learned the
art of the blacksmith from the
skilled craftsmen there. This practical
activity was in stark contrast with his
theoretical studies, and it is probably
the source of his distrust, expressed
on many occasions, of excessive the-
oretical speculation. The reason for a
lack of truth, in his opinion. should
be sought m the materials them-
selves.

The view that Lewerentz’ produe-
tion was very hmited, in both
quantity and range, 1s as widely
held as it is mistaken. [t is true that
many of his projects were never re-
alized, partly because of his intransi-
gence with his clients, but there are

at least 150 projects, relating to the
most varied problems, stretching
from chairs to urban development
schemes (with a certain predilection
for sacred themes) and comprising,
among other things, designs for
upholstery, a grand piano, industrial
buildings, gardens, dwellings and
public buildings. On top of all these
activities, he ran a factory producing
metal doors and windows that he
had designed himself.

If in a certain sense his vision of the
world was formed while working
in his father’s forge, Lewerentz was
later to explore the world of archi-
tecture through a journcy he made
to Germany and Italy from 1907 to
1910, In Berlin and Munich, work-
ing with architects like Theodor
Fischer and Richard Riemer-
schmid, he came nto contact with
the 1deas of the Deutscher Werk-
bund, which had been set up in
those very vears.

With Riemerschmid he worked on
the planning of Hellerau, a garden
city on the Brtish model on the
outskirts of Dresden, for which he
also designed details for industrial
production,

Returning to Sweden in 1911, he
opened a studio in Stockholm and
started to work as an architect in his
own right. The first thing that drew
attention to him was a compenton
project for a crematorium in Hels-
ingborg, drawn up during a brief
stay 11 Lugano.

The project was not realized, but
turned out to be important as it
marked the beginning of his friend-
ship with Gunnar Asplund. The two
architects, then around thirty years
old, decided to take part in the in-
ternational competition for a ceme-
tery in the forest to the south of
Stockholm, There has been much
debate over the role that cach of
them played in this celebrated work,
but 1t is clear that Lewerentzs con-
tribution has been greatly underval-
ued, and it would be worth going
into the question more thoroughly.

After a life of relative anonymity,
Lewerentz suddenly became very
well-known, and not just among
architects, at an age when almost all
his colleagues had stopped work-
ing. The church of St Markus was
consecrated in 1960, when Lewe-
rentz was seventy-five, and that of
St Peter seven years later.

(from Spazio & Sedctd, no. 23, Sep-
tember—December 1983, pp. 98-105)

Classical, Christian,
Socialdemocrat

Asplund and Lewerentz’s
Funerary Architecture

Dewtetri Porpliyrios

Asplund and  Lewerentz  were
among the first to awaken an acure
consciousness of the aesthetic of
absence. Their cemetery designs
and funerary architecture testify 1o
a certain symbolist concern with
form; indeed a quest for the repre-
sentational forms of death. In chis
essay I will discuss first the plannin g
of their Woodland Cemetery in
Stockholm and then proceed with
an analysis of the Woodland and
Resurrection Chapels.!

In their winning scheme for the
1915 Woodland Cemetery compe-
tition, Asplund and Lewerentz di-
vided the site into a number of
densely forested burial grounds that
were bounded by serpentine roads
and walkways. And while the divi-
sions of the site appear arbimary,
they were not meanmingless. Both
the character assigned to the burial
grounds and the allées proposed
serve as dramatic illustrations of the
central theme the architects had in
mind: to establish a symbolic liaison
between nature and deatch.

The cemetery was conceived as a
woodland burial ground; an idea
that was current in contemporary
German cemetery planning, How-
ever, compared with the entries
awarded second and third prizes,
the winning scheme by Asplund
and Lewerentz places an exclusive
emphasis on the state of tranquiliry
that nature could be made to
evoke? Nilsson/Samuelson  and
Claesson/Wadsjo opted for the idea
of a cemetery in the 1mage of a
meandering dity beantiful. They dis-
placed the suburban typology of
the popular at the time garden ity
from the world of leisure and com-
merce to that of transcendence
without the slightest reservation as
to the trivialization that such dis-
placement might engender. By con-
trast, Asplunds and Lewerentz’s
scheme shows their predilection for
the “holy calm”, that “blissful Tiai-
son” between self and world so
much cherished by the romantic
consciousness.’

The atttude suggested by this mode
of experiencing nature is one of
subjective containment and with-
drawal. The wvisitor or mourner
contributes to his experience which

.




18, in this sense, never abjective,
Physically, he 1s very close to na-
ture, almost touching; mtellectually
and psychologically he is separated
from nature by the topography of
death. Nature here offers a kind of
analogical justification for death:
the artifice of nature itself serves as
warrant for the mute nostalgia that
accompanies death.

At the same time, such mythmak-
ing—the association of nature with
death—avoided the sinister icono-
graphies of death so common in
the popular imagination of nine-
teenth-century northern Europe.
The terrifying mediaeval mask of
death which in the nineteenth cen-
rury was made to inhabit the pic-
turesque, Gothicized backgrounds
of Anglo-Germanic macabre tales,
has disappeared. Its place has been
taken by a diffuse, yet pervasive,
feeling of solitude.

Nothing i Asplund’s and Lewe-
rentz’s scheme, however, was new;
its governing ideas had already fea-
tured, though often in tentative and
fragmentary shape, in historical
sources which the architects them-
selves so freely acknowledged. The
“way of the cross”—the main ap-
proach to the crematorium—as-
cending gradually the hilly terrain
and flanked by commemorative
stelae, sarcophaghi and monuments,
is clearly indebted to the confluent
remembrance of the ltalian necrop-
olis, the Sacred Way of the Kera-
meikos cemetery, and the Calvary
hill.. The seemingly haphazard
routes and pedestrian walks criss-
crossing the site are certainly moti-
vated by a sort of romantic Wander-
lnsr that aims at imprinting on the
visitor a variety of vivid, singular
and lasting impressions. Finally, the
conception of the burial grounds as
a forested Elysium’ designed to
console can be traced back to the
reforms instituted by the late eigh-
teenth century. And yet, the ceme-
tery plan proposed by Asplund and
Lewerentz impressed both jurors
and public as a splendid innovadon
and earned its authors the epithet
“masters of the nameless™ —Meister
des  Namenlosen; a rare acknowl-
edgement of professionalism 1n
the poetics of death. What lent
Asplund’s and Lewerentzs scheme
the appearance of originality and
profundity was the austerity of its
formal techniques, the cumulative
experience of its unfolding, and the

apparent sigle-mindedness of its
authors. By 1940, when the defini-
tive plan around the crematorium
was finally drawn up, many changes
had been mtroduced, yet none had
disturbed the “holy calm™ of the
initial plan nor 1ts 1conographic
mythology.

It would be misleading. however, to
suppose rhat the acclaim the Wood-
land Cemetery enjoyed, made it
nto a prototypical example of the
genre. Though much of its symbolic
imagery was to be utilized in future
projects, neither Asplund nor Lewe-
rentz were to resort again to the
parii of “blisstul Haison " between na-
ture and death.

Iin 1916, only a year after his collab-
oration with Asplund, Sigurd Lewe-
rentz won a competition for the
Eastern Cemetery at Malma, a pro-
ject that was never to be realized in
its entirery” The griditon plan of
hedged burial grounds 15 rotated to
accommodate both the irregulari-
ties of the site boundaries and the
small hill one encounters upon en-
tering the cemetery. Prompted by
the topography and perhaps sall rel-
ishing the experience of the plan
for the Woodland Cemetery, Lewe-
rentz situated along the base of the
hill the main promenade leading
from the entry gates to the crema-
torium. Along this promenade and
built into the slope of the hill, the
visitor encounters a circular cere-
monial plaza, a classical stoa with a
chapel and mortuary rooms, and
finally the main chapel and crema-
torium. The conscious digjuncuon
between the geometric order of the
burial grounds and the accommao-
dating order of the main prome-
nade, together with the civic solem-
nity of the ceremonial plaza, the
stoa, the chapc]s and the crematori-
um, invoke the experience one has
when  walking along the main
streets of deserted cities of antiquity.
A similar, if less dramatc, atotude
Lewerentz adopted in his 1923 plan
tor the Stora Tuna North Ceme-
tery, in Tynaslitten, between Bor-
Einge and Kwarnsveden.” Here, the
routes connecting the cemetery
gates and mortuary rooms to the
main chapel are celebrated as plant-
ed allées and converge on right an-
gles to the hypostyle portico of the
chapel. The burial grounds consist
of traditionally aligned graveyards
and family sepulchres. And vet, by
geometrically disaligning the dis-

tricts into which the burial grounds
are divided while insisting on the
meticulous alignment of the grave
stelae, Lewerentz manages o um-
part to the cemerery a feeling of di-
achrony similar to that experienced
w1 cities that have grown over time.
But though urban typologies could
not assume a prescriptive role in the
design of cemeteries, they were
exert a steadying influence. In his
unrealized project for a cemetery in
Oxeldsund, 1925, Asplund showed
a predilection for the walled
temenos.” The cemetery is bound-
ed by a formal high hedge which
describes three geometrically dis-
tinct “open rooms.” The visitor ap-
proaches the cemetery along an
axial route that cuts through an in-
formal clearance in the surround-
ing forest. Upon arrival, one enters
a tforecourt lined with the sepul-
chral tombs of distinguished fami-
lies and citizens and with the main
chapel built into the sloping hill.
This forecourt leads to a citcus-
shaped burial ground devoted ex-
clusively to individual graveyards
except for the monumental street
of fanuly tombs to the east. The
crescents have the graveyards of
children and the central rectangle
those of adults, To the west lies a
long and narrow rectangular burial
ground with the family tombs. Its
two entries are in axis with the ad-
Jjacent transversal paths and its orga-
mization 1s marked by the lateral
displacement between the gridiron
of the family tombs and that of the
pine allées.

Asplund’s onginality lay not in his
choice of the urban typologies of
the temenos, the street or the grid-
iron plan, but in his subtle derange-
ment of these typologies. A planner’s
options are strictly circumseribed by

fortuna and necessita; the city of the

dead, however, i1s by definition pow-
erless in the face of these forces: its
sole option is that of confronting
the reality of urban typologies with
the solitude and emptiness of their
forms when forgotten by historical
time.

I have elsewhere discussed i1 detail
the classico-vernacular sensibility of
early twentieth-century Scandina-
vian architecture.” The term Dori-
¢ism I have used has been less of a
stylistic label than a description of
the primitivist and essentialist strife
so characteristic of their work, In
conceding that in architecture in-

spiration can proceed only through
distantiation from the model, Scan-
dinavian Doricists abandoned re-
vivalism. What made the rules of
revivalism meaningless canons was
the trivialization that accompanied
the estrangement of style from
morality. The almost compulsive re-
iteration of the “conspicucus con-
ventions” of classicism across the
nineteenth century—that splendid
age of consumption—suggested to
many that such conventions were
being devalued through overt sen-
timentality and false pathos. Thus,
by the turn of the century, the con-
ventional language of classicism
was generally held to be depreciat-
ed. As early as 1906, Tens Norup
had commented extensively on
the “de-potentiation™ of traditional
stylistic conventions and the task of
Scandinavian architects became the
rediscovery of a classicisin in which
“something fundamental” 15 given
back to form and in which the lost
dimension of myth 1s rekindled.
Hence their nostalgia for an un-
modified datum, something “which
has not been spoiled.” as Asplund
said. In fact, Asplund’ designs for
the Woodland Chapel are eloquent
lustrations of this search for an un-
spoilt classicism, The first project,
drawn in 1918, was a curious mix-
ture of a prostyle temple with a
temple in aniis: the distance be-
tween the prostyle and the cella was
mncreased to accommodate a vesti-
bule, the organ and ancillary facili-
ties, while two staircases occupied
the poché of the antis. The classical
PO]‘I.'iCO wWas thus tmnsfornlt‘d illEO d
loggia. On axas with the entry and
i the end of the eella a baldacching
mediated between the altar and the
catafalque.

The final scheme, though dating
from 1918 as well, shares none of
the classical aspirations of the first
project.” In plan, the chapel appears
to comprise a hypostyle poruco at-
tached to a cella; a parti which was
to inform also the 1926 chapel by
Lewerentz at the Stora Tuna Ceme-
tery. The steep, barnlike roof, how-
ever, unihes volumetrically both
hypostyle and cella and. in the case
of the Woodland Chapel, it allows
the cella to develop sectionally into
a skylit dome that 1s supported by a
circular colonnade. The catafalque
is on axis with the entry and sits
near the alaar, while a small window
illuminates the organ. The circular
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colonnade in fluted doric columns
makes 1t clear that the “hall of life”
was conceived as a smarryrinn. It was
therefore designed on a central plan
and, for hturgical purposes, the
colonnade of ancient peripreral tem-
ples was situated in the mterior;a ry-
pology to which Ragnar Ostberg
was to refer again in his “hall of Title™
for the Helsingborg crematorium of
1920-28.

Apart from this ccclesiastical refer-
ence, however, there are no signs
that would link Asplunds Wood-
land Chapel to the stylistic conven-
tions and refinements of classicism.
The sources have to be sought else-
where: in Sebastiano Serlios house
for a farmer illustrated in his Regole
generali i architettura.... in Andreas
Kirkerop’s hunting lodge buile for
the Liselund estate, Denmark, in
1795, or in Christian Frederik
Hamsen’s Gebaur counuy house of
1806,

And while the first two of these ex-
amples poine to clear iconographic
precedents, the third refers to a
source that is more akin in sensibil-
ity than in style. In fact, the affinity
berween Scandinavian Doricism
and Enlightenments  predilection
for the primitive is quite funda-
mental: both believed that whereas
contemporary architecture had be-
come aspecies of refined, yet mean-
ingless, embellishment, in primitive
cultures architecture performed a
necessarily expressive role. And irre-
spective of whether this distinction
needed to be proved, it was consid-
ered a ground for asserting the aes-
thetic and moral superiority of the
“homme sauvage”

The enthusiasm for the primitive
forest cultures of Scandinavia s in-
dicative of the contempt with which
the “Augustan™ age of academic clas-
sicismt was now held. Just as William
Morris had questioned the ethics
of nineteenth-century industrial
capital as a universal morality, so
Asplund rejected the false decorum
of academic classicism as a universal
aesthetic. Burt if there was no uni-
versal criterion of architectural ex-
cellence, it was stll possible for
Scandinavian Deoricists to  define
architecture as an expression of the
“unspoilt core” of human existence.
Asplund had recurrently criticized
the artificiality of academicism
which had stifled the originality and
spontancity of his generation. Peas-
ant rusticity, on the other hand, as
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the vouth of Scandinavian culture,
possessed a harmony and vigour
which was as yet unfettered by the
commercialism of the nineteenth-
century city.

The affinity between Scandinavian
Doricism and  eighteenth-century
Neaoclassicism is not confined to
their mutual obsession with primi-
tivism. Both movements were also
suspicious of all those preaching
for classical revivalism. The same
dialectic characterizes both Scandi-
navian Doricism and Enhghten-
ment Neoclassicism: both appealed
simultaneously to primitivism and
antiguity, developed tensions with
classical revivalism, and launched
themselves on the aesthetic of
Modernity. These similarities, of
course, do not amount to identity.
Each movement had its own his-
torical task, defined by its relative
proximity to academic classicism.
The progressive architects of rthe
Enlightenment could recognize
academicism only in the stfling
anachronism of design rules. The
querelfe, seen from a twentieth-cen-
tury perspective, was not about the
propricty of applying anachronistic
standards in the evaluation of archi-
tecture, bur rather about iwhich
anachronistic standards to apply. In
this sense, for the Scandinavian ar-
chitects of early twentieth-century
classicism, the querelle was not only
impossible to resolve but meaning-
less. For them, the perspectives of
both “ancients” and “moderns”
were serious obstacles to an under-
standing of classicism. For them, the
crucial question was not which
anachronistic standards to use, but
whether to apply anachronistic
standards in the first place. The clas-
sicism of Scandinavian Doricists,
therefore, 1s marked by a concern
for a relevance which seemed to
have been lost in the nineteenth-
century pursuits for ever mare pre-
cise listorical detail. The habic of
nineteenth-century academicism
had been that of conceiving the
history of classical architecture as a
repository of examples for subse-
quent quntati(m and use; and 1s
evaluative criteria were based on
the proper acquaintance with the
minutiae of style that the past could
aftord. Scandinavian Deoricists, on
the contrary, could not take antig-
uity as literally as nineteenth-cen-
tury antiquarians could: precisely
because antiquity had to be wrested

from the hands of late nineteenth-
century sentimentalism and indus-
trial commercialism.

It is from such a perspective that we
should look at the Resurrection
Chapel of 1922-25, in the Wood-
land Cemetery of Stockholm.” If
Asplund’s Woodland Chapel illus-
trates the periods obsession with
primitivism, Lewerentz’s Resurrec-
tion Chapel describes the period’s
cridcal tensions with academicisim
and classical revivalism. The ap-
proach to the chapel is along a
Neoclassical axis that cuts through
the forested burial grounds. The
idea of an axial promenade, perhaps
deriving from the Helsingborg cre-
matorium  project designed by
Lewerentz and Stubelius in 1913,
was to feature again in Aage Rafn’s
project for a crematorium of 1921.
In the case of the Resurrection
Chapel, however, the visitor, upon
arrival, is baflled by the assymetrical
disposition of the pedunented entry
portico. In fact, the portico 15 free-
standing and (in a way similar to the
siting of his chapel at the Stora Tuna
Cemetery) stands at the mtersection
of the axis of the main approach and
the route that leads to the mortuary
TOOTTS.

The decision to nflect the entry
portico to both routes of approach
was a later development. The tetra-
style/tristyle portico of the firse
version frontalizes the portico ex-
clusively towards the Neoclassical
axis of the main approach. On the
contrary, the portico as built is a
double tetrastyle inflecting, there-
fore, towards both approaches. And
though the hierarchical front re-
mains that of the pedimented side of
the portico. the pedimented gable of
the chapel proper faces the mortu-
ary rooms. This ambiguity 18 never
resolved. Instead, it is intensified by
the rwo entries to the chapel as well
as by the architectonic treacment of
the “holy window.”

Treated as a pedimented tetrastyle
portico, this window is made to re-
semble a minjature temple front
that sits on a high stylobate. And
vet. its low relief and 1ts relative in-
accessibility point to its vestigial
role: it is the Holy Window that il-
luminates the Hall of Life and
through which the soul of the de-
ceased ascends symbolically to the
heavens.

In direct contrast to the Schinkel-
esque domesticity of its exterior,

the interior of the Hall of Life i
markedly somber. The deep sec-
tions of the pilasters of the holy
window elicit images of steeply mJ—
pering dungeon windows and the
four volutes that support vestigially
the window sill, in their elongared
and almost skeletal profiles, prefig-
ure the fate of all earthly concerns.
The unadorned walls of the interi-
or are modulated hesitantly by rthe
almost graphic frailty of the en-
caged pilasters and  entablature,
Above the entablature the air be-
comes heavy and dark and the ar-
chitecture returns to the austerity of
exposing the constructional mem-
bers of the roof—an idea which
Lewerentz was to utilize again in his
project for the Malmo mortary
chapel of 1926,

The manifest tensions with the lan-
guage of classicism which Lewe-
rentz explored mn his Resurrection
Chapel, inform also his 1926 design
for the Malmé crematorium. If the
Resurrection Chapel stresses the
power of unadulterated form and
of building techmique, the Malmdé
crematorium  stresses  the power
that form derives from iconogra-
phy. Funereal iconographic themes
from the classical and pre-classical
world are subtly interwined with
references from the carly history of
industrial buildings. The tholos of
the central conical pavilion alludes
to preclassical Mycenaean tombs.
The single central colunmmn of the
pedimented fronts recall the
choregic monument of Thrasyllos
on the south-east chiff of the Acrop-
olis, later converted into a chapel of
Panaghia Spilaiotissa (St Mary of
the Cavern). Finally, the conical
shape of the pavilions themselves
two of which hide the eremation
furnaces and recall Asplund’s pyra-
midal service pavilions in the Wood-
land Cemetery, 1922—are indebted
both to the numerous eighteenth-
century projects for pyramidal fu-
nerary monuments and to the m-
dustrial furnaces of ecarly factories
like those depicted by C.N. Ledoux
in his designs for the Ville de Chaux.
Asplund’s and Lewerentz’s affection
for the metaphysical symbolism of
both nature and classical antiquity
did not make them pagans; they re-
mained within the Christian fold.
Their architecture founded its rad-
icalism in a tenacious ideal: by re-
discovering a classicism in which
“something fundamental” is given




back to form, they sought an archi-
tecture that would enable classicisim,
Christianity, and social demacracy
to coexist side by side. Thev sought
for this 1deal with all the hesitancy
of the proneer but their ambivalence
was conscious and persistent.

For their help and generous respanse to my
promptmes for illustrartons and material |
am thankful to Mr Juhani Pallasmaa, curator
of the Suamen Rakennustainteen Museum
in Helsinks and My Henrik Andersson, cura-
tor of the Arkitekturmusset in Stockholm: |1
would also like to thank Miss Helen Porfyri-
ou for manslating 4 number of articles frow
Swedish and for her assistance 1 locating
certatn bibliographical sources.
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The Landscape that Can
Survive and the Lewerentz
Connection

Alisont Smithson

The frst recognition of a style
the landscape that can survive—is
to be found in the commonality

that exists in the ordinary language
of urban infil, everywhere,

Some sort of dialogue with nature
has always been the regenerator of
landscape style,

A dialogue with nature in a differ-
ent geographic Jocation to  that
which energised the English Land-
scape Garden Style is one of re-
sponse to a terrain that m England
is barely 2V2 degrees of latitude fur-
ther north; the heartland of the
Landscape Garden is the Midlands
and that of a natural-seemmg-land-
scape-that-can—survive is in the
Pennines and the Cheviorts,
Attitudes to a man-made landscape
capable of survival evolved m the
middle of the ninetcenth century,
for functional reasons, when the idea
of public parks meant that these
places had to accept mass use by all
classes: an 1dea so unusual that
Olinsted remarked on the good
behaviour of working people in
Paxton’s park at Birkenhead.

The idea taken by Olmsted to New
England returned to Scandmavia,
where, again, the inescapable char-
acteristics of a geographic land-
scape, that had to be worked with,
resulted in another idea about a
dialogue with nature. Undoubted-
1y, the weighing 1n favour of Scan-
dinavia taking-over as lead-energy
earlier this century, can in part be
ascribed to Olmsted who—claim-
ing the purpose of Central Park,
1863, was “To provide for the
masses of the city a brief equivalent
of a wvisit to the countryside”™—
largely accepted the thin-soil he
was working on in New York, as the
generator of his style. [t may even
be that the majority of public parks
first made in Europe, were on rotten
land, unused by virtue of being oth-
erwise unusable... like the Parc des
Buttes Chaumont in Paris being old
quarries.

Olmsteds knowledge of European
public parks. their building, their
use; their then fairly short history,
meant a return influence was not
without meaning.

Add to the thin, Scandinavian-type.
soil coverage of New England, a
possible mstinctive predilection on
Olnsted’s part—traces of an inher-
ited sensibility—and we have the
mventon, the landscape that can
SUEVIVE,

With the invention of the motor
vehicle, it was the survival capabil-
ity of the Scandinavian-type nature

that became 1ts prime asset.

The style is basically what will sur-
vive the passing vehicle; discourage
encroachment by the passers-by
who are not neighbours, but
whom-so-ever the motor vehicle
has brought to pass; a means of land-
scaping that can withstand the rav-
ages of winter and wind in the
opened-up city; manmage to look
presentable with only rational care.

In Scandinavia, at the twrn of the
century, there came an appreciation
of the forest clearmg—engendered
by nincteenth century prosperity-
given-leisure... the concept, and
taking, of the long holiday... togeth-
er with a period of affluence that
coincided with the passing, into
nursery stock, of so many of the
cighteenth and nineteenth century
plant discoveries,

The Seandinavians in particular in-
cluded in the language, the leaf
interest of the mcredible variety
suddenly become available.

Thus, by the 1930s, we came o
have a fully fledged landscape thar
can survive, its attractions under-
written for European Municipali-
ties of that decade of the 1930s
and the 1950s—for there was a
rap—Dby democratic socialism and
the new-programme social-build-
ing-types and the public works,
That 15, for the period just passing,
democratic  socialism  changed
men’s minds: for many, like a new
pair of glasses., made them see
things differently.

The imprint of Stockholm’ inter-
change, 1936 was considerable. This
imprint carried over therefore—
despite the gap—to when the
problem of all Europe was remmant
space. All spaces filled by planting
were residual., the fall-out of ather
decisions incompletely taken... tak-
en without a sense of connections;
so that, evervwhere, to make good,
we find Scandinavian-nature-type
low-growing shrubs grouped at the
foor of slab blocks, ornamenting all
suburban juncrions, making neat
the run-in to all motor-way inter-
sections... on the march, in boxes,
down pedestrian malls. But the
landscape that can survive can
stretch only so far., it can cover;
look presentable... but 1t cannot
make meaningful the city pulled
apart.

The Swedes are aware, that despite
intention, Scandinavian-nature-space,
dating from the 19305 and 194,

shown m the photomontages of
that time to be joyfully used by the
city dwellers at their leisure, is emp-
ty. The success of the city transfor-
mation, has removed the old func-
tional underpinning of the shared
open space. The dispersed  urban
densities leave not so many people
to sit on the ground. Less crowded
houses do not impel people out of
doors.

Letsure patterns have changed; bi-
furcated towards the more struc-
tured and the disconnected or apart
participation... that is, concerned
with listening to, or watching, or
working machines. Open space of
the social democratic type has been
found both too unprivate—that is
without obvious connections vet
insufficiently public property to be
wviting to use well. Paradoxically,
the old Swedish private parks are
more popular... perhaps exercising a
right adds a frisson.

Everywhere we have the decision
to make as to what we want pEaccs
to go as. Open spaces in the city we
need to re-tune towards the urban,
so that urban sense again flows
overall and does not suffer rude,
suburban, punctuarinm.

Outside the cities we need to re-
new the idea of the enjoyment of
the natural; even the idyllic... and
possibly even extend our choice in-
to some as vet undefined new-
place-for-man-to-be-in-nature.

Tt 1s tme for a reconsideration, a re-
definition... for landscape that is a
true extension—in the sense of a
limb or a finger—of the aesthetic of
buildings that no longer leave rem-
nant space... that is the buildings
also reach-out in their aesthetic. A
sense of territory underpins civili-
sation. Disregard that sense and we
get a vulnerable society in a van-
dalised place;a disintegrative attitude
instead of a sense of a community-
m-a-place; loss of identity instead of
natural confidence. Territoriality is
part of the meaning of architec-
ture... is part of the aesthetic and
intention of the Economist Build-
ing; where a sense of progression to
the entrance, an attenuated ap-
proach. allows a person to leave the
city behind to enter another-
paced-place, that of work and to
enter self-collectedly.

We wrote on the heroic Period of
Modern Architecture: “The next
collection of the architecture of our
own period will be quite different
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for it will not record ‘buildings’, but
built-places..”. In today’s invention
of building types, the open spaces
are a natural part of the structuring
of the inside spaces; their use-pat-
tern is one of connection; their
function, extending the possibilities
of the pleasures of inhabitation, for
a socicty in which “leisure™ takes
On strange, new meanings,

Second recogminon: “the Lewe-
rentz connection” my seeing a lan-
vuage of landscape, shared by archi-
tects extending their particular
Scandinavian inheritance.
Lewerentz and Asplund  stepped
out of a neo-classical inheritance;
into making something to do with
an appreciation of their forests...
and undoubtedly, this is being ex-
tended, yet again, by Pienla and
Erskine; working thewr buildings
Lo nature.

To make the neo-classical connec-
tion clear: Scandinavian Neoclassi-
cal is what we call Custom’s House
neo-classical; clear representative of
the style and you can find 1t in sea
ports the world over. The style’s im-
portance in this story is that it
speaks lucidly of the wonders of the
platform that is the made-level sur-
face; the capabilities that build the
perfectly smooth ashlar wall (im-
plied if not in actuality); the col-
umn that stands for civilization's
capabilities and pleasures arrived
i yet another place; the pediment
of careful completion... with all the
overtones of careful order... even if
it 13 the careful, beautifully written
book-keeping skills of trade such as
Schhemann deployed... a new dawn
of everything, as 1t were rising from
the sea: it is these notions and the
spirit they represent. that identfy
the true Neoclassicism.

So Lewerentz and Asplund stepped
out to extend this inheritance
with its notions of the level plat-
form, that as a2 master stroke estab-
lishes a sense of order ... and this
they thought about throughout
their lives, working with these
everlasting ideas and relating them
to the pleasures of the forest floor
... the clearing in the forest and its
softly undulating surface ... a sibi-
lant play, like the story whispered
in the pine tops ... for this reti-
cence, this understatement, is in
neo-classicism: to quote ourselves:
*... understatement to the point of
anonymity .

My recognition of the extension of
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the landscape language was in the
work of Lewerentz in the cemetery
at Malma, 1926—=73. 1 saw it related
to the lines of pollarded trees and
clipped beech parterres of Sweden’s
baroque manors and domestic-scale
roval houses; whose inspiration was
through uade connections with the
Hanseatic ports and the Low
Countries when the Baloe was a
pond.

In the Forest Cemetery, Stock-
holm, 191740, both Lewerentz
and Asplund extended the aesthene
of the forest clearing, remembered
with relaxed affection.

Our interest in Lewerentz is his
inventing a language we might call
trees that became buildings... a
grove of column trunks truncated,
some still growing, some made
building.

Out of the as-found, Lewerentz
has trunk columns roofed amid
tree-columns standing around m
the open. We find variations of
light as we move through and
around this part built, part sall
growing forest, Columns are root-
ed, as by their bases firmly as pine
trunks are rooted to the ground to
become built-trunks among grow-
ing tree trunks; the extra size of
these trunks among columns of
the forest draw ouwur attention,
bring our attention to entrance,
form the interlude between the
weather outside and the protected
peace inside. In this narural-seem-
ing way, the stand of column-
tl'ullkS ceases to J.'l'ci\"tﬁ d(.)[lli]l'dllt
overtones of classical portico: it is
the essenrial sheltered-clearing
that allows entrance. it is the Scan-
dinavian respite before the door.
The walls of the chapel receiving
growing shadows, moving in their
season; these trees—as detached
columns—gather around as column
outriders of the building to form the
preliminary skin to the outside wall,
malang little connections, sttching
the building into place. This is a
trick that Lewerentz carried with
him to his last chapel. Around the
chapel, the forest floor undulates and
stresses the wonder of the flat plane
that is respite before entry. and a
rongue of the inside floor, as it were,
stuck out to get the taste of first
snow. Including the pine trunks in
his realm ... with column-shafts-that-
are-the-built-world, is something
Lewerentz invented ... and extended
at Malmdé ...in this place, Lewerentz

includes the clean sharp sand of the
lakeshore. Trees ... columns... roofs
... The lean-to sheds that at Malmé
form respite before entrance seem
Piero della Francesca's Naavity
shed built.

Now Asplund at the Forest Ceme-
tery, Stockholm; first the forest s
cleared and distanced before the
building can begin... here the
suavity of clearance s the pause
that allows the building in this
place. Where the built-respite be-
gins 15 the first column-trunk at the
edge of the clearing. The column’d
respite is echoed by a formal grove
also at the edge of forest; here the
mottled black of the birch wrunks
seem to have built-in dappled shad-
ows that indicate another idea
about edge... dark edge of forest,
dappled edge of grove; prorecrion
offered by edge of building. In the
way the building groups around the
built grove that is respite before
entrance, a steading is established.
Within the colummn grove, there is
light talling, indicating another pro-
tected clearing that echoes the
greater: illuminates a man-made
order on a plattorm laid down in
the greacer undulating landscape.
The recognition of what Lewerentz
was about was made easy for us by
Asplund, who by being revealed to
us in a book in the late 1940s, made
us aware of a whole other language,
rooted i inheritance and springing,
to lite in the 1930s.

You could say there were ready
made connections In our experi-
ence for my seeing this now-you-
have-column, now-you-have-tree;
for the column as trunk—the as-
tonishing Bramante colummn with
branch-stumps seen by us in 1951
in the cortile of Sant’ Ambrogio,
Milan. Myself prepared by a previ-
ous discovery in 1949 of a column
embossed by heraldic fleur-de-hs.
These tree—trunk columns pre-
pared us also for seeing lines of
pines in the early 1950s, when in
our jeep on the All Roman road in
Norfolk: on this dead straight road.
lines of pines that are field divides,
crest the landscape as the jeep
moved past.

Taken together, all these earlier
sichtings, allowed the insight in
Sweden (May 1981); in addition,
receptiveness to the message from
the two Scandinavian architects was
already in our work... we had, in
1975, begun to build our respect

for lines of trees in the landscape...
in an area, not far from Warwick-
shire, where there are the tradition-
al black and white inns, manors,
farm houses ... imber and plaster in
a green landscape with trees. Trep
portraits, taken at dusk, to enable us
to accurately portray mature hudgc—
row  trees yvou remember our
landscape mheritance 15 2% degrees
of latitude further north and there-
fore the landscape-feature-trees of
the Midlands and south are won-
dertul things to us.

These were the site trees around
our Lucas H.Q ... Lucas ... a line of
trees ... a steel frame; the building
steps through the landscape, The
size of the mature trees represents
the “genius of the place”. Iff we
think of the Enghsh Landscape as a
large garden, undisturbed trees have
the ability to transmit, to a new
building, an established look, so that
the amalgam, building-trees, has al-
ready an ageless quality; is already
part of a continuum to do with
growth and change.

How people arrange themselves to
work in the building will hopefully
owe as much to the trees as to the
structure. The line of the old
hedgerow trees laces the built to
the ground: lacing, then taken up.
as an interplay between a red struc-
ture... and a line of oees,

Lines of trees act as dividers to
space between wings of the build-
ing; a territortahity line 15 thereby
drawn, a natural seeming line, older
than the building, an inheritance of
space, under, and either side of a
tree. These tree-line-penetrations
of the building cluster act as natur-
al screen-divisions, more perma-
nent than some internal divisions...
tree lines indicating change of pace
and mood between departments of
the occupying organisation. The
interpenctration by the family of
trees-of-an-age, integrate man and
shelter with landscape as found and
the whole mood of renewal of the
landscape by the new structure
lacing through, is one of reticent
MANners as in-comer.

Whether we absorb anything of the
tree-as-column-outrider in our line
of trees ... a steel structure ... lies in
our future __ it will show only an
appropriate site, an appropriate
programue, calls the theme up
again,

{from Spazte & Socicid, no. 25, March
1984, pp. 78-85)




On the Centenary of Sigurd
Lewerentz’s Birth

Stefan Alenins

We walk towards the walls. There
does not seem to be any road lead-
ing to them. [t is not a main facade
or a well-defined entrance that has
brought us here. Perhaps it is just
our dedication and the help of a
tortuous path covered with stones
that has drawn us to this point,
along perhaps with the lure of these
extrancous but at the same tme
obvious walls, They are concealed
amidst the trees and with their nu-
merous joints and bluish, grey and
pink Dbricks, the walls look like
splotches of colour. almost like
birches or the shadows of birches.
Why not invert the perspective of
trme? The older walls have coloured
and stained the young wood.

It is only when we have traversed
the last section of the path that runs
through a courtyard, and reached
the construction, that the buildings
of the church in the courtyard in
the middle of those of the parish
become visible and we actually re-
alize how low is the level of this
ground. At this moment, it feels
natural to stop and look around.
The first thing we notice is the dis-
position of the two buildings. The
administrative section is a long and
narrow, single-storey construction
with a low-vaulted roof. The build-
ng 1s set in a north-south direction
and one side faces onto the light
ratlway that brought us to Bjork-
hagen. This “outer facade™ is treated
in a different way from the other
facade facing onto the courtyard.
On the courtyard side the vaule of
the roof projects outwards. The
masenry and the windows are very
different on the two facades. The
balanced style and striking appear-
ance of the outer side contrasts
with the one facing onto the court-
yard, which is more restrained and
aried. The front that you go past
before arriving in the courtyard has
an imposing  bell-tower, a two-
storey-high brick cube,

The other construction is made up
of two units. One for the congrega-
tion of the parish, parallel to the
administrative  building and at a
right-angle to the church, and the
church itself, which is oriented in
the traditional east-west direction
and forms the other “outer fagade™
of the whaole complex.

The church also presents twao dif-

ferent tacades. The one facing out-
wards 18 the higher of the two. The
construction for the congregation
which gives onto the courtyard 15
lower and has a vaulted roof. Un-
like the long and regular vaults of
the adnunistrative buildings, these
are set at a right=angle ro the longi-
tudinal direction and emphasize the
entrance function. A large wooden
roof on the front of the butlding tor
the congregarion facing onto the
courtyvard repeats and reinforces
this character,

From the point where we stopped
it s difficult to imagine the en-
trance that leads directly into the
church through its south wall. In
fact it is concealed by projections of
the walls and the only thing that sug-
gests the existence of an entrance is
the face that the path keeps zoing.
While the roofs of the entrance
into the courtyard resemble the
canopies of railway-station plat-
forms, the entrance of the church
maintains its original form and
grandeur, although it 15 partly hid-
den by more recent constructions.
Ome senses the three-dimension-
ality of this construction. We think
about the masonry: no wall i the
zone looks like another. The varia-
tons from facade to facade are re-
markable. Even individual parts of
the same fagade are very different,
but what predominates is coher-
ence. It is the “same” wall thar runs
along the entire group of construc-
tions. It is a wall rich in varnations
that renders the work of the masons
visible. The result is an old-fashioned,
“hand-made” wall. One is reminded
of ruins, of the remains of ancient
buildings. Only among the ruins of
Rome and Hadrians Villa have [
found the same imposing masses of
masonry as in the church at Bjork-
hagen. Nature blends with the walls
to the point where the “feel” of the
walls is impressed on the passers-by,
who caress it and run their fingers
along the joints. There can be no
doubt that Lewerentz wanted ro give
a character of antquity, of origmal
walls, to the consouctions at Bjork-
hagen. A guiding thread of vitality
in his interpretation of the concept
of church.

It was there that everything was
born! Not in the young and aggres-
sive Roman empire, nor in the
more mature and expansive one. In
its maturity and its slow decline
ancient Rome shifted to the com-

posure of Christianmity. Early Cliris-
tianity expressed itselt through a
tradition that was soill Roman. The
basilica with its nave and aisles and
the apse of the chancel was adopt-
ed by the first Christians.

We see how Lewerentz interpreted
the church by giving the greatest
importance to the different sources,
The theme of the antiquity of the
walls is supported by the modelling
of the ground. To place the entire
complex on the same level it was
necessary to excavate the hillside,
allowing the wood, situated at a
lower level, to penetrate into the
slope itself. Where the different
levels meet, the masses of earth
have been arranged almost like
“excavated dikes”. It loeks as it the
constructions have been “dug”™ out
and are located on an “older” stra-
tum of ground. The surrounding
constructions, on the other hand,
are located on a more recent stra-
tum. The trees have insinuated
themselves into the zone of the ¢x-
cavations. The church becomes the
most ancient element of the place.
The walls side which the present
church is set link the activities of
human beings to this old stratum of’
the ground. It seems as if the old
church has preserved its original
level from the deposits of time,
contnuing to dig into the hillside.
We try to follow the trace of this
association of ideas as we enter the
church, passing through the almost
hidden main door on the southern
side, Outside we were in the shade
of the birch trees, but the passage
from light to darkness is really
abrupt. The imposing character of
the walls outside and the desire to
touch them are replaced by the op-
posite impression: the confines are
dissolved in the semi-darkness, The
low direct lighting, bulbs hanging
from brass lamps, creates reflections
on the vaults of the ceiling. Dark-
ness above and warm reflections
around the benches on the floor.
Space and light become visible. As
our eyes grow accustomed to the
dark we slowly begin to perceive
the weight of the walls and once
again the combination of the vault-
ed brick roof and the tiled floor
creates a sense of balance and ab-
sorption between light and space.
In the contemplative peace and
quiet of this setting we begin to
study the structure of the building.
There is a nave with an altar at the

end, toward the chancel. And there
18 one, and just one, lower aisle. The
corridor and the aisle to the north
are united by a large opening. A
single sturdy column of brick sup-
ports the beams above, Once there
might have been more columns.
However, it became possible to dis-
pense with these when the wall was
united. acquiring sohdity and the
capacity to support the enormous
span. We carry on with our associa-
tion of ideas. The twin of the large
opening on the opposite side was
closed when the aisle to the south
collapsed and the congregation, in
order to preserve the house of God,
rurned the south side into the new
outer wall. Although secularisation
has pushed the church into the
background, its absence 15 keenly
fele by the faithful, who have taken
steps to keep it alive. And this is
possible thanks to those who will
sull find their way there even
though the exterior is hidden!
Small openings remain  the outer
wall. in particular the clear indica-
tion that divides the chancel from
the nave: the 1mportant mediaeval
distinction  between choir and
church. This deep opening, which
reaches as far as the floor, plunges
the choir into a more profound
darkness, At the same time, 1t seems
as if the trunks of the birch trees
come into the church. Narure has
taken the place of the missing aisle:
it has been transformed into an el-
ement in tune with the architec-
ture, with its light, its space and its
walls, which seem to underline this
essential duality,

It is only when we come out from
the back of the church and enter
the rooms set aside for the con-
gregation that the “place”™ of the
church’s interior is revealed in all its
completeness. Here we find again
Lewerentzs clear modes of expres-
sion: the same walls and the same
material reappear. The union of the
surfaces of the floor, walls and ceil-
ing stands out, together with the
relationships of light and depth. In
the part of the congregation, what
prevail are bricks, clinker. terracot-
ta. concrete and wood just as they
are, without dualities. These rooms
do not have the same coherent
structure as the church: here the
ceilings and the walls are in net
contrast. The brick walls seem to
have been retouched with modern
means for madern purposes. The
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differences lic in the meanings, the
atmosphere and the use. The build-
ing is rich in details and variants on
the theme. Without being too obvi-
ous, the clinker floors form new
designs, cheerful in the part for the
congregation and more serious in-
side the church. The concrete or
wooden structures of the ceilings
indicate 1 modern adaptation of the
requiretnents of support of the old
walls on the part of the church-
goers, The vaulted ceiling of the
church rests on metal flanges simi-
lar to the old wooden frameworks,
The church spreads out from the
heavy bottom to become a tall
space, again with a sense of absorp-
tion. One wall of the choir 1s n-
clined inwards. This 15 an allusion to
the mediaeval model in which such
an inclination represented Christ’s
head, tlted on the cross. The bench-
s have all been located in the nave
since the collapse of the southern
assle. Hence the central passage has
been displaced to the side.

There could be more of these ex-
amples, and their interpretations,
Anonymous and wichout preten-
i i 15 protected by the wood
and its custodians. It 15 not formal-
ly linked to the younger construc-
tions around it and has no ambi-
tons to stand out in an age of
“transitory” secularisation.

All that has been said about the
church at Bjorkhagen is valid for
the one at Klippan as well. In addi-
tion to more specific interpreta-
tions, we find the same register:
bricks, concrete, wall and simple
cubical forms, We recogmize the
calm, apparently modest tone. The
materials are the same.

And yet Klippan is another entity, a
different construction. Like two
twins growing up in different envi-
ronments, these constructions are
formed or deformed by rtheir sur-
roundings. A group of birch tees
(typical of central Sweden) gives
the church a different appearance
than it would have on the southern
plain of Sweden.

If we want to use a similar inter-
pretation to that of Bjorkhagen for
Klippan, then we get these impres-
sions: the low building hides from
the wind, pressing itself agamst the
ground. The ground becomes the
sloping floor of the church. Lewe-
rentz has found an ancient culture
to excavate in the ground of Sca-
nia. It 1s as if the church had been
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kept alive by this ancient base: the
roots of the church are in history.
The models, drawings and teports
indicate a persistent interest in the
elements of the architecture. Lewe-
rentz works with natural and obvi-
ous elements. He is the Carl Ryd-
berg of architecture. In the drawings
we find the unts, the colours, the
movements of the hand and an 1llu-
sory richness of light, air, drama and
completeness, In the architecture
these elements become elements of
construction, arranged 1n a natural
way and interpreted on the basis of
existential qualities. In Lewerentz,
the objective 1s the fundamental.

It would be easy to look at the ma-
terial, the construction and the
building alone. But this evident ob-
jeetivity would lead us to forget the
morphology of the architecture.

In his ordering of the principles of
architecture, Lewerentz does not
just use positive elements, the ob-
jects of archirecrure. He also uses
contrasts, “empty” elements, and
out of these he composes the ob-
jects, which are hollowed out of the
mass—the spaces! Structured air,
space and volume.

Obviously, we find the same ele-
ments with the same basic simplici-
ty on the outside. Perhaps these
characteristics are even stronger at
Klippan. The expression of the
building touches us immediately,
but the attentive observer will not
fail to notice the same elementary
srructure in the spaces as well. These
principles form a sort of “original
level”. From this point of view,
Lewerentz reminds us of Louis
Kahn, whose work scems to be im-
bued with the same balanced con-
temporaneity of space and object.
Look at the facades at Klippan.
Don't we find the same motf?
With a precise modelling, with the
clear-cut openimgs of the windows,
the facades circumscribe the space,
which at botrom is the purpose of
the construction iself. This is con-
veyed through the massive masonry
as well. The space and the object
find a balance and give the walls a
sense of transparency.

Let us o inside! The church’s isolat-
ed column supports, as if 1t were a
hand, the imposing brick vaults with
beams. This generates the low and
broad structure of the church, with
flexibility and clarity. The space and
the structure are balanced, in con-
tradistinction and 1 precision.

In the architecture of Louis Kahn
this contradistinetion contains a
note of theory and pedagogy. Kahn
wants to tell us something, wants to
be understood. He wants to teach,
Lewerentz has chosen silence over
words and profundity in execution.
Perhaps this is the reason he 1s 50
little known, in spite of the magnif-
icence of his architecture. That is
how it has been up to now, for
everything is there waiting for us...
(from Casabelin, no. 528, October
1986, pp. 42-51)

The Resurrection Chapel

Luis Moreno Mansilla

The first work by Sigurd Lewerentz
(1885—1973) barely escapes the si-
lence that hangs over those archi-
teers who, gified solely with an
acute sensibility, make no apparent
attempt to translate the fascination
of the modern.

And yet, while history, like Saturn,
devours its children, contemporary
critics are looking back and redis-
covering architects like Lewerentz,
in whom a hvely imagination is

combined with a rich heritage of

imaginaton and inspiration. This 1
a heritage whose roots lie in classi-
cal architecture and which consti-
tutes the basis of the nationalisms
from which they derive, as a final
resource, a fertile, though crincal,
relationship with the past, and with
contemporary thinking, It is from
this situation, in which the debate
between classicism, funcaonalism
and nationahsm unfolded at the be-
ginning of the century, that we ¢an
approach the intimacy of the Res-
urrection Chapel, not so much
with the pretence of uncovering its
more or less hidden intentions as
with the desire to draw attention to
the value of such a refined, com-
plex and enigmatic work.

The Resurrection Chapel, com-
pleted at the end of 1925, consti-
tures Lewerentzs best-documented
contribution to the cemetery to
the south of Stockholm, for which
he and Asplund had won the com-
petition years earlier, shortdy after
the latter’s return from a visit to
Italy.

Asphind had constructed the Wood-
land Chapel in 1920 and Lewerentz,
as had been agreed. was supposed
to draw up the design for the new
commission: a chapel situated close
to the way of the seven fountains,
in the south of the cemetery. The

vicissitudes of this commission are
recounted m great detail in Janne
Ahlin’s book Sigurd Lewereni=.
Arleitelet, published in Stockholm iy
1985, The first sketches of July
1921 convey the mmpression of a
chapel-passageway, implying an un-
usual conception of the rite. The
funcral procession was to enter
from one side of the chapel and
leave from the opposite side, with
the emphasis placed on the space
traversed rather than on the more
orthodox position of the altar. How-
ever, the idea appeared o far-
fetched to the archbishop of Stack-
holm and was rejected.

In April 1922, Lewerentz resumed
work on the project and the new
designs were approved at the be-
ginning of 1923, with a few reser-
vations on the part of the client
with regard to the heating and the
position of the chapel with respect
to the natural light. However, Lewe-
rentz did not accept these objec-
tions, thereby adding to his reputa-
tion as a man who was fairly difficult
to work with.

At the time the work was only
studied by a few architects, among
them Sven Markelius (who was
present at the chapels inaugura-
tion) and Nordenstrom. The latter
made a thorough study of the mea-
surements and proportions and
analysed the use of the Fibonace
series. According to Nordenstrom,
two different series were present,
on different bases (8 for the outside
and 7 for the inside), with absolute-
ly no connection berween them,
echoing the distinctuon berween Le
Corbusier’s blue and red series
which characterized the elusive
ambiguity of the French architect.
In the entrance doorways and the
portico, however, both series were
used in a subtle alcernation. In any
case, Lewerentz was irritated when
he found out that correspondences
had been pointed out which were
not part of his intentions.

On the other hand, the report on
the project, written by Lewerentz
himself, provides no clue that mighe
help in the interpreration of the
work, but confines itself to a brief
enumeration of the duration of the
work, its cost and the artists who
contributed to its realization.

A visit to the cemetery, on the out-
skirts of Stockholm, is a pleasant
and surprising experience, largely
as a result of the great semse of




peace that pervades the plice. In
Asplund’s chapel and crematorium
you do not get the bittersweet feel-
ings aroused by a visit to classical
ruins, perceived in terms of their
remoteness and uniqueness and
which runs the risk of turning into
a moment of pure contemplation.
What you feel here, on the con-
trary, is a sense of reverence for a
beauty that is still possible, that pro-
vokes a burst of admiration as well
as a responsible desire for analysis.
Even at the height of winter, sun-
shine contends with shade, through
the tall pines, tor the dominion of a
tranquil site, where the small tomb-
stones set up to commemorate the
death of a beloved companion are
sometimes flanked by folding chairs
of wood and iron.

As we walk along the paths, we
leave behind us the iron fountams
i the form of Roman basins,
which cancel out the centuries and
embrace the past, reducing life to a
single instant.

Approaching the chapel slowly, we
discaver an  enigmatic building,
against the backdrop of a tetrastyle
portico of classical appearance.
Arriving from the north, the sun,
which can stll be glimpsed behind
the chapel, casts a permanent shad-
ow on the asymmetrical, austere
and polished wall (Lewerentz’s col-
laborators suggested inserting a
console m the wall, but the archi-
tect rejected the idea forcefully,
provoking not just a fierce argu-
ment but also the scepticism of his
colleagues over his technical abili-
ties. In my view, this absence of or-
nament was more than justified for
reasons that will be analysed later).
Behind the portico, a set of blank
walls is faced with a copper surface
that has a green patina. This facing
appears to underline the inexorable
passing of time, in the sense that
matter has to metamorphose in or-
der to stay alive, just as inert copper
comes to life to acquire the parina
of eternity.

The path leads into an open space
and. entering the portico, we see
on the lefr, among the columns, a
fountain of cylindrical shape. the
fountain of life, perhaps a baptismal
font or the seventh well. Tt is water
that, in its perennial cycle, emerges
from the ground, turns into vapour
and returns obstinately to fall on
the earth as rain.

Let us now purt forward a hypothe-

sis of interpretation. The Resurrec-
tion Chapel represents an apparent-
ly simple 1conographic cycle: the
portice is an architecture of the past,
Jjust as at this moment life has passed,
but it is also relevant to the present,
as it has been resuscitated from clas-
siclsm: it announces the refuge of
the gods and the passing of that
threshold, and leads to a blank sall,
mute and sombre. In my opinion
this represents death, and the ineeri-
or of the chapel emibodies resurrec-
tion. The scheme is debatable but
not illogieal: life, death, resurrection.
Let us go back to the portico. The
floor is made up of a central part of
pale stone, slightly raised in the
middle, constructed out of Ingen-
berg marble. Consequently, in order
to enter the chapel, it is necessary
to go up a gentle slope and then
down agan. Clearly the intention is
to make rainwater drain outwards.
Yet it also appears to symbolize the
life cycle of ascent-descent, con-
cealed behind a functional alibi, or
vice versa, and this dual character is
a constant feature of the work,
which combines intensity and am-
biguity, capacity to suggest different
contents and to exclude them at
the same time from a univocal in-
terpretation. The outer columns
stand, on the contrary, on a some-
what less geometrical base of cob-
bles. This change of paving, from
flagstones to cobbled surface and
then to the gravel of the open
space, 15 a tragic reminder of the
progressive crumbling of life into
death. Everything disappears, re-
duced to dust.

And so we come to the wall, in
which the only thing that is visible
15 a heavy bronze door, opening
onto the outside. The resurrection
is not a door that opens easily and
therefore one that requires person-
al effort.

But here we come to our first sur-
prise: as we approach, we notice a
wedge of light separating the
chapel from the poruco. This gap,
tlmugh so small as to seem almost
incredible, is clearly visible in rthe
plan. And 1t can also be admitted
that the pediment at the rear con-
tains at least a hint of decoration,
which renders more explicit the
deliberately fragmentary quality
that has been so much talked about.
This rear pediment, which no one
has seen, symbolizes the other side
of life. Life 1s separate from death,

and death and resurrection appear
to be two sides of the same coin.
Between them, if we draw closer,
there is only the light of hope. But
we shall come back to this subject.
The chapel, blank and bare on
three sides, does not conceal, as
might be imagined, a dark room.
On the contrary, light floods the
room, entering through a large
window in the south front, oppo-
site the entrance and at the most
distant point. Mareover, the nave
in which we are standing has a dif-
ferent orientation, since the side,
east-west entrance, and the con-
gregation, gathered in solitude on
mournful black chairs, designed by
Lewerentz himself, face towards the
altar and, beyond 1t, the east, from
where the sun rises each morning.
Following an almost Egyptian ritu-
al, the mourners will go out from
another door, facing west, to bury
the deceased, at the point where
the sun dies only to be born again,
and then descend the slope towards
ENOrMOous pine trees,

The water that bathes the floor
constitutes a metaphor of the nat-
ural cycle of this clement and at
the same time is a refinement of the
crematorium project that Lewe-
rentz had drawn up with Stubelius
for Helsingborg in 1913, in which
a stream crossed the building or-
thogonally, entering tranquilly un-
der a vault over which Hades
presided, to emerge from the other
side in the form of a vigorous wa-
terfall, symbolizing the renewal of
life. The floor of grey marble mosa-
ic is not a perfect geometric plane,
but undulates gentdy in a manner
that recalls the exterior.

The roofing seems light and almost
airy, inasmuch as the walls draw
back in a obvious manner, apparent
m the plan, and the long but slen-
der root seems almost unsupported,
creating the impression that air cir-
culates between wall and roof, or
that the roof is raised above the
walls, letting through the air, or
perhaps the souls of the dead.
Thus a subtle iconographic cycle is
completed: the ancient classical
atrium and the roofing marked by
the passing of the years suggest the
continuous flow of time. At once
close by and far away stands the
dark wall, deach, announced by
the fountain of life, 1.e. eternity;
the chapel is flooded by an inner
light, unexpected and profound, in

which we identify with the eternal
return of the sun, dawn, sunset,
dl]\'\-’]'l.

But let us go beyond this and look
at the chapel again, from the view-
point of an almost exclusively ar-
chitectural debate over classicism
and functionalism. Now we are
faced by an enigma. Let us analyse
the plan and the longitudinal sec-
tion. The inner walls are adorned
with a double order of calumns in
relief, made out of stuceo, that runs
along all four walls in a manner that
is surprising to say the least. We no-
tice that the number of columns on
the south wall does not match the
number on the north one. In addi-
tion, the columns are not even set
opposite one another, but slightly
staggered. On the south wall they
pass bevond the large window and
their double order is interrupted as
we approach the central wall, to the
cast. Towards the north the double
thythm of the columns 18 main-
tained until it disappears abruptly,
in the vicinity of the wall with the
altar. The latter 1s decidedly sym-
metrical, in apparent contrast with
the irregularity that characterizes
the rest of the complex. Speaking
of a work like this, so refined and
inspired by the canons of the classi-
cal world, it is difficult to attribute
the lack of regularity to structural
shortcomings on the part of the ar-
chitect. | am more inclined to see it
as deliberate. But why?

Jannin speaks of an abstract subdivi-
sion, in which the pattern of geo-
metric relationships 1s what mat-
ters. Thus, on the altar wall, the sur-
face of the lower part forms a
square and that of the upper part a
rectangle placed horizontally, both
disposed according to the Fibonac-
ci series. If we look instead at the
areas bounded by the rows of
columns, we find a different, almost
opposite relationship, between the
vertical rectangle at the bottom and
the square above. The theme of dis-
placement is to some extent remi-
niscent of the subtle movements of
Villa Snellman, in which a compli-
cated handling of accumulative dis-
tortions, probably inspired by Ital-
ian vernacular architecture, takes on
a greater abstraction, transforming
its naturalness into a geometric
rule. As early as the twenties, this
was used with discretion by Petter-
son as a way of making the compo-
sition vibrate.
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[t 15 possible to put forward other,
more poetic hypotheses. It might
seem, in fact, that the succession of
the columns is mterrupted to allow
a more functional positioning of
the radiators, close to the door on
one side and to the window and
the officiant on the other. In this
connection, it should be pomted
out that there are two heating sys-
tems in the chapel: one consists of
the radiators, which Lewerentz de-
scribes as independent in his report;
the other is the under-floor heating
which served the architect as a jus-
tification for his choice of a thin
mosaic flooring, capable of trans-
mitting heat. Perhaps Lewerentz,
without showing it, put functional
needs before 3 more orthodox dis-
position of the columns, preferring
functionalism over classical rules.
Could this have been a prediction?
Putting aside for a moment the
symbolic interpretation advanced
up to now, let us place the work in
the cultural context of its time.
What do we observe? First of all, a
classical atrium, a linear and rigor-
ously syntactical piece of architec-
ture, respectful of the tradiion of a
certain logic of construction, and
moreover isolated. separated from
the chapel. Separate because the lat-
ter was designed on the basis of a
very different architectural concept,
which excludes any possible link or
continuity with the classical atrium,
We do not find ourselves, as in As-
plund’s chapel, in front of the con-
cept of Christian unity, which fiises
and separates body and soul into
loggia and dome. What we are faced
with is an attempt at synthesis, al-
ready classical in the Scandinavian
architecture of the period, between
the wall as vernacular architectural
element and the loggia as classical
reminiscence. An attempt, MOTEOVer,
to force a dialogue between a syntac-
tic architecture with echoes of an-
aent Greece and another, spatialist
one, filled with references to Rome
and decidedly modern.

So the architecture of the chapel is
one of walls, without decorations on
the outside and spatialist on the n-
side. although without renouncing
the ornament of the columns. Even
the abstraction is not homogeneous,
as it is in the portico. Let us go back
now to that decorated pediment at
the rear, as if there should be noth-
ing behind, while here there are
four distinct swvalls, Conscqucntky,
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the decoration is arranged freely,
without any syntactical presupposi-
tion on the mner fagades, in accor-
dance with the particular composi-
tion of each part. The walls become
independent of the structure repre-
sented and the latter is disposed
with a rather strained elasticity.
But it needs to be asked whether
this strucrure is figured, is really
decorative, or whether we are faced
instead with an anticipanon of the
open plan, n which L‘L'Jl'l‘lplt‘tel'lt_‘SS
and structure are about to be disso-
ciated? Nordenscrom explains: “The
columns are not in themselves ar-
chitectural structure”. Jannin, for
his part, sees in the chapel “an ex-
ternal space, in which the walls are
almost immaterial planes™.

Let ns return to the plan. Is it not
true that the walls withdraw as they
approach the roof and that they
therefore support almost nothing?
Does this not mean that they turn
into partitions of a certain thick-
ness? Is it not true that the pairs of
columns rest almost exclusively on
piers that are in the end notso false,
by means of architraves which, if it
were really just a masonry struc-
ture, would make no sense?

In our opinion Lewerentz, caught
up in a personal debate between
classicism and functionalism, de-
signed a complex work that in-
duces reflection, in which he
covertly sought to unite two quite
distinct approaches to architecture.
Thus the chapel became a polemic
and subtle dialogue, in which a mas-
terful work of classicism concealed
an exploration of modernity. What
we shall never know is whether this
work was dictated by an intention
that,in the key of an enigma, herald-
ed a then imminent future, or was
born instead out of regrer over an in-
evitable evolution.

These notes, which I dedicate to C.P., orig-
mated in Stockholm, following a conversa-
rion between myself, B Feduchi, A Soto, R.
Garcia de Pablos and L. Nufez.

(from Sigurd Lewrerentz, 18851975,
exhibition catalogue, Madrid 1987,
pp. 27-38)

Sigurd Lewerentz

Janne Ahlin

Lewerentz had a long life—some
ninety years and five months. to be
exact—and was one of the last sur-
viving members of that generation
of architects born in the 1880s who
had such an enormous influence on
the development of Modernism

during the 1930s. He was not in the
limelight the way Asplund was, and
only much later in life did he erjoy
the reputation and standing due to
him. Without Asplund’s quick intu-
itive facility, his rise within the pro-
fession was slow; but ulamately all
the characteristic features of his ge-
nius emerged. Lewerentz was the
eternal researcher. A continually ac-
tive worker, he got by on only a very
few hours of sleep: 1t was as it there
were a burning fire within him—a
fire that also forged and annealed
those who worked with him.

Ome of the founding fathers of early-
twentieth-century  architecture, he
was the very first in Sweden to have
close contacts with the recently-
established Deutscher Werkbund
in Germany (partly because in his
vouth he had served as an apprentice
with various 1mportant architects
within that movement), Lewerentz
made a hugely important contribu-
tion to the Classicism of the 1920s,
and his works for the 1930 Stock-
holm Exposidon deservedly at-
tracted great atcention. However, he
then chose the path of a “solitary
wanderer” and was “forgotten™—
partly, no doubt, due to the difficul-
ties encountered 1n the designs for
the Cemetery in the Wood and the
Malmé City Theatre. His reputa-
tion spread further afield only afier
his long work on proposals for the
restoration of the Uppsala Cathe-
dral. as a result of which architects
were more attentive to his work,
raising him to the dangerous posi-
rion of a sort of demugod. Later he
would design two churches that
made his name known world-wide.
Lewerentz worked on various types
of projects: from simple workers'
houses to public residences for aris-
tocrats; from factories to churches
and burial grounds; from offices to
the design of shop fitangs; from
furniture to urban planning and a
whole host of inventive objects
produced in his own factory.

He never held a teaching post.
Stones, not words, were the con-
stituents of his language.

Working Methods

Lewerentz’s sketches and finished
buildings reveal that all phases in
architectural creation are an act of
will; they demonstrate how insidi-
ous circumstances can be, underlin-
ing the contradictory role of the
external conditions within which

the architect must strive for, if not
clarity, at least coherence of com-
positton. The buildings preserve
traces of the work of creation heo
hind them—traces which reveal the
struggles that the architect must go
through before he can claim that a
building 1s finished. All of this is
very clearly legible in Lewerentz’s
late work. His style changed over
tine, and yet 1t is not stylistic dif~
ferences that are the most impor-
tant thing to note when studying
his creations. Even 1if there are re—
current themes within them, his
buildings are very difficult to imi-
tate, and impossible to re-create
elsewhere. Lewerentz had no fol-
lowers in the strict sense of the
word; his method of working made
such a thing very unlikely (whereas
more or less gifted admirers could
launch into imitations of the build-
ings of Alvar Aalto, Frank Lloyd
Wright and Mies van der Roohe).
Unlike certain radical architects,
Sigurd Lewerentz was never a vi-
sionary who aimed ta overthrow
the worlds existing order; in this
sense, one could even deny he was
a radical. However, his radicalism
lay elsewhere: in the surprising
ways in which he confronted the
very task of construction. His
method of working meant he did
not keep a large architectural stu-
dio; normally, he worked with only
a couple of assistants and a secre-
tary. He wanted rotal control over
the work process, and his assistants
were responsible solely for produc-
ing the fine copies of architectural
drawings, creating models and,
sometimes, carrying out on-site in-
spections. Lewerentz took all the
decisions himself and, withour a
word of explanation, would simply
present them to those working at
the drawing-boards (what explana-
rions he might give concerned
technical and practical problems).
In effect, the architect never put his
ideas or his aesthetics into words;
he communicated them 1 silence,
using energetically-sketched pencil
drawings or indications of a partic-
ular way in which materials should
be treated or employed.

Certainly, this does not mean that
he was indifferent to aesthetic con-
siderations. Throughout his hife he
was fascinated by the mathemartical
concept of the golden section, and
when at home would enthusiasti-
cally explain its characteristics to




his family, applying its proportions
to those of lus own buildings
(sometimes using Fibonacci num-
bers as his units of measure).
Symimetry was another thing that
tascinated him—or rather, the ways
in which he mighr work upon de-
viations from the synunetrical. His
drawings show how, through slight
shifts and deformations, he managed
to 1mbue the symmetrical with dy-
namic movement. He was all in
tavour of shifts away from the lines
laid dewn by the established gram-
mar of architecture, and sometimes
used planes resting on circles or
squares in order to set up tensions
within a closed space.

Another non-conventional element
—vperhaps the most important of all
—was the role played by the direct
study and observation of nature.
Lewerentz regularly went on ex-
cursions  around Skirgarden. the
archipelago on which Stockholm s
bult, and made a very detailed
study of the district around Utd,
The maoss, stones and waves of the
area could capture his attention for
hours and hours, and might then
reappear in the choice of a colour
or a design feature, in a building or
i an object of everyday use. This
study of nature was how he escaped
trom a, perhaps, oppressive work-
load: and it was not unknown for
Lewerentz to become so engrossed
that he would even forget the fam-
ily who were waiting for him.
Clearly, his intense mner life re-
quired continual stimuli; the archi-
tect simply could not tolerate being
inactive. And he felt happiest of all
when tackling a practical problem;
this was when he fele he was on sure
ground. On the contrary, he reacted
impatiently to the demands of a so-
cial life which left him feeling un-
sure of hunself. There was nothing
to be gained from such occasions,
which simply robbed him of pre-
cious worktime; when obliged to
participate in them, he did so silent-
ly and grimly. His happiest and most
profitable moments were the even-
ings and nights spent in solitude.
The telephone was off the hook;
there was no one to disturb him. no
one to look at what he was doing or
how he was doing it. Then he was
liberated from the embarrassment
he would have felt if people discav-
ered how nmch difficult labour and
exertion went into the creation of
a single drawing; if they had seen

how total the darkness before he
managed, step by step, to arrive at
clarity. It seemed that each and
every time, each and every question
had to be re-examined from basics
if he was to create a new, sharper
form. [t was as if he knew that by
searching long enough in the dark-
ness he would, in tme, break
through to the light. Sometimes he
would dedicate an  inordinate
length of time to the completion of
a simple job; indeed, simply starting
a job was difficult enough. The re-
sult was that the relations between
architect and client could become
very tense, and sometimes he might
even be sacked from a job, or have
to leave a project incomplete. And
thence, obviously, would arise argu-
ments about his fee.

Lewerentz made severe demands
not only on himself but also on his
chent and his assistants. He pro-
duced an incredible quandry of
drawings which he then left for the
latter, with orders that they were to
be copied out in fine using a sharp-
ened, hard-leaded pencil. To judge
the fruits of his nocturnal labours
more efficienty, he used to pin
them all up on the walls and then
go through them; there might be
Just the slightest difference between
one drawing and the next, but for
him each variation was relevant. An
outsider looking on mighc well
have taken the whole process to re-
veal indecision on the architect’
part.

Lewerentz always made the final
choice by himself—something
which distinguished him from nu-
merous other architects, who pre-
cisely at this moment of decision-
making might draw on outside
help. In his case, the one person he
was listening to was himself. But
once the decision had been taken. it
was held to like an absolute cruth,
upon which there could be no
COMPIOmse,

He might sit for ages simply con-
templating a nail, asking what use he
could put it to. It obviously wasn't
because he was incompetent but be-
cause he realised that if vou let
things take their time, the most sur-
prising answers can emerge to the
simplest of questions.

To his colleagues, Lewerentz—espe-
cially the older Lewerentz—ap-
peared a rather gauche figure, out of
touch with current trends and prac-
tises. The truth was, however, that he

turned his back on conventonal,
tried-and-trusted schema to make
way for fresh new ways of approach-
ing reality. And one is most sensitive
in these matters when the novelty
is still a mute form glimpsed m an
uncertain light—that 15, before the
troops of wordmongers have exerted
their systemartic discipline over the
new discovery. Lewerentz chose to
hold rather than give his own coun-
sel;and thus an aura of mystery grew
up around him.

Background and Early Years

Let us step back almost one hun-
dred years.

Lewerentz was born on 29 July
| 885—the same year as Gunnar As-
plund and a year after Oswald
Almaguvist, the colleague he held in
highest esteem. His father was joint
owner and manager of the Sandé
Glasbruk glassworks in Kramfors,
and the young boy would grow up
in an area where the glow of kilns
and the sparks of smithies often
played across the small island in the
middle of the River Angermaniilv.
After primary school, Lewerentz
enrolled at Sédra Laan Grammar
School 1n Stockholm, but broke
off his studies before taking his
baccalaurcate. He then attended the
Chalmers Tekniska Liroanstalt
Technical School, where he studied
machine technology (perhaps be-
cause his father had him in mind as
his successor at the glassworks).
However, Lewerentz soon changed
his course of studies and five years
later, in June 1908, took his final
exam in civil engineering. Previous
summers he had passed as an assis-
tant mechanic i his father’ glass-
works, but the summer of 1907 he
had spent working at the studio of
Bruno Méhring in Berlin, to
which he now returned for a
longer period of apprenticeship.
From there he would go on to Mu-
nich, at the time considered second
only to Paris as the arostic capital of
Europe, working first with Theodor
Fischer then with Richard Riemer-
schmid, both important figures in
the recently-established Deutscher
Werkbund. In Riemerschmids stu-
dio Lewerentz would work on draw-
ings for the housing in the famous
carden city of Hellerau near Dres-
den, He also undertook a long study
trip through Italy before returning to
Sweden a couple of years later.

At this point Lewerentz intended

continung his studies at the Archi-
tectural School of the Academy of
Fine Arts, bur then interrupted chem
almost immediately, joining with a
group of students who protested
against the excessive rraditionalism
of the Academy’s teaching methods;
they wanted more realistic courses
that reflected the everyday world
around them. The result was the
foundation of the Klara Skola,
which survived a year. The students
were there joined by some of the
most important architects of the day,
who offered their services as teach-
ers; one of these was Carl Wesamann,
with whom Lewerentz would then
work on Villa Hogberga in Lidingd,
the home of the writer Claes
Fihracus and one of the most im-
portant works of Narional Romanti-
cist architecture in Sweden.

In September 1911 Lewerentz lefi
Westmanns studio to set up on his
own with Torsten Stubelius, who
would turn out to be an invaluable
partner during these early years: he
was responsible for the clients
whilst Lewerentz worked at the
drawing-board. The partnership
between the two architects lasted
Jjust over five years, but resulted 1n a
wide variety of projects: designs for
housing for industrial workers
(rarely builr), and other industrial
designs for lighting systems, glass-
ware, furniture and upholstery. The
two architects showed great interest
in the design of burial grounds,
making particularly in-depth stud-
ies of cremation facilities.

The designs and model of the
Chapel at the Helingbord Crema-
torium were displayed at the Baltic
Exposition held in Malmé in 1914,
Even though the structure was nev-
er built, it is important beecause it
was the basis for the joint work of
Sigurd Lewerentz and Gunnar As-
plund on the competition designs
for the Cemetery in the Woods (the
Lewerentz designs served from the
main chapel on the raised part of
the site). This first victory in an in-
ternational architecrural compeni-
tion would lead to both men being
involved in a series of undertakings
that would ultmately occupy them
throughout their lives. After win-
ning the commission, the two
voung architects prepared an over-
all plan, in which the light, roman-
tic touch of the compeation pro-
posal gave way to a more energetic
articulation of the site. Existing
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gravel quarries were exploited to
create hollows, light-filled clearings
were made, deciduous trees were
planted so that the changing colours
of their leaves might underline the
changing of the seasons,

A large model was sent up on a trel-
lis table in Lewerentzs studio, and
the two architects circled round and
round it, immmersed in quiet discus-
sion. Up to this point they had
worked on the thing together; but
given that it was a very complex
project, it was only natural that they
should end up dividing the tasks be-
tween them. Thus Asplund designed
the first chapel, whilst Lewerentz
worked on the main entrance from
Sockenvigen and the link-up with
the existing cemetery of Sandsborg,
on the other side of the road. As-
plund’s second job was the service
facilities, whilst Lewerentz went on
to design the Resurrection Chapel.
Subsequently, he would work main-
ly on the landscaping—partly be-
cause he claimed that Asplund was-
n't very interested in the lay-out of
paths and in the composition of
man-made masses and  hollows
(what is more, this part of the com-
mission was relatively badly paid).
The two architects decided on a
joint design for the large chapel
called the Chapel of the Holy
Cross—and m autumn 1933 pre-
sented the Cemeteries Commission
with a finished proposal that con-
tained the core of all the future
work on the site: the lavout of the
landscape, the idea of the pairing of
atrium and  cella, and even the
sculptural group of the Resurrec-
tion. The drawings, in the Lewe-
rentz archives, are signed by both
men. Then, however, events took an
unpleasant turn: Lewerentz became
directly involved 1 the disputes
within the Commission and, after
some hesitation, Asplund continued
work on the project alone, The de-
cision led to a break between the
two men.

In 1916 Lewerentz, this time on his
own, had won another competition
to design a cemetery. On a gravelly
ridge in the open countryside of
Skine, in the eastern outskirts of
Malmé, he set about moulding the
landscape, which gradually ac-
quired a character that clearly re-
flected the influence of his frequent
trips to lealy. Visual images of the
Classical began to materialise in the
Swedish countryside.
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Years of Intense Work

Lewerentz's designs from 1920 on-
wards generally reveal a more pro-
grammatic approach. The free, al-
most nonchalant, use of pencil and
charcoal was replaced by more
meticulous techniques, with draw-
ings bemg produced in hand-mixed
India ink on carefully-chosen back-
grounds. Lewerentz was assisted here
by three highly-skilled draughtsmen:
Kurt and Artur von Schmaalense and
Gunnar Hoving. His source of in-
spiration was now Schinkel, whose
wonderful perspective  drawings
were studied in minute detail. The
influence of the German architect
is fairly clear in the proposals for
the Malmd theatre and concert hall
of the mid-1920s (the stage 15 prac-
tically a copy of that at the Berlin
Schauspielhaus).

In the 1930s Lewerentz would fur-
ther develop the abstract approach
of the previous decade, eschewing
decoration and gradually dropping
the amenities of classicism whilst
still maintaining the hrm incisive
penstroke of his drawings. He was
commissioned to build offices,
shops and industrial facilities; at the
same time he also worked in the
field of design, his IDESTA brand
patenting special door and window
parts in stainless steel. This later ac-
tivity started in 1929 thanks to the
collaboration with the engineer
Claes Kreuger, with whom Lewe-
rentz set up two compames: SL
Stockholm  Ljusreklam and AB
BLOKXK. The former produced illu-
minated signs (neon was then a nov-
elty) and display facilines; the latter,
an association of professionals from
rarious fields of the building indus-
try—from planning to actual con-
struction—aoffered a sort of “pack-
age bid” for an entire commission,
and worked mainly in the areas of
comumercial buildings, shop fittings
and various kinds of business signs.
However, few designs actually got
built, the Phillips building in Stock-
holm bemg the sole work of im-
portance produced during the
period of this collaboration. After a
few years, Lewerentz would buy out
his partners.

The 1930s were a period of mtense
work for the architect, with pro-
jects ranging from complex urban
planning and landscaping to furni-
ture, from graphics to various tech-
nical aspects of building and con-
struction. Each waking hour was

dedicated to work, and Lewerentz
literally burnt up his assistants.
However, this decade was also one
of disappointments. The bitterest of
all was that encountered with the
Woodland Cemetery project, but
then there were also the difficulties
with the project for the Malmé
City Theatre. The fact thar he was
Judged incapable of actually carry-
ing out the work—in spite of his
excellent study proposal and  his
victory in two stages of the design
COMpEtition—wis 4 Severe person-
al blow. However, with a certain
sense of sohdarity, he acceptt‘d the
proposal put forward by the Build-
ing Committee and agreed to work
on * An Architectural Study for the
City Theatre” together with David
Helldén and Erik Lallerstedt, who
had won the second prize.

Many other works in this period
did not get beyond the production
of designs on paper and blueprint,
A lot of this was due to Lewerentzs
intransigence over the problems
that might arise. He was obstinate
and in no way willing to change his
mind once he had made a decision:
However, in spite of all this, some
of his designs did make it beyond
the drawing-board. For the Mar-
maverken company i Séderhamm
he designed producton facilities
and workers” housing; with the
Skoghallsverken company he began
a collaboracion that would last a
good twenty-five years; for the
Stockholm Exposition he produced
various works: from illuminated
signs to the large mainmast; from
graphics and posters to display cab-
inets and upholstery; from boats to
furniture; fromt the Grona Caffe w
an apartment and small-scale work-
ers’ accommodation {exhibited at
the Housing Expositon). During
this period he alse won the State
Public Works compenton to build
the new headquarters of the Social
Security Administration, with a de-
sign that blended functionalism
with classicism. The offices and
warehouses for the Swedish branch
of Phillips, built around this tme,
were even more “functionalist”™ in
design,

Towards the middle of the 1930s
Lewerentz began to work with the
wholesalers Broderna Edstrand of
Malmo for the sale of [DESTA
window frames. For the Edstrand
family themselves he designed a
holiday home at Falsterbo—a com-

mission that gave lim the opportu-
nity to try out various theories and
ideas about the expressive forms
that could be used i construction
work. Here, he abandoned the ab-
stractions of the drawing-board and
worked directly to mould the
house-1n-progress, visually coni-
posing the materials at his disposal
to establish the rhythm of the con-
struction. Brickwork surfaces and
the play in the fiting-together of
components became essentially im-
portant. Steel girders were left bare:
welding and bolts were no longer
hidden; he also experimented with
new types of door and window
frame. The result was a sort of
striptease—a “neo-brutalist” con-
struction avani la lentre. Lewerentz
had found his way forward. This is
clear, for example, in the designs of
the twin chapels for the Eastern
Cemetery in Malmo, where the ar-
chitect makes full show of his rich
knowledge of building techniques,
Each detail is handled with precise
care; the granite stones in front of
the entranceway; the woodwork 1n
the ceiling of the atrium; the sheets
of copper and marble; the window
fittings, the quality of the plaster-
work; the influx of daylight.

The Factory Period

After the war, Lewerentz concen-
trated on the manufacture of prod-
ucts he had designed himself. He
had bought an old factory at Eskil-
stuna—moving there mn 1943—and
there set up a top-floor apartment
for himself and his wife Etty and a
“workshop”, as he preferred to call
it, which employed a total of thirty
men. Now, finally, the menculous ar-
chitect could exert complete control
over the production process.

Even during this “factory period”,
hDWg‘.\."tjr‘ I-_‘L_‘\.\"GrCII[Z \«\-"Ofkcd 011 an
architectural project that was des-
tined to last for years: the restora-
tion of the Uppsala cathedral. The
project began with a design pur-
chased in a public competition and
an outright victory n the competi-
tion which followed. Based on the
original layout of the fourteenth-
century Helge Zetterwall cathe-
dral, his proposal was greatly ad-
mired by his fellow architects. The
building by this stage had a number
of technical problems: the water
drainage system, for example, was
so complicated that it had led to
damage of the walls and decora-
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tions. Lewerentz resolved these
problems 1 a very convincing way:
modifying the layout of the roof, he
created simple and well-articulated
drainage channels. He also remaoved
masses of brickwork from the
western side of the church, thus
re-emphasising its Gothic charac-
ter. The proposal, however, was
blocked by the church authorities,
who said they did not want a
“drain-church”.

Things having ground to an m-
passe, here—as in other cases—the
matter had o be resolved by an en-
quiry. In the end, Peter Celsing, af-
ter being put under great pressure
by the head of the Institute of Pub-
lic Works, Gunnar Wejke, agreed to
take on the work, but only on con-
dition that he could work in collab-
oration with Lewerentz.

The enguiry eventually produced
four alternative and one mam pro-
pnsnl, but none of them was ac-
cepted. The discussion that ensued
were really only so much window
dressing, and the entire question
was ultimately shelved. Celsing/
Lewerentz had carried out their
task; and nothing more was said
about the possibility of continuing
with the work.

Grand Finale

At the age of seventy Lewerentz
was still working full-time. He was
invited to enter the competition for
designs for a church and presbytery
in Bjérkhagen, which he won; the
resulting buildings made his name
known well beyond the linuted
circle of architects. The designs
marked a return ro the Helsingborg
brickwork of his youth, with no
regular system of bricklaying. The
bricks scemed to “swim” freely in
the surrounding mortar—resultung
in a visual image that echoed the
dark marks on the white bark on
the surrounding birch trees.

Off his own bat, Lewerentz then
presented a controversial proposal
for a remodelling of the Helgaand-
sholmen and Normalmstorg; his
aim being less to provide the facilities
required by the new single-chamber
Parliament than to provide a sharp-
er image for the area. His idea
seemed to be that, architecturally,
the Royal Palace would achieve full
significance only if the surrounding
buildings were reduced in scale and
modified 1 appearance.
Lewerentz’s last works show a fur-

ther simplification in approach,
with the adoption of a leaner lan-
guage that verges on the poetic,
The Church of St Peter’s in Klippan
was written in cement, Helsingborg
brick, Hogands clinker, Toreboda
wood, stainless steel and sound-
proof glass. Lewerentz used the
light to weave together these mate-
rials, claiming to have drawn his in-
spiration from the brickwork archi-
tecture of Ancient Persia,

Yet whilst the Khppan church
marked the “grand finale” of his ca-
reer, there was a da cape in the late
1960s  with the two cement
Chapels and Flower Kiosk in
Malm@’s Eastern Cemetery (unfor-
tunately the kiosk was later ruined
by an amateurish extension).

By this stage Lewerentz was eighty-
tive years old; and wich the passage
of time work took ever longer to
complete. However, the eternal
competitor, he did manage to take
part in the compettion for the
church of Vixgo; his designs being
one of those purchased. He also de-
signed vartous chairs i laminated
woad and steel tubing (paving par-
ticular atcention to the design of
the backrests), During the autumn
of 1975 Lewerentz's strength grad-
ually began to fail him, and he died
on 29 December of that year.
(from J. Ablin, Lewerentz, exhibition
catalogue, Milan 1987, pp. 6-15).

Skogskyrkogarden

Fredric Bedoire

It was clear from the very begin-
ning—that 1s, from the ume of the
First World War—rthat the Skogs-
kyrkgarden Cemetery to the south
of Stockholm would turn out a
masterpiece. And this recognition
—and ambition—would make it-
self fele in the further work carried
out there in the period between the
two world wars. The artstic value
of the site has been confirmed by
whole generations of architects
from all over the world, for whom
the cemetery has become a verita-
ble place of pilgrimage. Today,
Skogskyrkogirden is recognised as
one of the most important parts of
the country’s artistic heritage—to-
gether with Drotmingholm Castle, it
has been included in the UNESCO
list of monuments to be preserved in
the event of war.

Much has been written and said
about the symbolic significance and
artistic value of Skogskyrkogarden;

but, like all other masterpieces, it
continues to mvite analysis and de-
SCripLon.

The central question tackled by all
cemetery design is how to give
form to that moment of passage
from life to death. Here, the archi-
tects have managed to create a ce-
lestal landscape, where aunosphere,
beauty and a sense of the cternal lift
us beyond the immanent. There is a
beauty here that speaks to one and
all of us; a perfect harmony 15 estab-
lished between the discrete forms
and details of the buildings and the
natural landscape in which they are
set. The architecture presupposes
the participation of humankind,
providing pathways through the
woodlands for processions, plus pme
copses, open spaces and chapels for
prayer and contemplation. The very
beauty of the place was envisaged as
something that could serve to atten-
nate the harshness of human sorrow.
The question that automatcally
arises to mind is what it i1s precisely
that enables Skogskyrkogirden to
develop those features that have
made it famous throughout the
world. What were the situational,
cultural, political or economic par-
ncularities that contributed to its
success? What were the auns and
inspirations of the architects who
created it? What role did the idea of
death play in their project? And
what role was played by aesthetic
considerations?

One should point out that, from
the very beginning of the twentieth
century, questions relating to grave-
vards and cemeteries were—at least
as far as Stockholm was concerned
—seen as being the province of a
local government department, a
special “Cemeteries Commission™
whose statute envisaged the pres-
cnce of an architect. Throughout
the mineteenth century, the city’s
growing need for burial space was
met by the Noora Cemetery at
Solna; but towards the end of the
century, its role was taken over by
Sandsborgskyrkogirden in Enskede.
[n 1911, the Cemeteries Commis-
sion noted the shortage of burial
space in the areas to the north of
Stockholm, envisaging that the
city’s furture burial needs would
necessarily require the expansion of
Sandshorgskvrkogarden, At the
time, the Stockholm City Council
had already acquired a sizeable area
of building land at Enskede, which

was earmarked for the construction
of a slaughterhouse and privace
housimg, Within this zone it was de-
cided to allocate 75 hectares for the
expansion of the cemetery.

In 1912 a first study plan for che
new cemetery was drawn up, even
if there was no detailed research of
the terrain (a gravelly ridge with
sandy areas and tall vegetadon).
With the further assistance of the
City Building Office and the Parks
and Gardens Department, the pro-
ject might swiftly have been put
into effect—if, that is, people had
been satisfied with simply follow-
myg the tried-and-trusted proce-
dures. Had that happened, the resule
would simply have been a larger
version of the already existing
Sandsborgskyrkogirden.

During the nineteenth century,
nearly all cemeteries had been
modelled on a standard schema,
with slight rare concessions to
changing rtastes, However, now a
different approach was adopted,
due largely to a revision of existing
canons of beauty and the mfluence
of such artistic talents as Ellen Key
and Ragnar Ostberg,.

Ellen Key championed a creed of
“beauty above all else” and claimed
that harmony of form could instil
joy and happiness. Ragnar Ostberg
was at the time working on the
building of the City Hall, a desien
that reflected the architectural
ideals of the day. In urban architec-
ture the gridwork layour of rhe
nineteenth century was being re-
placed by something else: as the
little~known contemporary Lark-
staden pointed our: aesthetic con-
siderations were sometimes 1more
important than cconomic. One can
see a new approach in the design of
cemeteries emerging when, on
New Years Day 1913, the seventy-
year-old architect Dahl was re-
placed by the distinguished young
architect Gustaf Wickman, himself
a member of the city authorities
and head of the modern slaughter-
house at Enskede (as well as of the
hospitals of Soderby and Kangbro).
As a member of the Building
Commuttee, he helped Ostberg in
producing his architectural master-
piece by making available funds on
a scale enjoyed by no other con-
struction company. We cannot be
absolutely sure thac the arrival of
this new architect was the decisive
factor in the change of approach in
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cemetery design, but we do know
that in February 1913 he had al-
ready called a competition of “ar-
chitects and gardeners™ in order to
achieve “burial places that were
more satisfactory from the aesthetic
point of view”. The city authorities
were not used to secing this impor-
tance given to the construction of
public buildings. and objected that
council gardeners and the City
Building Office were already suffi-
cient to the task. After further
shilly-shallying, funds were made
available for a competition open to
architects from Sweden and abroad.
Such competitions have never been
a means to achieve great aesthetic
results—at least, not in the cyes of
those for whom the artistic quality
of their own work is of great im-
portance. The Cemeteries Com-
mission, however, took this compe-
titton as a starting-point from
which to exert pressure on the city
authorities—emphasising  that the
creation of the new cemetery was
an economic and cultural—as well
as aesthetic—matter. In the wvears
before this date, the question of
cemeteries had been a ropic of dis-
cussion not only amongst those
who belonged to the new-born
movement for the promotion of
cremation, bur also among a wide
variety of architects, who had taken
part in numerous competiions {for
example, n such German cities as
Berlin, Bremen and Mainz). The
main problem was that of finding a
solution to the difficulties posed by
the fact that cremation lay outside
the usual cvcle of death and decay
(the voung Lewerentz, for example,
had been attracted by a project for
a crematorium that was exhibited
at the 1914 Baltie Exposition). In
the end, because of the number of
such projects in Germany, the
Cemeteries Commission decided
to call an mternational competition
that would be judged by a German
who was an expert in the field. The
result was the very first internation-
al architectural competition held in
Sweden.

The Jury was to comprise a Ger-
man Cemetery Director from Stet-
tin, the architect Wickman of the
City’s Cemeteries Commiission, the
well-known expert of public parks,
Raudolf Abelin, and two other fig-
ures chosen from the National As-
soclation of Architects: Lars Isvael
Wahlman and Ragnar Ostberg.
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When the competition was first
called the First World War had just
broken out, and vet a total of sixty-
three projects were received (many
of them from German architects).
The Jury agreed in assigning the
First Prize to a design that was not
only simple but also took most ad-
vantage of the natral woodland
setting. And thus the prize went to
two of the most gifted architects
in Swedish history: Asplund and
Lewerentz,

It is clear thar the dark days of im-
pending war had had some mflu-
ence on the way the architects
tackled the main theme of the
competition: how to give form to
our encounter with death. How-
ever, another important factor was
a renewed religious sensibiliry thar
had made itself felt in the country
as a whole.

The two architeets set about their
task with great commitment and
sense of responsibility. In a detailed
report on the realisation of the
work—dated 1917—ic is clear that
both architects aimed to extend the
area concerned well beyond the
walls enclosing the new cemetery;
they envisaged that a perimeter
some thirty metres wide should be
left unbuile (evcn thmlgh that land
was part of a site earmarked for
housing).

The two young man had consid-
ered every single detail of what
should be done with Sands-
borgskyrkogirden; careful tests and
site checks were carried out; noth-
ing was left to chance. At the same
time, the architects drew up de-
tatled sketches of the private
chapels that would be included in
the cemetery In 1921, at the conge-
cration of the first chapel—The
Woodland Chapel—Asplund and
Lewerentz were commissioned to
design an even bigger chapel in the
southern part of the cemetery: this
new structure, built to designs by
Lewerentz in 1925, was the Chapel
of the Resurrection. A comparison
between the two buildings immedi-
ately reveals the difference between
them, with the more bucolic poetics
of the former giving way to a more
idealistic and monumental ap-
proach.

The Cemeteries Commission im-
mediately called highly-qualified
experts to evaluate the work of the
two architects: these included pro-
fessors Erik Lallerstedt and Sigurd

Curman from the Stockholm Arc
Schoal, and Gustat Wickman (whose
place was taken in 1916 by Lars Is-
rael Wahlman).

The chapel was relatively small in
size, and the most mteresting part
was the entrance, incorporated nto
the enclosure of the cemetery.
Lewerentz alone had been respon-
sible for this design.

The architects had managed to cre-
ate great continuity in the develop-
ment of the cemetery and were at
this point ready to carry out the
work on the large main chapel of
the Crematorium.

A City Council ruling of 1927
recognised the growing popularity
of cremation and the need for a
crematorium to the south of Stock-
holm; but its sole consequence was
the construction of a provisional
facility in the Sandsborg Chapel.
In 1930, however, Asplund and
Lewerentz submitted their project
for a large chapel, characterised by
a spare functionalism that was in
deliberate contrast with the gentle
landscape of the site. It seems that
the Commission was rather critical
of the plan, having hoped for some-
thing closer to traditional, classicist
canons. The discussion when on
into 1931, when the functionalist
Sven Markelius resigned as Consul-
tant Architect to the Commission;
and three years later, in 1934, when
the building should have already
been completed, the Committee
found a way of rejecting it rtorally
and calling another competition.
However, this decision was, i its
turn, rejected by the City Council
under Yngve Larsson, who in 1935
officially commissioned Asplund to
carry out the work., Konrad
Flmeus, an architeer who had been
a member of the Cemeteries
Commussion since 1920, objected
strongly to this, asking in vain for
Asplund and Lewerentz to “work
out a design together”. The result-
ing cultural and political bagarre
could well have caused the total
failure of the entire project. It was
not only a conflict between council
departments and city officals, but
an aesthetic dispute: funcoonalism
had already given rise to heated
debate within the Council Works
Department, where Asplund {assist-
ed by Lewerentz himself) had
worked as head architect; one of the
most determined opponents of the
movement was Ragnar Ostberg,

In effect, the three experts called o
evaluate the project in 1931—Lars
Israel Wahlman, Ragnar (Ié)stbt‘rg and
Sigurd Curman (Director General
of the Herirage Ministry)—were gl
opponents of Functionalism. The
latter two were, In fact, at tme
working on a project that was very
far from embodying functionalist
tenets: the Sjohistorika Museet
[Marine History Museum]. By ex-
cluding Lewerentz, who was more
severely “tainted” with that ap-
proach,Yngve Larsson clearly hoped
that things would develop along less
functionalist lines. In effect, it was
during this period that Gunnar As-
plund was working towards a less
extreme, more traditionalist, archi-
tectural language, and Larsson left
i carte blanche with regard to the
project. At which point, the Ceme-
teries Commission too had its say
on architectural matters.

It was now clear that the outcome
of the work on Skogskyrkogirden
would be something truly extraor-
dinary, and pressure built up for
things to get underway. And in
1935 Wahlman, Ostberg and Cur-
man were fulsome in their praise
when called upon o evaluate As-
plund’s final design for the main
chapel: “An extraordinary con-
struction, part of a remarkable and
excellent design project which over
the years has developed to embrace
the whole of Skogskyrkogirden;
the principal part of which 1s the
graceful building that the visitor
encounters immediately upon pass-
mg through the mun entrance.”
One minor point that now exer-
cised a large group of figures from
the world of the arts was where,
within the project, one could find a
worthy site for John Lundgvist’
sculpture Resurrection, a work which
had excited great interest when
shown at the Stockholm Exposi-
tion, the same year in which the
Fine Arts Commirttee proposed its
final location should be within
Skogskyrkogirden. Asplund and
Lewerentz had already envisaged
their own sculptural group, arising
from the base of a tll obelisk
placed opposite the entrance to the
cemetery. Evcl'ltnan}-'. in 1935, the
Lunquist group was set up where
Asplund suggested: in the open air
near the large chapel.

In November of that year forty-five
influential figures from the world of
the arts presented the Ciry Council




with criticism  that concerned
purely technical aspects of the pro-
Ject {given that, under Yngve Lars-
son, the Cemeterics Commission
had mainly concerned itself with
aesthetic considerations). The prin-
cipal technical problems arose from
the creation of the crematorium
itself, When work started on the
Chapfc] building i 1934, the Com-
mission sent a delegation through-
out Europe to study existing cre-
matorza; and those in Prague,
Basel. Hanover and Hamburg were
eventually raken as models.

By spring 1930 work at Skogs-
kyrkogirden was so far advanced
that it was decided to complete it as
planned, with Yngve Larsson hav-
ing to defend the continually
mounting costs (amongst the nu-
merous criticisimg made were those
regarding the need for such a large
and costly chapel).

By spring 1936 the question had
come Dbefore the courts, where
Larsson did manage to defend the
ambitious project and the high
costs it involved, The critics of the
project argued that the funerals
could sull have been held in the
city’s churches, thus obviating the
need for such imposing and ex-
pensive chapels. Obviously this
question did not affect the more
affluent classes in the city (because
they continued to have their own
burial spaces within churches); but
think, for example, of the funeral
of a workingman: he was the rep-
resentative of the entire workforce
of a factory, and so¢ his funeral
might attract large numbers of
mourners. Hence the need for
large chapels (Larsson was, in fact,
strongly opposed to the construc-
tion of those rather mean chapels
in city’s northern cemetery), This
was the point of view upheld by
the city council.

The following year new funds were
allocated for a competition for the
decoration of the interior of the
chapels. The result was that the ar-
chitectural achievement of the con-
structions themselves was worthily
enhanced by such important mas-
terpieces as Sven Frixon’s frescoes
in the Holy Cross Chapel and Orte
Skald’s mosaies in the Hope Chapel.
At the official inauguration in 1940,
Yngve Larsson could declare his sat-
isfaction that “these great and glori-
ous expressions of art speak to the
afflicted with a language of beauty

and peace that transcends our nor-
mal understanding”.

It is hikely that the man himself was
slightly embarrassed at having ex-
cluded Lewerentz from the final
phases of the project. In fact, in his
book on his own experiences with
the scheme he omits all reference
to the building commissioned from
Lewerentz (even if it is artisacally
the most significant and complete
of the whole project).

Work on Skogskyrkogirden began
during the First World War and
ended with the completion of the
main chapel during the Second.
Contemporary with the advent of
universal suffrage in Sweden, the
cemetery dates from a period when
the country was going through a
period of important democratic re-
newal. For all the economic erises
and controversies that dogged its
creation, the project is undoubtedly
Swedish  architecture’s  highest
achievement of the inter-war years.
The most distincave characteristic
of the entire cemetery is the equal
care shown in handling both whole
and individual details. Nothing was
left to chance; each and every as-
pect of the project was worked on
with the same loving care and at-
tention.

(from Arkirekiur, no. 4, May 1990),
pp- 3441

Revealing Details

Lewerentz at Klippan

Peter Blundell Jones

The wall is rough brick, very rough
with unusually wide joints. The
pointing is not raked or trowelled as
usual but “bagged off”, crudely
wiped with an old sack, causing the
bricks to be smeared. From time to
time this texture is ielieved by anoth-
€r in acute CONLASt a pure semi-
reflective plane of glass with a perfect
silver edge, evidently applied to the
ourside of the wall. s delicate form
is held in position by the crudest
means: a bracket in each corner se-
cured with rwo screws. This 15 a win-
dow in the St Peter’s Church by Sig-
urd Lewerentz at Klippan, Sweden,
of 196366, Tt is a favourite with
architects, for once seen it is never
forgoteen; but it is only imitated by
the brave.

First a brick hole is formed, a pure
rectangular void surrounded by a
pure brick edge. A thick layer of
mastic 1s then applied to the outside
face of the hole, and a sealed

doubleglazing unit a few centime-
tres larger 1s pressed mnto place, the
brackets screwed on to retain it
From inside there seems hardly a
window at all, for the glass remains
invisible and  frameless, simply a
brick hole in a thick brick wall. On
the outside the precision and
fragility of the glass contrast
poignantly with the brutality of the
brickwork, It is of course a fixed
window, ventilation being suppled
by ather means,

St Peter’s was Lewerentz’s last major
work, begun when he was seventy-
eight years old. Its architectural lan-
cuage was a development of that
cmployed at the slighdy earlier
church of St Mark at Bjérkhagen
near Stockholm. Here too were
rough brickwork, vaults. and much
expressed construction; however at
Klippan the language is more re-
fined and more austere. Lewerentz
spent a lot of time on site develop-
ing the details, and 1t is in the details
that the building lives most pro-
foundly. The crudeness, almost
clumsy or ugly in places, one knows
to be deliberate. It is an old man’
building, and the weight of a life-
time’ experience s somehow en-
capsulated, bur in some ways this is
more by renunciation that by quota-
tion. In 1926, at the age of forty-
one, Lewerentz had produced his
Chapel of the Resurrection, one of
the most powertul and sophisticated
Neo-Classical monuments of the
century. Yet at Klippan there are no
orders, no clear axial progressions,
little symmetry, and little in the way
of an evident proportioning system.'
Later, in middle age, Lewerentz al-
most stopped designing buildings
altogether, turning his attention in-
stead to details, to the door and
window-frames produced by the
IDESTA factory which he set up
and owned.” Yet the famous win-
dows at Klippan have no frame
whatsoever: indeed they use some
of the most advanced technology of
their time—sealed units and mas-
tic—just to avoid having one. [t was
perhaps typical of Lewerentz that in
the age of Brutalism he produced
what now seems the last word in
that manner, but it was also in some
sense a return to, and reinterpreta-
tion of, the wadition to which he
had been exposed m his youth—
National Romanticism, Sweden
Arts and Crafts Movement.* The
sophistication of classical form and

surface was rejected in favour of a
poctry of construction.

The Church aind Its Serring

St Peter’ stands just east of the cen-
wal area in the litde town of Klip-
pan, between 1 pair of converging
roads leading out to the suburbs. Be-
yond it is a park, and the site initial-
ly suggested was nearer the middle
of this, further to the east. However
Lewerentz chose to anchor the
church against the northern road
from which it is approached. turning
the area to the west—i.c. between it
and the road junction, and facing
the rown—into a garden. The gar-
den is the principal outdoor room
of the complex, celebrating the west
and prineipal facade of the church,
that with the largest—and most cer-
emonial—doors, from which cou-
ples emerge together for the first
time after being married. The space
boasts the only piece of added sculp-
ture, and also a large bricklined
pool—a stll nordic lake for reflec-
non and reflectiveness, rather than
the cooling tountam of the south.
The church s correctly orientated,
so the altar stands opposite the west
doars. It is square in shape, suggest-
mg a more mtimate ritual in the
tradition of crommstantes (standing
in a crcle) in place of the more
usual linear progression. This marks
an attempt o return to origins: to
the early Christianity of secret
meetings in the catacombs. [t s the
religious equivalent of the search
tor the essential and primitive
which runs so poignantly through
the architecture. The church is en-
tered via a side chapel off a tiny al-
leyway to the north, deliberately
intimate and informal, for people
arrive for religious observance one
by one: it 1s only at the end of the
service that. united by the experi-
ence, they progress out together
through the west doors. The bells
are placed to one side of this alley-
way above the sacristy, so one is
summoned by their music directly
to the point of entry.

Behind the church to south and
cast 15 a lower L-shaped block of
parish offices and meeting rooms,
placed ro miake a larger square mn
plan with the church, on the same
diagonal. This element is separated
from the church by another out-
door room, a narrow street-like
space onto which doors of the
vartous facilities open, and which is
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closed at night by iron gates. Ac the
north end, where it gives onto the
main road, the entry to this street 15
partly screened by a skewed free-
standing wall. The outer fagades to
the landscape on south and east are
the most subdued and informal,
but they also beast the largest
windows—belonging to meeting
rooms—and also the most domestic
clement—the expressed fireplace and
chimney of the social hall. The or-
ganisation of the complex 1s clearly
hicrarchical, focusing appropriately
on the central church,

Sacredness of Vanlts

Vaults have long been associated
with religious architecture, They are
essential not only to the Gothic, but
also to Roomanesque and Byzantine
building, and to Mosques. They
make a skyscape (we also speak of
“the heavenly vault”), they confer
some order and rhythm on the plan,
and they demonstrate inspiringly
how the hardest and heaviest mate-
rials can be persuaded to dely grav-
ity. Their use in the second half of
the twentieth century is unusual
and could seem archaic, were they
not reinterpreted in a wholly mod-
SN IManner. LL‘\\"L’I‘CIItZ LSS brick
vaults, but what he does with them
is only possible with the strength of
iron, for they are layed between
rolled steel joists. They are ex-
pressed externally by following
their form directly with a copper
skin, unlike the secondary roof of
Gothic churches—another instance
of the desire to return to essentials.
The church vaulting runs towards
the altar, so it is seen externally on
the most important west and cast
ends. It rises towards the centre,
both to provide a climax and to
drain the rainwater to the sides,
while it is lifted above the support-
ing scructure by a series of minimal
steel posts. This gives the impres-
sion that the wvaults are floatdng
above, rather than loading, the sup-
pﬂ]'tiﬂg structure. But they are in
fact held up on a pair of great trans-
verse beams carried on a cross-
shaped central column. That this
element has a more than purely
structural, utilitarian, profane role, is
underlined by it being asymmetri-
cal when structural logic would
demand symmetry. The shorter arm
runs, as one might expect, in the di-
rection of the altar. But though
clearly symbolic, it remains T-
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shaped, without the upper arm ofa
true cross: for its meaning 1s evident
enough, and must not be over-
stressed. The steelwork is not paint-
ed but left raw and rusty, ageing,
and therefore a symbol of suffering.
The welded joints, as throughout
the building, are left unground, so
the welder’s work appears in all its
naked simpliciry.

The vault idea was first tried at St
Mark’s Bjorkhagen (1960), where
vaults were used for all parts of the
complex. At St Perer’s they oceur
more hierarchically: just for the
church, side chapel, and the council
chamber at the corner of the L-
shaped block. Only the church
vaults are visible externally, other
parts of the complex having more
profane low-pitched copper-cov-
ered timber roofs. And while roof
edges of vaults are finished as flush
as possible, the profane buildings
have overhanging eaves which pro-
Jject, displaying their timber struc-
ture and the way it is strapped o
the walls. These roof projections are
obligue in several places, exaggerat-
ing the need to bring the rainwater
to an outlet at the lowest paint, but
also providing additional protection
over doors. The general effect 15 a
lively profile quite unexpected
from the orthodox looking plan.

Crazy Brickwork

Brick 18 used everywhere at St Peters,
a rough dark brick, between hrown
and purple in colour. In the church
it forms the walls, the vaulted roof,
the altar and pulpit, and of course
the floor. This is broken only by the
baptismal trough, a primeval slot, a
water-filled fissure in a cave, the
edge of which swells up mysterious-
lv. The effect of all this brick 1s dark
and hard and earthy; it generates a
space which is almost invisible until
one’s eyes adapt to the gloom, echo-
ing with the drip of water from the
tropical shell used as a font. On the
outside there is much play with
different bonding patterns in the
brickwork, most notably at the end
of the street-like space to the east of
the church, where alternating verti-
cal and horizontal coursing suggests
a huge chequetboard, reminding
one also of the decorative games
played with brick infill on old tim-
ber-framed houses.

Lewerentz seems to have imposed
one unorthodox rule at the start: a
brick should never be cut. This 1s

not in the interests of time-saving
and modular construcrion, indeed
it is alimost an 1ronic comment on
that idea—made at a time when it
was in force, For Lewerentz does so
many difficult irregular things with
his bricks that his rule clearly cre-
ates more problems than it solves.
So why? s it out of respect for the
brick and what it “wants to be”, as
Louis Kahn put it? Or is to create
a discipline of construction which
will inform the design—an aesthet-
ic derived from and founded in
technique? Perhaps both.

To avoid cutting bricks there are
sometimes enormous joints, At the
edges of sloping roofs for example,
are triangular wedges of mortar as
deep as a brick, and this was only
achieved by bulking out the mortar
with ground slate. The effect is
crude and messy, almast shockingly
so in places, and carried through
with utter ruthlessness. Internally,
floor tiles are subject to the same
discipline, and all irregularities are
taken up within the pattern in
which they are laid, producing
some unusual arrangements.

Joinery

We began with the windows. The
doors too, with notable exceptions,
are applied to the front of a brick
hole, bolted on and sealed with
mastic. The exceptions are the most
sacred, most hierarchically impor-
tant doors. One is the main en-
trance down the little side alley, the
only door in the entire complex to
be placed at the back of its brick
hole rather than on the face. Also
exceptional are the two doors of
the west front, which are placed
flush in their fagade rather than onto
its face. The larger double door is
also taller in keeping with its status.
It would be all too easy. by concen-
trating on taditions and crafts, to
produce an olde worlde and senti-
mental image. Lewerentz avoids this
completely by reinterpreting an-
cient techniques, and also combin-
ing them with the latest technolo-
gv. The doors and their frames are
made of laminated timber, with the
glued joints visible. Externally they
are lefi as sawn, with the slight
ridges produced when the strips of
wood did not quite lie flat mn the
glueing clamp, but internally they
are sanded off to give a smooth sur-
face. This slight difference of texture
is the only concession to the in-

crease 1n civilisation between the
front and rear faces of the door,' for
both are finished in the same dark
stain. The construction of the doors
is stated in a somewhat minimal
way, for though they are essentially
formed of frame and panel ele-
ments, the panel is flush and con-
tinuous with the side pieces of the
frame, with only a simple groove
and change in direction of grain re-
vealing the joints with the top and
bottom of the frame. Running ver-
tically down the centre of cach
door 15 an expansion slot berween
the twao sides of the panel, produc-
ing a clear vertical stripe.

Expressed Constrsction —

or Something Moie?

At first sight it seems that all materi-
als and techmiques are exposed and
expressed; brick and its bonding,
timber and its assembly, the fragility
of glass, the unground welds of steel.
Yet on further reflection it becomes
obvious that this expression 15 nei-
ther wholly consistent nor com-
plete. Comparison with the expres-
sive brickwork of the nineteenth
century, with that of Butterfield or
Betlage, for example, reveals a big
difference. The openings are treated
quite differently. For while an archi-
tect like Burterfield® would give
considerable atcention to arches over
doors and windows, and to restrain-
ing arches in the wall above, Lewe-
rentz takes bricks across the head of
an opening apparently unsupported.
This allows his brick holes to be
treated in the same way on cach
side, asserting their geometrical pu-
rity, but it denies any expression of
the way that the forces of gravity
make a head fundamentally different
in nature to a sill.

The construction 1s achieved, pre-
sumably, by laying steel reinforcing
bars between the brick courses
where tension forces are felt. But all
this is concealed! 1t is certainly not
brick construction in the tradition-
al sense, indeed 1t could almost be
interpreted as a concrete building,
with the bricks as aggregate.”

The expression of functional re-
quirements can be equally selective.
All the way around the subordinate
buildings the disposal of rainwater
becomes a conspicuous  element,
and on the back of the church—
the east face—is an c¢laborate
arrangement of copper gutters and
downpipes draining the vaules. On




the west front, however, there 1s no
visible apparatus of this kind, al-
though the roof discharges just as
much warter. [t dls‘appears appar-
ently, i1 a series of downpipes con-
cealed in the walls. I have no doubt
that this was the right decision, for
it liberates the most sacred face
from pmfanc considerations, and
helps differentiate it from the hier-
archically less important east face—
m fact 1 And the decision most
poignant. In terms of pure con-
struction or convenience, however,
it makes little sense, and in terms of
functional expression it might be
called dishonest.

From Fact to Fiction: Reconstructing
Modernism

The strength of the Modern Move-
ment surely lay in its attempt to es-
cape the repetition and consequent
devaluation of applied styles, re-
founding architecture nstead in use
and 1n construction. Unfortunately,
this was generally done at too literal
a level, due often to an excessive be-
lief in pseudo-scientific objectivity.
Use was defined in the narrowest
and meanest way—for example in
terms  of existenzminimun, while
construction techmgues were al-
lowed to dominate for their own
sake or in pursuit of spurious eco-
nomic arguments,” There was a quite
unwarranted certainty about the
whole enterprise, and when passed
down as dogma at third or fourth
hand, the results were depressing.
So-called Post-Modernisi reject-
ed all this, and brought back in a
new guise the applied styles that
Modernism had tried to abolish—
but these were merely added as
surface ornament. The building
underneath continued to be de-
sigined according to precisely those
impoverished concepts of use and
construction that had killed the
Madernist idea. They just went un-
derground and became part of the
implicit way of doing things, re-
maining unchallenged in the wvast
majority of current work.

For oddly enough, pure use and
pure construction turn out to be
chimeras: the more one pursues
them. the more evasive they seem to
become. They are not objectively
sustainable, for they are always sub-
ject to interpretation according to a
particular world view or version of
reality. Realiry is not hard and fast,
but socially constructed.”

Use and construction, if undefinable
i a pure or absolute state, are the
fundamental themes of architecture.
In their spatial relations and formal
articulation, buildings say things
about the way they might be used,

and also encourage certain kinds of

use. Buildings have to be made, and
tell us (or lie to us) about how they
were made, if we can read them.
Functionalism and Constructivism
might thus be considered fctional
themes: the building telling stories
about itself, relating to its ancestors
and retelling its myth of origins.
That is what I think St Peter’s Klip-
pan is about: it shows the poetry that
lay at the heart of Modernism be-
fore it became prosaic,

"There s evidently a geometrical system in
the plan, but it does not seem o run through
consistently in three dimensions, whereas the
Chapel of the Resarrection has a clear pro-
portional system visible in the drawings,

* These components were used by many
Swedish Modernists including Asplund and
Markelins.

* Lewerentz, along with Asplund, was one of

the pupils at the breakaway Klara school,
taught by Oqtbmg and Westman. Ostberg,
architect of Stockholm Ciry Hall, was the
leader of the National Romantics m Sweden,
' It seems to be a wadely accepted conven-
tion that bulldings be smoaoth inside, rongh
without, like a coconut, expressing internal-
Iy an mereased degree of control and refine-
ment, a4 manstion from the raw 1o the
cooked, from nature to artifice,

S Wilhlam Bucterfield was a Gothic Revival
architect working in the middle of the mne-
teenth century, and known particulady for
his bold use of polychromatic brickwork.
Famous works are All Saints Margaret Street.
London, and Keble College Oxford,

“ T owe this reading to Florian Beigel.

"The purest expression of this point of view
15 Hannes Meyers manitesto Bawen at the
Bauhaus of 1928, Here he states unequivo-
cally that there are twelve and only twelve
functions to be considered in desgning a
house, and gives a list of parameters thar
need to be measured in order 1o allow the
whaole thing to be objectively and quanrtira-
tively done.

* Supporting arguments for this statement
are beyond the scope of the essay. The read-
eris referred to The social constrmction of real-
ity by Peter Berger and Thomas Luckmann.

(from Spazio & Secietd, no. 53, Jan-
uary—February 1991, pp. 88-97)

The Spiritual Possibilities

of Landscape

Caroline Constant

“To live one day eternally, one must
give oneselt over to death many
times.” (Caspar David Friedrich)
Werner Oeschlin traces “the modern
history of the cemetery as an archi-
tecturally defined locality, as an ideal
synthesis of architecture and land-
scape”™ to Quatremere de Quincy.

In lns 1788 article "Cimeticre” the
French encyelopedist elucidated the
principle of the unity of art and na-
ture based on the concept of the
Elysian Fields, which he located in
the necropolises of Pozzuoli and
Arles. If twentieth-century artistic
avant-gardes  strove instead to
achieve the unity of art and life,
Swedish architects of the period
formed a more complex under-
standing of the total work of art. In
the modern cemetery they aspired
to fuse art with nature, death with
life. The immediacy of religious ex-
perience sought by Martin Luther
during the sixteenth century was
replaced by the modernist ambition
of attaining unimediated experience
per se. Landscape’s very indetermi-
nacy made it a salient vehicle to re-
animate the social dimension of art.
By severing familiar correspon-
dences between form and content,
modernism laid bare the issue of
meaning, an issue made more
poignant in cemetery design by the
breakdown of traditional religious
values. If the nineteenth-century
suburban cemetery conceived as a
park-like urban adjunce reflected
the void engendered by that spiri-
tual crisis, early twentieth-century
Swedish architeets responded by
imbuing their cemeteries with a
mote fundamental spiritual content
that was grounded in psychological
realities and experiential rituals
rather than doctrinal symbolism.
The history of Asplund’ and Lewe-
rentz’s collaborative efforts at the
Woodland Cemetery reveals their
persistent suppression of the com-
petition proposals overt symbol-
ism—its primordial forest teeming
with burial mounds of pagan inspi-
ration and tombs of Neoclassical
provenance—in favour of using
palpable experience in support of
the ineftable and the imagined. Al-
though historical references per-
meate their design, the cemetery
landscape resists definitive analysis
in historical terms; is meaning
cannot be completely deciphered.
Indeed, such amplification of the
symbolic through recourse to un-
mediated experience characterized
all of Asplunds and Lewerentzs
cemeteries, in which landscape s
sensed as much as it is viewed.

While these cemeteries have nu-
merous precedents within Swedish
landscape traditions, their spiritual
essence originates in German Ro-

manticism, particularly in the paint-
mgs of Caspar David Friedrich,
which Lewerentz may have encoun-
tered during his apprenticeship in
Berlin and Munich. From Romanti-
cism Asplund and Lewerentz de-
rived their general aim of creating
an art thar was both nonconvention-
al and mtelligible, personal and ob-
jective, in which forms of nature
could express ideas and sentiments
without the mediation of history.

According to Joseph Koerner’
analysis, Friedrich forged a radical
reconception of the relatonship be-
oween art and self, wherein in the
structure of the image is governed
by accommodation of the viewer,
located in experience. Koerner's in-
terpretation is indebted to late
nineteenth-century - developments
in German aesthetic tht'on_,’, 1deas
that were familiar to both Asplund
and Lewerentz, particularly Theodor
Lipps’ theory of empathy. Contem-
porary German aestheticians clabo=
rated on such psychological currents
by focusing on the enabling rela-
tionship between art and life. As
Lipps argued in  his  Aesthetic
(1903-06): “Art can draw out and
make us understand that which is
human, or better, that which is pos-
itively human: life, power, work, the
industriousness of the will—activity,
in a word. And all this, all of this life,
can find an echo 1 us and satisty our
nostalgia—indeed, every nostalgia
that we feel can be reduced to a sin-
gle thing: the nostalgia for hving”
By projecting the domamn of the
cemetery’s expression into the realm
of the social and the political, how-
ever, Asplund and Lewerentz avoid-
ed the solipsism associated with
contemporary aesthetic concerns.

The noted Viermese art historian
Alois Riegl, frequently cited by Wor-
ringer, antcipated the broader social
implications of artistic practice. Re-
acting against the purely subjective
focus of empathy theory and, in-
deed, of modern art, Riegl posited
his concept of attentiveness, denot-
ing the contemplating subject’s po-
tendal interaction with the work of
art, not as the formal means, but as
the ethical purpose of art. Margaret
Olin characterizes Riegls theory as
“an attempt to preserve communica-
tion while circumventng the issue
of representation.” Granting human-
ity a common basis in communica-
tion involves both political and reli-
gious dimensions, as Olin elaborates:
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“Clearly Riegl thought attentive-
ness, and all it entailed, not only an
effeetive way to unify a picture, but
an admirable way to lead one’ life,
i1 concord with one’s fellow man. [
meant respect (or regard), democra-
cy, equality.”

The association of aesthetic theory
with civic virtue was not unique o
Riegl, as Terry Eagleton demon-
strates in The Tdeology of the Aesthei-
ic. He cites Friedrich Schiller and
Jean=Jacques  Rousseau, among
others, in arguing that “the catego-
ry of the aesthetic assumes the im-
portance it does in modern Europe
because in speaking of art it speaks
of these other matters too, which
are at the heart of the middle class's
struggle for pohtical hegemony.
The construction of the modern
notion of the aesthetic artefact is
thus inseparable from the construc-
tion of the dominant ideological
forms of modern class-society, and
indeed from a whole new form of
human ﬁuhjcctmty appropriate to
that soctal order” Thus, while 1t is
unlikely that Asplund and Lewe-
rentz would have encountered
Ricgls writings directly, their
Woodland Cemetery embodies
similar motivarions. Rather than
embrace the solipsism of Friedrich’s
paintings, threatening the viewer to
subsume the world into himself and
rematn alone, the architects posited
mutuality, the possibility of over-
coming isolation through human
fellowship. This humanitarian qual-
ity derives as much from the con-
vergence of socul, political and
artistic forces in early twentieth-
century Sweden as from the archi-
tects intentlons.

While the search for the spiricual and
ineffable that arose during the early
decades of the twentieth century in
opposition to positivist and material-
ist philosophies was an influential
force in modern painting, its effect
on landscape design has been rela-
tively unacknowledged. For certain
proponents of the architectural
avant-garde, such as individuals asso-
ciated with De Stjl, the Deutsche
Werkbund or the Bauhaus under
Walter Gropius, the spiritual was a
device for empowerment, authoriz-
ing the artist/architect as the privi-
leged mterpreter of the modern
world. Swedish architects of the pe-
riod were more humble in their as-
pirations. Focusing on the fuunane
rather than the human, they made
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their appeal to the inner hife, seeking
to enhanee the spiritual essence of
caily life. As Gunnar Ekelof has ar-
aued, “One of the most important
things in all art: Leave a respectable
part up to the reader. the observer,
the listener, the participant. There
shall be an empty setting at the
ready-laid able, It is his”

(from C. Constant, The Hoodland
Cemetery: Toward a Spiritwal Landscape,
Byeotorlaget, Scockholm 1994, pp.
134-35)

Beyond the Wall of Hadrian’s
Villa Parrhasius’ Veil:
Lewerentz’s Journey to Italy
Luis Moreno Mansilla
Fortunately, among the boxes con-
taining the material of Sigurd Lewe-
rentz (1885-1975) in Stockholm’s
Arkitekturmuseet, there appeared,
wrapped in paper brittle with age,
some photographic negatives of
some images from lraly. In their
manner of portrayal, these pho-
tographs, in which little could be
recognised, contained the suggestion
of a very peculiar view of Antiquity,
and perhaps a key that allows vs to
shed further light on so complex an
oeuvre as that of Lewerentz. The
photographs, each particular in their
point of view, are enigmatic even 1
their framing. Or perhaps one of us,
photagraphing a mosaic, would have
aimed his camera at the constella-
tion of monochrome tesserae, avoid-
ing the figures, displacing from the
centre those forms that to Lewe-
rentz seemed to mean almost noth-
ing: only a few agile legs, trapped
forever in a fragmented yet uniform
surface,
In fact, we know little or nothing
about Lewerentz’s trip to [talv. A
few sparse photographs and uncer-
tain dates remain as mute witnesses
to his sojourn i the Mediterranean.
However, ever since Zola described
art as a corner of nature seen
through a temperament, we have
been losing our yearning for an
abstract. perfeer fidelity in repro-
duction; thus art begins to be a
representation of our own form
of understanding and seeing reality
through the eyes of the artist. The
crucible in which the Classical was
cast has cracked. Since then, the
manner of travelling, the manner of
drawing and phntogmphir]g, or de-
Emiti\'e]\' the manner of represent-
ing, changed into a mamner of see-
mg.and thus into a form of thinking.

Theretore the photographs taken
by Lewerentz during his visit to
ltaly become documents of ines-
timable value for a man given to
few wards: for they bring us closer,
not only to his way of seeing and
understanding the past, but above
all, to an understanding of the nti-
mate character of his work. Tlis
collection of photographs perhaps
constitutes his sole architectural
testament.

The Wall of the Pitti Palace

What did Lewerentz see i ltaly?
Can we capture from these old
negatives what it was that gave his
work such a pecubar character? Just
as in the case of the mosaic’s pho-
tograph, where he avoided content,
focussing on nothing but texrure,
Lewerentz stood before the Pitti
Palace in Florence and again aimed
his camera away from the centre.
He ignored the imposing facade,
and was captivated by the powerful,
uncomposed wall of huge stones,
moulded by light; almost nothing
but fexture, Indeed it is only from
the windows, that appear accidental-
Iy in the background, that we know
of Lewerentzs visit to Florence.,
The photograph of the sheeps legs,
taken at disturbingly close range,
again eschews form: it is not really a
relief that is bemg photographed, but
only the texture thereof, in which
the stones almost seemn like rears.

[t seems curious that Lewerentz did
not photograph the facade of the
Picei Palace, yet his failure to
photograph any facades at all is
more surprising. All the views are
taken at close range, avolding form
and composition: they portray frag-
ments of pavements, bases of
columns, details, surface, almost ex-
clusively rextures. This observation is
not without significance for anyone
who has purposefully visited the
work of Lewerentz: Lewerentz’s
facades resist being photographed,
and surprisingly. any photographs
one takes of his work inevitably ac-
quire the same character. The archi-
tecture of Lewerentz 1s never seen
from afar, as if the construction can
only be seen and understood
close range, where surface and tex-
ture predominate, and the building
may be touched and almost felt.
Exaggerating, Lewerentz portrayed
himself as a master respectfully ca-
ressing textures, indicating that it is
not the form of the object itself that

is important, but rather its‘ precise
effect, its surface. its scale, its shad-
ow. Now, to say that Lcwcrentzs
mrerest in the classical method of
fagade composition is minimal sug-
gests that his way of making archi-
tecture is far removed from that of
ideal composition, in which, whilst
maintaining ntegrity, a whaole is
divided simultaneously by certain
rules and is closer to a process of
aggregative composition of affiliat-
ed pleces, more by means of texture
and intuition than a geometrical
composition, or overall regulation
of the design.

It is difficult to understand the archi-
tecture of Lewerentz as an “unicum”,
because the works are only seen at
close vicinity, never i their entrery,
The concept of a facade, of an archi-
tectural plan composed according to
abstrace rules, whether ancient or
modern, does not exist.

This somewhat radical assertion de-
rives not only from his fragmentary
photographs, or from my own per-
sonal experience of his works: it is
definitively confirmed, at least as far
as we know, by the sets of project
drawings of his work, consisting of
a multitude of partial drawings for
each project, in which the various
parts of the building are studied
separately. As the work advances,
the various parts are progressively
defined and modified on revised
general lavouts. General elevations
are not to be found among the de-
signs of the later churches: there are
only drawings of the sundry parts
of the building, a corner, a chim-
ney; defining with absolute preci-
sion all the bricks thereof, one by
one. Paradoxically, the general plan
of the fagade has virtually no impor-
tance; but each and every brick has
its intention, and on site, Lewerentz
himself was wont to explain areless—
ly how cach one was to be plact‘d :
The fragments, designed with a rig-
orous but unapparent geometry,
were assembled naturally; the bricks
were laid one upon another, with
the apparent randomness of tombs
i a columbarium, each one peering
out at us from its inumense salitude.
This reality, unitary in its feeling but
tremendously  fragmentary in its
compaosition, is never perceived as a
whole.

The Church of St Mark, in the sub-
urbs of Stockholm, situated in a small
hollow;, 15 hidden amid nature, Here
it may be said that Natute imitates




Art, for the bricks and mortar take
on the same aspect as the sur-
rounding screen of birches with
their rough bark, The approach is
always sideways. thwarting the ob-
server's view, and the small pool
situated between the two wings of
the building obliges us always to
move close to the building, touch-
Ing it, caressing it. Furthermore,
the pergolas at the entrance to the
building again deny us an overall
perception of the ensemble; ad-
vancing towards the pool and
throwing a perpetual shade on the
facade which, with its doors and
windows confused, tells us nothing
of what is inside. The entrance to
the church itself is hidden in the
folds of the wall, reimoving any
idea of hierarchy.

Something similar occurs in the ap-
proaches to the twin chapels of the
Malmé cemetery. Separated by high
hedges, one never sees both of them
at once, and each chapel is glimpsed
only when one is already very close.
As one arrives at the entrance, the
ground rises sharply, as though the
chapel had been buile firse and the
natural ground had adapted itself o
the situation. Once again, the free-
standing portico which increasingly
resembles the surrounding trees, veils
our view of a nonexistent fagade and
with its shadows, hampers our un-
derstanding of what is happening
behind.

In the small chapel situated behind
those of St Knut and St Gertrude,
the door, composed of narrow
planks of wood, is flush with the
brickwork, and the upper part of the
enclosure continues this disposition;
the door as such disappears and the
facade loses its scale, the expanse of
wall becoming a mere surface with-
out depth.

At another secale, in the Edstrand
Villa, the door of the garage and that
of the house are confused in an al-
most continuous plane, composi-
tional elements being reduced to a
minimum. In  different  circum-
stances, Gunnar Asplund used the
same gesture in the Snellman Villa,
Entry to the house is by way of a
hall, in which the front door and
those of the surrounding cupboards
are identical; the visitor s disconcert-
ed by his failure to discern the exi,
and 1s tapped in the intimate world
of the Swedish masters architecture.
In the Church of St Peter in Klip-
pan. the narrowness of the space

between the two structures and the
sinuous routes that take us to the
chapel, reinforce that concept of
immediacy and fragmentation so
dear to Lewerentz.

Perhaps it 15 not yet time to speak of
how Lewerentzs fragmentary com-
position and the dominance of tex-
ture 1s somehow a clear reflection of
the multiply dented plate that con-
stitutes a more maodern vision of
culture—contrary to the classical
version, where a perforation caused
by hammering at a single central
point represents architecture as re-
maining consistent.

Omne may however agree that the
loss of the sense of language or of
words, heralded by the deconstruc-
tionists, corresponds more to a loss
of the sense of form as organizer of
an architectural lTanguage, than o a
loss of the sense of structural ratio-
nalism, because language, like form,
15 an invention of the mind, while
structure belongs to the physical
world, and 15 thus independent of
mental processes. It is my under-
standing that che “end of the line™
does not concern the question of
structural nstability or its represen-
tation.” but rather the absence of
artificial form.

The work of Lewerentz, rooted in
formal minima and oblivious to
pretensions, humbly ministers to a
desire to offer disulled concepts,
renouncing forms that are unneces-
sary, This atotude, so much in ac-
cord with the contemporary spirit,
15 not only the ultimate reason for
present-day interest, but also perhaps
an unexplored path for a now dis-
oriented architectural culrure,

The Wall of Hadrian’s Villa

In this document, it is of littde 1m-
portance if the photograph of the
sepulchral way in Pompeii, with the
wall 1 front of it hiding the tombs,
contributed more or less than that
of Asplund to the elaboration of the
Woodland Cemetery project, south
of Stockholm.” Nor 1s it of much
importance that the photo of the
approach to the wall of Hadrian’s
Villa bears an exctraordinary resem-
blance to the access to the Chapel
of the Resurrection. What is im-
portant from our point of view, 15
an attempt to discover the influ-
ence upon Lewerentz of that visit
to antiquity, the ideas that arose
front amongst those powerful ruins.
The photagraph that Lewerentz

took of the villa is of an almost
metaphysical simplicity. A wall of
handsome fexture, a surface that
through time has acquired a pati-
na, with its mmense length so
veiled by trees that it is quite hid-
den, and a great hole: or perhaps it
would be better to say, and only a
great hole, A wall that separates, an
opening that joins two distinet
spaces. Throughout his career, the
echo of this simple and moving vi-
sion was to give life and character
to part of his work.

The Resurrection Chapel contains,
in muce and costumed in an appar-
ently classical language, many of the
ideas that inform the later architec-
ture of Lewerentz.

A view of the entire chapel, like
that of the wall of Hadrian’s Villa, is
only possible when one is very
near to the outside colummns, a
space that brings to mind another
space photographed in Pompeii.
The notion of passing through a
wall, of placing behind us the fron-
tier between the natural and bwlt
worlds, led Lewerentz to treat ex-
terior and mterior as two distinct
spaces. The proximity of the walls,
from without or from within, thus
imposes diverse rules,

We are in the presence of two dis-
tinet worlds, with their own geo-
metrical rules, with their own fex-
tures, their own spirit. The thick
wall of the chapel thus becomes a
mere filling between two planes,
two surfaces, that are the true pro-
tagonists and have a real existence.
The photograph in which a smil-
ing child, symbol of curiosity, ap-
pears before that immense wall in
which, on account of their distance
apart, the front and rear planes have
norhing in common, and that mag-
netic balcony looking out over
nothing. may help us to outline
this idea.

The thickness of the chapel walls
disappears in its imposing 1assive-
ness, as 1t is merely a consequence
of the creation of two distinct
spaces.

Some of this also happens at the
Church of St Peter in Klippan. The
thickness of the walls  varies
throughout the length of the chapel,
as if to underline the different un-
folding of the interior and exterior
spaces as the most important ele-
ment. The master. like the narrator
of the Thousand and One Nights, car-
ries us sagely from outside to inside,

almost imperceptibly constructing
rime with skill. Slowly, fragment by
tragment, the chapel appears in the
way that short narrations succeed
one another incomprehensibly in
the oriental ta_lc‘, f:'agments strung
together only by texrure. The ab-
sence of composition in the tradi-
rional sense of the word, the notion
of proximity to a texture, and the
mystery represented by the divi-
sion between nature and architec-
ture, is that which 1 our under-
standing, may be observed in the
background of the photographs
taken in Iraly,

When. displacing art from reality
for the observer, Zola enriches the
window of Albert, he speaks of
the famous classical, romantic and
realist glasses. Before which of
these visions does Lewerentz
stand? Would he not rather con-
template that veil that Parrhasius
painted, in competition with
Zeuxis, and which Lueca Pacioli, a
personality no doubt dear to the
architect, narrates 1n his book, De
divina proportione? Zeuxis beguiled
the birds with a basket of fruit that
he had painted. Parrhasius, with
precision, fooled the master
painter, by firmly representing not
a real object but a concept. He
drew the first abstract picture, the
first white on white, nothing, He
painted what existed between the
classical picture and the spectator;
almost a sentiment, a curiosity, He
covered the surface of the canvas
with fexture, rf:nou‘nr:ing form,
which 1 a5 much as to renounce the
theme, the word; a fexture reducing
space to planar nature.

The mystery of what 15 behind the
Veil of Parrhasius is the mystery
that moves us as we wonder what
lies behind the walls of Lewerentz,
behind the rear pediment mn the
portico of the chapel of the Resur-
rection, or simply, beyond the im-
mense wall of the fragmentary
Hadrians Villa.

' L Abkin, Sigurd Lewoerentz, Arkitekt, Byggfor-
lager, Stockholm, 1985,

S, Alenius, “La Iglesia de Bjérkhagen con
Roma como relerencia®, Signnd Lewermiz ar-
guitecta, exhibition catalogue, Madrid 1987,

T A, Vidler, “Después del fin de Ja linea”,
Arguiterna, no. 270, Madrid, February, 1980
'_Iuhnsun and \X-"i:.;lc},‘ Dyeconstructivise Architecs
ture, The Museum of Modern Art, New York
1984,

* L. Pacioli, La Divina Proporcion, Editorial
Losada, Buenos Aires 1959,

(from 9H-On Continuiry. 1995, pp.
1-=10)
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Lewerentz-Klippan

Pieeluigt Nicolin

In their confirmation of the ex-
haustion of one mode of relating
architecture to the world, and go-
ing beyond the variant that meets a
need for contextualizaton to
reestablish a channel of commum-
cations between subjecr and the ex-
ternal situation, Lewerentz's last
works tackled the central problem
of the architecture of the second
half of the twentieth century—rthart
of responses to the opening of a
breach—in a manner that was ab-
solutely ahead of its ime.

All this is easier for us to under-
stand after three decades of the ar-
chitectural debare have made us
aware that the optimistic assump-
tions of the first half of the century
are no longer applicable. At a cer-
tain moment—the origin of which
would be difficult to pinpoint and
which would be easier to describe
as the “beginning of impossibili-
ty"—a breach opened up in the
system of architectural representa-
ton, and the effect of this on the
language of architecture meant
there was a tendency to lose touch
with reality. This is a development
that was certainly linked to the
abrupt termination of the archi-
tects social mandate, but was,
nonetheless, implicit m the episte-
mological fractures of the twentieth
century.

From a certain point onward,
therefore, Lewerentz's architecture
was invested with a centrifugal
force stemming from an extremely
ideological relationship with reality,
which prevented a complete re-
union of the language with the vi-
sion of the world to be represented
and therefore forced the former
into a radical self~contextualization
and a painful self-demolition.
From his perilous traversal of the
events of the first half of the centu-
ry, which saw him first as protago-
nist, along with Asplund, of a cele-
brated phase of Nordic Classicism
and later immersed in the programs
of the New Objectivity—and
therefore of the most confident
version of the programmatic con-
tents of the modern movement—
to the point of interpreting the
new concept in terms of produc-
tion {for a fairly long period Lewe-
rentz devoted himself to making
building components with a com-
pany of his own: door and window
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frames, prefabricated panels ete),
Lewerentz seemed to develop an
awarcness, in his old age, of the
wounds and alienation that had
been inflicted by the history of ar-
chitecture. This conviction led him
to begin a sort of retracing of steps
m search of a free zone in which
none of the contradictions that had
been experienced and suffered had
vet arisen, with a determination
that had no equals in its boldness
and consequentiality anywhere in
the architecture of the contempo-
rary world. This return to the ori-
gins of language and meaning
meant moving progressively down
through the sediments of language
as far as the magma of primordial
matter i which both the meaning
and 1ts expressive formalization are
stll totally undecided, seeking an
arca of operation in which the
project had not yet introduced the
distinction between subject and
object. The idea of starting from
blocks of marterial, while waiting
for somct]nng that would cause it
to jell, served to put him mn a con-
dition where he could bring to the
fore the primary funcrion of the
significant, the onginal datum of
the formulation of language. This
entailed making the significant ab-
solute in some way and providing
fields of action, chiefly in the form
of brickwork, where even before
any intervention of the subject and
by virtue of an autonomous opera-
aon of the mechanism that was set
in motion (like that of not permit-
ong the cutting of the bricks from
which the building 15 constructed),
a “truth” was found solely by the
force of the meeting-collision be-
tween formal elements. This assump-
tion of the language as ontology, the
tendency to consider language a
dimension  totally independent of
reality, so as to eliminare the distine-
ton between object and its repre-
sentation, ended up by challenging
the formal code developed by the
modern Eurapean tradition, for in-
stance that of Nordic Empiricism.

The rejection, so evident in certain
aspects, of a merely discursive logic,
or a descriptive one in the manner
of Aalto, and the presence of surre-
al and hermetic elements seem to
be aimed at bringing out the sepa-
rate “truth” of the language. Thus
the combinations of materials, rhe
carly Christian  etymologies, and
certain of the constituent syllables

of the church at Klippan—rthe
building on which these considera-
tions are based—result in the ap-
pearance of momentary epiphanies,
cloaked in a space of semi-darkness
but shot through with unprece-
dented, dazzling figures.

The adoption of subversive tech-
nigues at the level of the significant,
the simultancous presence of action
(and the labour of the builder) and
writing as representation (the rig-
orous design theoren of the archi-
tect) produce a different and un-
known space. In this procedure the
architecture 15 shifted onto a terrain
that is unattainable from the world
he had so awkwardly ventured into
during the phase of production-
oriented optimism in the thirties:
now the space of the birth of
meaning is produced by a slow ser-
tling of the tectonic masses whole
inscrutable movements are coupled
with those of the psychic masses of
the unconscious.

As a consequence of the way that
they are assembled, the walls of the
church of St Peter at Klippan pre-
sent surfaces in which the dark
bricks of Helsingborg appear to
stand out from the white bed of
mortar in which they float. “He let
the brick swim freely in the mortar,
obtaining a result similar to the
dark spots on the white bark of the
surrounding birches,” wrote Janne
Ahlin, using an analogy with the
organic world to suggest a particu-
lar location in space and time. For
his part, the architect claimed, with
a subtle propensity for anachro-
nism, to have been inspired by an-
clent Persian architecture in brick
[we cannot fail, at this point, to ob-
serve how Lewerentz was prefigur-
ing whar would become more
Pressing among contemporary ar-
chitects and could be described as
that rupture or dislocation of time,
that disjointing of the present, that
makes it no longer contemporane-
ous with itself).

Separated by an unusual thickness
of mortar. the bricks are arranged
in patferns that hint at a range of
subtle emotions.

From one drawing, Detalj till fonster
i run, it can be seen precisely how
the laying of that elementary sign
represented by the brick recalls the
radical procedures adopted by peo-
ple like Carl Andre, Joel Shapiro or
Agnes Martin in their research nor
so much into minimal conditions as

into, cxctusivch’, the necessary con-
ditions of art.
By this unorthodox use of an or-
thodox language, like thar of the
patterning of a brick wall. an effect
is produced that brings mto ques-
tion the conventions of the visual
perception of a wall.
In 1t 15 represented the downess of
construction, the act of setting the
line of each brick, one after the
other, so that matter and geometry
produce the emouonal content of
Abstract Expressionisi. In it we can
see the heroic aspect of construction,
the moral experience of a ritual ges-
ture repeated endless times, as it were
a vehicle capable of bringing revela-
tion. From this point of view the
building emanates an Oriental sense
of religion, close to the spiricual mes-
sages of Buddhism or Taoism.
It displays a restricted geometric vo-
cabulary in which the grid tends not
so much to dematerialize the surface
as to become the actual object of
our vision. In this there 1s also, if we
ean put it this way, a sort of abstrac-
tion, which brings the construction
of these grids close to the spiritual
expertence that modern painting at-
tributes to its geometrical patterns.
So what we see taking place here is a
radical annihilation of the difference
between material and surface, be-
WwWeern L'OI]S[I'LICtiUn illld dE‘C.('Il"r'It]IU]'.I.
In this perfect coincidence of the
two traditional components of the
all, in this attempt to find a non-
hierarchical and non-relational equi-
librium of the surface, is represented
that state of the formulaton of lan-
guage in which the hierarchies are
not yet preestablished and it is possi-
ble to come into contact with the
primary function of the significant,
In this backward movement there 1s
no longer any room for the ego of
the architect and, parodoxically, this
building so full of traces remains
anonymous, or rather, shows a
residual presence of the subject
through the natural unperfections
of manual work. If the details of the
material and the illusory sequence
of textures stand out from close-up,
a second crucial moment of per-
ception takes place as soon as we
move further away, The walls be-
come opaque, the structural mass of
the building regains its normality
and, from this distance, a new ele-
mient appears. The building recedes
into the background, s reduced to
a neutral wall on which hand mir-




rors that reflect images of the sur-
rounding nature.

We expertence a total sense of exte-
riority in the face of this opaque and
impenetrable wall, which bounces
back luminous images of the atmos-
phere from the places where its win-
dows should be. Fixed simply, and
brutally, from the ouside, the sheets
of double glazing of the windows
look like reflecting surfaces that in-
stead of commenting on the conti-
nuity of the wall—as in so many ¢l-
egant contemporary versions of the
tagade—stand out by contrast from a
dark mass: seen from this distance
and the ouside, the brickwork of
the building becomes a mineral
background for an installation of
mirrors 4 la Robert Smithson.

From this distance the view from
outside, with 1ts explicit nvitation
to catch glimpses of the landscape
through the multiplicity of “takes”
thrown back by the reflective win-
dows, conveys an idea of nature as
mere image or apparition.

[t is a proposal to consider the tuth
of nature as an illusion, preparing
for the abrupt transition to the
view of the textures of the materi-
al from close-up and, subsequently,
the atmosphere of an early Christ-
ian catacomb that we find inside.
Such mutable modalities of appear-
ance bring mto play the unease of
an uncertain relationship between
architecture and world. Yet it is
precisely through this perennial
self-questioning that the sequence
from the “pagan” naturalism ot the
space outside to the mystical Chris-
tian semi-darkness of the interior 15
brought into existence.

Having abandoned the dream of
modernist architecture to make the
inside coincide with the outside—
symbol of a transparency berween
nature and architecture and of a
mirroring of objective structures
the only possibility left to architec-
ture 15 to proceed through a risky
interpretation of heritage and ori-
gins. The representation of the
space inside 1s also mvolved n this
procedure.

This, at first sight, presents itself as a
space cloaked in a deep semi-dark-
ness that prevents an immediate
grasp of the surroundings. If this
darkness conjures up a possible
connection between violence and
the sacred, the subsequent adapta-
tion to the dim light produces a
gradual unveiling of the liturgical

space as o familiar place, as it to
evoke the process of “seculariza-
tion” introduced by Christianity, in
opposition to any violent interpre-
tation of the sacred: a process that
in fact separates modern cviliza-
tion from its sacred origins. As soon
as we enter, a wan and cold light
from the windows in the outside
walls and the narrow slits in the
roofing vaults Just allows us to
make out the confines of the hall,
which remains steeped in shadow.
As our eves adjust the space 1s slow-
ly revealed by a dun lighe, almost
like that produced by candles, given
off by hanging lamps.

Once we have overcome the
doubts and uncertainties of the ini-
tiarory moment, we can move cat-
tiously into the space and expect
the unexpected. The apparent dis-
order awaits a ritual that will give
meaning to the accidental character
of the interior, made ready, it seems,
to house something that has not yet
arrived.

Whence the organizanon of the
space into an open structure, where
no conclusion is wanted because
nothing ends and nothing begins in
a system of which we possess only
immanent coordinates. Moving
through this space, amidst the mag-
ic of the architect-wizard who lays
out his symbols in a manner that is
both mstunctive and premeditated,
observing the details of the con-
struction, we are introduced to a
technique of improvisation, which
15 a way of creatively forgetting tech-
nique, and which in the end repre-
sents for the architect the obtaining
of a scripture.

Beginning in 1956 with the parish
church of St Mark in Stockholm,
Lewerentzs effort to dismande the
certainties and knowledge of a long
career (the laborious reexarmination
of every architectural question from
the foundations) came to its conclu-
ston m the masterpiece of St Peter
at Klippan, Scania, in southern
Sweden. And since he then chose
to remain silent, rather that speak,
his figure became cloaked in an
aura of mystery.

(from Lotus infernational, no. 93,
June 1997, pp. 6-19)
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Born in 1885 at Vasternorrland, in
the north of Sweden, Sigurd Lewe-
rentz first studied engineering at the
Gothenburg Polytechnic and only
later did he take architecture at the
Fine Arts Academy in Stockholm.
He then abandoned this course to
attend the Klara Skola— a free
school established, following the
suspension of reaching at the acad-
emy, by Erik Gunnar Asplund and
Osvald Almqvist, as well as by Lew-
erentz himself—where the lectur-
ers included Carl Westman and
Ragnar Ostberg. After the experi-
ence of the Klara Skola, Lewerentz
spent a period of apprenticeship in
Germany, in Berlin and Munich, in
the offices of a number of leading
German  architecte—Bruno  Mahr-
ing. Theodor Fisher and Ruachard
Riemerschmid—where he came
into contact with the ideas that
were being developed at that time
in central Europe,

When he returned to Sweden in
1911, Lewerentz opened an office
together with Torsten Stubelius,
from whom he separated in 1917,
ending a partnership rich in ideas
and reflections on architecture thac
were to be of use to him the rest of
his life. From then on he worked
alone, apart from a number of com-
petitions or specific commissions,
where he collaborated with col-
leaguies or arusts. Displaying great
versatility at all levels, Lewerentz
tackled a wide range of themes, in-
cluding advertising graphics and
landscape architecture, in his long ca-
reer. His most ourtanding achieve-
ments were in the field of landscape
design, where he realized a number
of great masterpicces, such as the
Stockholm South Cemetery (with
Erik Gunnar Asplund) and the East-
ern Cemetery at Malmd,

As regards more conventional ar-
chitectural projects, Lewerentz was
most successtul in the design of res-
idential buildings, often undertaken
m  collaboration  with  Torsten
Stubelius—=see, for example, the
various projects for workers’ hous-
imng estates, such as those of
Eneborg and Pilsjo, at Helsingborg
(only partially realized), or the one
for the Marma-Lingrors Sigverk at
Marmaverken, on which he worked
from 1915 onwards.

In 1929 he founded a small firm
specializing in the production of 1l-
luminated signs and display stands
—>Stockholm Ljusreklam AB—and

began, as an interior designer, a lu-
crative and mtense activity renovat-
ing commetcial premises, which oc-
cupied much of his time for nearly
ewenty years and also led him to
take in interest in advertising graph-
ics. He designed, for example, the
posters and logo for the Stockholn
Exhibition of 193(1. Nonetheless,
between 1930 and 1940— the year
in which he opened a factory for
the production of TDESTA door
and window frames and metal fix-
tures at Eskilstuna—Lewerentz
continued to work on competition
projects for buildings and the design
of new cemeteries, Having always
been tascinated by the praoblems as-
sociated with the details of the pro-
ject, he parented numerous fittings
for the use of metal door and win-
dow frames in the same period. It
was only in 1956 that he left the
management of the IDESTA facto-
ry to his son and returned to devote
himself, once again, exclusively to
architecture. This date 15 especially
significant because it is the year in
which Lewerentz won the compe-
tition for St Marks Church at
Bjérkhagen, Stockholm. Published
in the leading international archi-
tecture journals. the pr()jCCt earned
him fame that was destined to grow
enormously. This were the vyears
when the now elderly architect, in-
creasingly austere and less willing to
compromise, produced his last
works, in particular three master-
pieces displaying extraordinary lu-
cidity and perspicacity: the church
of St Mark at Bidrkhagen, that of St
Peter at Klippan and the flower stall
in the Eastern Cemetery at Malmd,
Lewerentz died in 1975, aged nine-
ty, at Lund, where he had moved
after the death of his wife Edith.

This was only a few years after the
completion of the flower kiosk in
the cemetery at Malmd, the last ad-
dition to a project on which he had
worked for a large part of his ca-
reer, having won the competition
for the design of the cemetery in
1916. Thus, by a strange quirk of
fate, the long story of the architect
can be said to have started and fin-
ished in the same place.

Professional Associations

and Awards

Member of the Svenska Sl&jd-
foreningen (Swedish Society of
Arts and Crafts, 1914.

Honourable mention at CTAM XIT
in Brussels, 1930.

Member of the Kung. Akademien
for de fria konsterna (Royal Acade-
my of the Liberal Arts). Stockholm,
1936.

Prince Eugene medal, 1950
Member of the Kunstakademiet of
Copenhagen, 1954,

Member of Die Bayerische Akade-
mie der schonen Kunst of Munich,
1960,

Awarded the hederskub of the Sven-
saka Akitekters Riksfirbund (Na-
tional Association of Swedish Ar-
chitects), 1961.

Honorary docror of the Kungl.
Tekniska Hégskolan of Stockholm,
1962,

Tessin Medal, the Kung. Akade-
muien for de fria konsterna, Stock-
holm, 1962.

Awarded the first Kasper Sahlin-
priset by the Svensaka Akitekters
Ruksforbund, 1962.

Awarded the Olaf Hébergplaket-
ten, Norrlandsfirbund (Association
of the Nordic Countries), 1965,
Honorary member of the Svensaka
Alatekters Riksforbund, 1967,




Chronological List
of Works

1909.1

Project for a Summer Residence, 1909
School Project (under the guidance
of Prof, C.A. Grundstrém).

1910.1

Project for a Naval Museum at
Kastellholmen, Stockholm, 1914 (1)
School project (prepared  while
studying at the Klara Skola)

1910.2

Project for a Residential Building,
Norrkoping, 1910-11

(prepared while studying at the

Klara Skola)

1911.1

Competiion Project for a Mixed
School, Nissjo, 1911, with T. Stube-
lius

1911.2

Project for the Resroration of the
Church of Ytterlini, Angerman-
land, 1911

1911.3

Project for Workers’ Housing at
Encborg and Palyd, Helsingborg,
19011-18, with T, Stubelius

1911.4

Working-Class Housing at Karl-
shill, Luled, 1911-13, with T.
Stubelius, paraally demolished

1911.5
Furnishings, 1911 onwards

1912.1
Villa Gustav M. Ericsson, Lidingt-
Brevik, 1912, with T, Stubelius

1912.2

Boathouse for the Canoes of the
City Rowing Club, Stockholm,
1912, with T. Stubelius

1912.3
Project for Residential Building,
Norrképing, 1912

19124
Building with Shop and Flar at
Nisby, Finsping, 1912

1912.5

Participation  in  the Nation-
alféreningen mot emigrationen ex-
hibition, Stockholm, 1912

1912.6
Lamps for ASEA and Baohlmarks,

with T, Stubelius

1912.7
Furnishings for NK (Nordiska
Kompaniet}, 1912, with T. Stubelius

1912.8

Project for Managers’ Houses for
Sandd Siagverk AB, Sanda., 1912-
13, with T. Stubelius

19124
Workers' Houses for Skinska Kol-
brvinings ADB, Nyving, 1912-13
with T. Stubelius, project partially
realized

1913.1
Competition Project for a Primary
School, Kalmar, 1913, motto “Per”

1913.2

Competition Project for the Lilje-
valch Art Gallery, Djurgirden,
Stockholm, 1913

19133
Renovation of the Corps de Logis,
Anhammer, 1913, with T. Stubelius

19134
Reestoration of the Church of Bro,
Uppland, 1913

1913.5
Carpet for Goteborg Tapetfabrik,
1913, with T. Stubelius

1913.6
Glass Objects for Fire Glasbruk,
1913, with T. Stubehus

1913.7

Holiday House for Olle Hjortzberg
and Project for a Housing Scheme
ar Kummelnis, Virmdo, 1913—14,
with T, Stubelius, demolished

1913.8

Renovation and Extension of the
Axel Villa, Drottningholm, Stock-
holm, 1913=14, with T. Stubelius

1913.9

Project for the Extension to the
Baltic Separatorer AD  Factory,
Sodertilje, 1913—14, with T. Stube-
lius and Induostribyran AB

1913.10
Conference Hall for Fire Glasbruk,
Sibbhult, 1913—14, with T. Stube-

lius, demohished

1913.11
Project for Tombstones and Funer-
ary Monuments, 1913 anwards

1914.1

Villa. Ahxner, Djursholm, Stock-
holm, 1914, with T. Stubelius (ex-
tension and renovaton of attc,
1026-27)

1914.2

Project for the Villa of K.J. Beskow,
Helsingborg, 1914, with T. Stube-
lius

1914.3

Villa Solsidan and Project for a
Housing Scheme at Saltsjébaden,
Stackholm, 1914, with T. Stubelius

1914.4

Project for a Crematorium  at
Bergaliden. Helsingborg, 1914, with
T. Stubelius

1914.5

Project for a Housing Scheme ar
Bergaliden, Helsingborg, 1914, with
T. Stubelius

1914.6

Project for Houses for the Workers
and Engineers of Forsbackabruk,
Forshacka, 1914, with T. Stubelius

1914.7
Exhibition of the Baltic Nations,
Malma, 1914, with T. Scubelius,

1914.8

Summer Restaurant at Palgo, Hels-
ingborg, 1914, with T. Stubelius,
completely rebuile

1914.9
Villa Ramén, Helsmgborg, 1914—
15, with T. Seubelius

191410
Forsbacka Cemetery, 1914-22,
with T, Stubelus

1914.11
Project for the Development Plan
of Brantevik, 1914—-29

1915.1

Project for the Villa of Erick Banck,
Helsingborg, 1915, with T. Stube-
lius

19152

Competittion Project for Buildings
for the Swedish Navy at Skeppshol-
men, Stockholm, 1915, motto "dll
Skepps™

1915.3
Renovation and Extension of the
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1915.4
House and Shop i Kungsgatan,
Stockholm, 1915

1915.5
Mustration tor Teknisk Tidskrift,
1915

1915.6

Project for the Town Hall of
5

Storingen, 191

1915.7
Project for the Tomb of L. Forsber,
Stockholm, 1915

1915.8

Competition Project for the Ex-
tension to the Stockholm South
Cemetery at Enskede, Stockholm,
1915, with E.G. Asplund, motto
“Tallum”, first prize

1915.9

Valdemarsvik Cemetery, 1915—16,
interior of the chapel altered in
1942

1915.10

Works and Projects for Marma-
Langrors Sagverk, Marmaverken,
Séderhamn, 1915-16, partially
with T. Stubeliug

191511

Various Versions of the Project for
the Stockholm South Cemetery at
Enskede, Stockholm, 1915-19,
with E. G. Asplund

1916.1
Project for the Tombstone of N,
and M. Cronstedt, Stockholm, 1916

1916.2
Project for the Tomb of the Grub
tamily, Stockholm, 1916

1916.3

Project for a Housing Estate at
Eneborg, Helsingborg, 191618,
with T. Stubelius, partially realized

1916.4
Rud Cemetery, Karlstad, 1916—19,
partially realized, later considerably
altered

1916.5

Competition Project for the East-
ern Cemetery at Malmo, 1916,
motto “As”, first prize
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1917.1
Project  for  the
Nynishamn, 1917

Cemerery  of

1917.2
Project for Workers’ Houses at

Oqervik, Rotmeros, 1917

1917.3
Renovation of the Corps de Logis,
Rootteros, 1917

1017.4
Renovation of the Corps de Logls,
Ojeby, Rottneros, 1917

1917.5
Project tor the Tomb of the Bern-
strom Family, Stockholm, 1917

1917.6

Compeution Project for the Re-
construction of the Gataplatsen,
Gothenburg, 1917-18, motio
“Skoll”, first competition

1917.7

Workers' Houses and Project for
the Houses of the Engineers of
Marma-Langrors Sagverk, Mar-
maverken, Soderhamn, 191720,
with T. Stubelius, demolished

1918.1
New Layout of Eskilstuna Ceme-
tery, 1918

1918.2
Extension to Sundsvall Cemetery,
1918

1918.3

Competition Project for the Urban
Design of the Area around Sali-
sjobaden  Station, Stockholm,
191819, motta “Tre”, second prize

1918.4
New Version of the Project for the
Eastern Cemetery at Malmo, 1915820

1919.1

Competition Project for the De-
sign of a Prototype of a Tombstone
for the Stockholm South Cemetery
at Enskede, Stockholm, 1919, with
E.G. Asplund

1919.2
Tomb for the Belfrage Family,
Stockholm, 1919

1919.3
Project for a Cemetery at Palsjd,
Helsingborg, 1919-20

1919.4
Wallpaper Factory at Undersas,
Gothenburg, 1919-20, demolished

1919.5

Project for the Resurrection Chapel
(various versions), Waiting-Room
and Mormaries in the Stockholm
South Cemetery, 191922

1919.6

Extension to Stora Tuna Cemetery
and a Cemetery with a Chapel at
Kvarnsveden, Borlinge, 1919-24

1920.1

Farening  Verkstad  Exhibition,
Djurgirden, Stockholm, 1920, real-
1zation of a domestic interior

1920.2
Various Proposals for the Main En-
trance to the Stockholm South
Cemetery, 1920-23, with E.G.
Asplund

1920.3
Project for a Cemerery at Ljungby.
192023

1920.4

Realization of the Service Build-
ings in the Eastern Cemetery at
Malma, 1920-23

1921.1
Project for Urban Renewal of the

Norrmalm District, Stockholm,
1921

1921.2
Project for an Extension, Langsele
Cemetery, 1921-22

1921.3
Competition Project for Givlein
Cemetery, 1921-22, motto “Efter in™

1921.4

Cemetery and Chapel at Kvarnsve-
den, Borlinge, 1921-24. a cremato-
rium has been added to the chapel

1921.5
Tomb for the Malmstrom Family,
Stockholm, 192130

19221
Project for Single-Family Houses at
Rostorp, Malmao, 1922

19222

Exhibiion at the Liljevalch Art
Gallery, Djurgirden, Stockholm,
1922

1922.3
Pavilion for the Natonal Exhibi-
tion, Gothenburg, 1922-23

19224

Reealization of the Open-air Cere-
monial Area in the Eastern Ceme-
tery at Malma, 1922-25

19231

Compettion Project for Students’
Residences and the Students’
Union at the University of Upp-
sala, 1923, with O. Alingwvist and B,
Hedvall, motto “Futurum™

1923.2
Project for a Cemetery with a Cre-
matorium, Gothenburg, 1923

1923.3

Furnishings for the Férening Verk-
stad at the Gothenburg Exhibition,
1923

1923.4

Competiton Project for the Fur-
nishing of an Office for Atvidaberg,
in the Forening Verkstad Section at
the Gothenburg Exhibition, 1923,
with O. Almgqvist

1923.5
New Version of the Project of
Eastern Cemetery at Malmo,
1923

1923.6
Project for the Main Chapel in the
Eastern Cemetery at Malmo,
19234

19237
First Project for the Crematorinm
i the Eastern Cemetery at Malmo,
1923-5

1923.8

Resurrection Chapel (final version)
in the Stockholm South Cemetery,
1923-25

1923.9
Reealization of the Chapel of St
Birgirra and the Adjacent Mortuary
in the Eastern Cemetery at Malmo,
1923-6

19241
Design for a Candelabrum, 1924

19242

Project (1924-27) and Compet-
tions (1933 onwards) for the Malmo
Theatre, 1924 onwards




1924.3

Various Schemes for the Main En-
trance to the Stockholm South
Cemetery, 1924-31

1925.1

Project for an Extension to the
National History Museum, Stock-
holm, 1925

1925.2
Project for the Djurskola, 1925-30)

1926.1

Project tor a Work of Art in a
Square, Stockholm, 1925-26, with
I. Johnsson, project purchased

1926.2

Competition Project for Kviberg
Cemetery, Gothenburg, 1926-27,
motto “Fius”, third prize

19263
Extension toVilla H. Ahxner, Djurs-
holm, Stockholm, 1926-27

1927.1

Furnishings for the Dining-Room
of GJ. Versteeghss House, Stder-
hammn, 1927

1927.2
Project for a Tomb for Hiradshov-
dingen, Stockholm, 192728

1927.3

Industrial Building for Ljusnans
Sulfatfabrik and Workers” Houses,
Marmaverken, Soderhamn, 1927
onwards, partially altered

19281

Competition Project for the Urban
Renewal of a Block in Jonképing,
1928, with O. Almqvist, first, sec-
ond and third prizes and a fourth
project citation

1928.2
Competition Project for the Kata-
rina Middle School, Stockholm,
1928, with O. Almgvist, motto
“Aula”

1928.3
Compettion Project for a Nursing
Home and Old Peoples Home,
Uppsala, 1928, morto “Fyrisvalls
giard”

1928.4

Competition Project for the Urban
Renewal of the Area around Lund
Cathedral, 1928

1928.5

Hill of Remembrance (final ver-
sion) in the Stockholm South
Cemetery, 1928

1928.6

Project (1928) and Competition
(1930) for the Office Building of
the Riksfirsikringsanstalten (Social
Security Administration), Stock-
holm, 1928 onwards

1928.7
New Version of the project for the
Eastern CC]HL’.tt‘T}' at Malmé, 1928

1928.8

Second Project for the Cremartori-
um in the Eastern Cemetery at
Malmao, 1928-29

1929.1
Design for a Malmo Spirviger bus,
1929

1929.2
Wallpaper tor Géteborg Tapetfab-
rik, 1929

1929.3
Tombstones of Edit and Sigurd
Lewerentz, Utterd, 1929

1929.4
Tomb for the Holming Family,
Gothenburg, 1929-30

1929.5
Offices for Philips AB, Stockholm,
1929-30, rebuilt

1929.6
Tomb of T.A. Bergen, Utterd,
Stockhalm, 1920

1929.7
Renovation of the Marabou shop,
Gothenburg, 1929-34, demolished

19298

Factory DBuilding for Uddeholins
Sulfatfabrik at Skoghallsverken,
Karlstad, 1929 anwards

1929.9

Pavilions and Other Buildings, Fur-
nishings, Objects and Graphics for
the Stockholm Exhibition of 1930,
Djurgirden, 1929-30

192910

Renovation Project Executed by
Stockholm Ljusreklam AB, AB
BLOKK and AB IDESTA, 1929

onwards

1930.1
Project for a Factory Building for
Ostrands Sulfatfabrik, Sundswvall, 1930

1930.2
Sigurd  Lewerentz’s

Stockholm, 1930

Speedboat,

1930.3

Renovation of the Diners de Paris
Restaurant, Stockholm, 1930, de-
molished

1930).4
Project for the Interior Design of

the Hotel Eden, Stockholm, 1930

1930.5
Enképing Cemetery, 1930-32

1930.0

[nvitation Competition for a Project
for the Headquarters of the Riks-
forsikringsanstalt (National Insur-
ance Institute), Stockholm, 1920-32,
first prize (1930 competition)

1930.7

Project for the Renovation of the
PUB Department Store, Stock-
holm, 1930-34

1930.8

Renovation of Filips Confection-
er’s, Stockholm, 1930-34, demol-
1shed

1930.9
Project for the Main Chapel, the
Crematorium and the Entrance
Area of the Stockholm South
Cemertery, 1930-34, with E.G. As-
plund

1931.1
Project for a Standard Holiday
(Chalet, 1931

1931.2

Participation in the 46th Exhibi-
tion of the Architectural League of
New York, New York, 1931

1931.3
Project for the Shop Front and Sign
of an Ironmongers, Stockhaolm, 1931

1931.4
Renovation of the Husmodern De-
partment Store, 1931, demolished

1931.5

Renovation and Interior Design of
the Stockholm Skofabrik, Stock-
holm, 1931, demolished

1931.6

Renovation and Interior Design of
the Regina Magazinet, Stockholm,
1931

1931.7

Project for the Renovation and In-
terior Design of the Rivoli Cine-
ma, Stockholm, 1931

1931.8

Competition Project for a Girls’
High School, Stockholm, 1931-32,
with O. Almgvist, motto “Balk”

1931.9

Project for the Renovation of the
[talien Storre Departiment Store,
Stockholm, 1931-32

1931.10
Reealization of the Chapel in the
Eastern Cemetery at  Malm,
1931-32

1932.1
Competition Project for Malmo
City Museum, 1932, with O. Alm-
qvist, E. Wettergren and A.G.
Hedberg, motto “Anno 19327,
citation

1932.2
Competition Project for the Town
Plan of the Nedre Norrmalm Dis-
trice, Stockholm, 1932, motto
“5E81

1932.3
Furnishings for the Koux Family’s
Bedroom, 1932

1932 .4

Project for the Renovation of the
Livsmedelsbutik Shop, Stockholm,
1932

19325
Olssons Car Showroom, Stock-
holm, 1932, demolished

1932.6
Renovation of the Centralvarhus,
Stockholm, 1932, demolished

1932.7

Renovation of AB Arkimedes
Backmans, Stockholm, 1932, de-
molished

1932.8

Renovation of the Helios & Henkel
Department  Store,  Stockholm,
1932, demolished

393




1432.9

Project for a Chapel with an Ad-
jacent Crematorium in Djur-
sholm Cemetery., Stockholm,
1932-33

1933.1
Project for a Power Station at Djur-
sholm, Stockholm, 1933

1933.2
Project for a Residential Area at
Djursholm, Stockholm, 1933

1933.3
Praject for a Warehouse at Frihan-
nen, Stockholm, 1933

1933.4

Project for the Division of Land in-
to Plots at Aludden, Djursholm,
Stackholm, 1933

1933.5
Project for Gudmundrd Cemetery,
1933

1933.6
Project for an Industrial Building,
Hamumarby, 1933

1933.7
Project for a Crematorium, Kram-
fors, 1933

1933.8
Renovation of the Centrum Shop,
Stockholm, 1933, demolished

19339
First Competition for the Malmo
Theatre, 1933, motto 43", first prize

1933.10

Project for an Extension to the
Headquarters of the Riksforsikring-
sanstalt (National Insurance Insti-
tute), Stockholn, 1933-34

1933.11
Villa Edstrand, Falsterbo, 193337

1933.12

Competition Project for the Church
of  Johannesberg, Gothenburg,
1933=34. motto “Svart och vitt”

19341

Competition Project for Bromma
Airport, Stockholm, 1934, cita-
tion

1934.2

Project for Norberg Cemetery,
1934
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1934.3

Interior Design of a Number of

Roomns of the Forening Sillskaper,
Stockholm, 1934

1934.4
Project for the Tomb of R, Dym-
ling, Stockholm, 1934

1934.5
Funerary Monument for C.D. Ek-
man, Northfleet, England, 1934

1934.6
Internal Fixtures and Entrance
Door of the Muscum of Technol-
ogy, Stockholm, 1934, demol-
ished

19351
Project tor Manhem Cemetery,
Falun, 1935

1935.2

Second Competition for the Malmé
Theatre, 1935, motto 16257, hrst
prize

1935.3
Building for Bridderna Edstrand AB,
Malmo, 1935=36, altered and ex-
tended

1935 4

Realizaton of the Chapel in the
Eastern Cemetery at Malmé, 1935—
36

1935.5

Project for and Realization of the
Bell-Tower, the Chapels of St Ger-
trud and St Knut and the Exten-
sion to the Crematorium in the
Eastern Cemetery at Malmg,
193543

1935.6

Final Project for the Malmo The-
atre, 1935—44, with E. Lallerstedt
and 1D. Helldén

1936.1

Competition Project for an Exten-
sion to the Karolinska Tnstitutet,
Solha, 1936, with David Helldén,
motto “abc”

1936.2
Extension to Fonsterfabric AB, Es-
kilstuna, 1936, demolished

19363

Renovation of the Facade of the
Meeths Shop, Stockholm, 1936, de-
maolished

1936.4

Project for an Extension to the
Headguarters of  the Riksfor-
sakringsanstalt  (National Insur-
ance Institute), Stockholm, 1936

1937.1
Project for St Sigiid Griftegird
Cemetery, Boras, 1937

1937.2
Project for an Extension to Berns
Salonger, Stockholm, 1937

1937.3

Proposals for Finishings for the
Stockholm South Cemetery, 1937—
40

1938.1
Competition Project for the Fac-
tory and Offices of Ahlrén & Ak-
erlunds, Stockholm, 1938, morto
Ny

1938.2

Project for a New Building in Val-
hallaviigen for the Headquarters of
the Riksforsikringsanstale (Nation-
al Insurance luostitute), Stockholm,
1938-39

1939.1
Project for Bonmierhuset, Stock-
holm, 1939

1940.1
Renovation of a Factory, Eskilstu-
na, 1940 onwards, demolished

1940.2
Various Works and Projects for
[DESTA, Eskilstuna, 1940-56

19421
Proposed Project for Skédvde
Cemetery, 1942

1943.1

Realization of Lewerentz’s Flat on
the Top Floor of the TDESTA
Factory, Eskilstuna, 1943, demol-
ished

1944 1

Competition Project for a Work of
Art in'Vasa Torget, Link&ping, 1944,
with T.R. Nilsson

1944.2
Extension to Villa Edstrand, Falster—
bo. 1944

1947.1
Competition Project for the Reno-

vation nquppx;ﬂ;l Cathedral, 1947-
55, motto “med fasta rétter”

1947.2

Project for the Conservation of
Nianfors Chapel, Hudisvall, 1947
19481

Renovation of the North Wing of
the Cearps de Logis at Broxvik, 1948

19491

Compertirion Project for the Upp-
sala City Hall, 1949, invitation
competition, motto “Miljo”, pro-
ject purchased

1949.2

Competition Project for the Interior
Design of a Flag, for Svenska Slajd-
foreningen, 1949, motro “Ror”

1949.3

Second Compention for the Con-
servation of Uppsala Cathedral,
1949, motto “reflexion™, first prize

1950.1

Various Alternative Proposals for
the Conservation of Uppsala
Cathedral, 1950-55, with P. Celsing

1951.1

Project for an Extension to the
Headquarters  of rthe  Riks-
férsikringsanstale  (Natonal Insur-
ance Insttute), Stockholn, 1951-52

1952:1

Compention Project for a New
Layout for the Kungstriidgarden,
Stockholm, 1952, motto “Kul”

1952.2

Storerooms and Service Buildings
in the Stockholm South Cemetery,
1952-61

19551

Project for and Realization of the
Chapel of Hope in the Eastern
Cemetery at Malmao, 1955-50

1956.1
Renovation of Lewerentzs House
at Skandr, 1956

1956.2

Competition Project for Students’
Residences and the Students’
Union at the University of Uppsala,
1956, motro “UBBO VI", citation

1956.3
Competition Project for St Mark’s
Parish Church at Bjorkhagen,




Stockholm, 195664, invitation
competition, motto “Mellanspel”

19581
Place of Remembrance in the Stock-
holm South Cemetery, 19558-61

1961.1
Project for Stadsgard Square, Arbo-
ga, 1961 onwards

1962.1
Project for another house near the
Villa Edstrand, Falsterbo, 1962 on-
wards

1962.2

Project for the Town Plan of Hel-
geandsholmen and  Gustav Adolfs
Torg, pareially with P Celsing
{1962—G4) and Competition for an
Extension to the Parliament Buld-
ing, partially with Bernt Nyberg
(1969=71), Stackholm

1962.3
St Peter’s Church at Klippan, 1962—
60

1968.1

Project tor and Realization of the
Flower Stall and Custodian’s House
in the Eastern Cemetery at Malma,
196871

1969.1

Competition Project for an Exten-
sion to the Parliament Building,
Stockholm, 196971, partially with
B. Nyberg (1909-71), uniotto

e Y
Genom samima P()I't

1971.1

Waittng-room and Place of Re-
membrance in the Stockholm
South Cemetery, 1971

1972.1

Project for and Realization of
Gates in the Eastern Cemetery at
Malmé, 197274

19741

Competition Project for a Parish
Church and Adjacent Buildings at
Vixjo, 1974, with B. Nyberg, mot-

to “Circondare™, citation

1974.2
Chair in Metal and Laminated
Wood, 1974

1975.1
Project for a Display Stand for the
Bricks of Helsingborg Tegelfabrik

on the Premises of the Svensk Byg-
stjans, Stockholm, 1975

Horks and Projects Lacking
Precise Dates

0.1
Project for Slottshagen, Helsing-
borg, n.d. (attribution uncertain)

0.2
Study for a Column. n.d.

0.3
Seaside Villa (other details lacking)

0.4

Renovatuon of the Interior of the
Raska  Applied  Art Museum,
Gothenburg, n.d.

0.5
Flooring of the Bergslager Muse-
um, n.d.

(0.6
Project for a Funerary Chapel at
Hotagen, n.d.

0.7
Project for the Furmishings of a
Bedroom, n.d. (1910-30)

(1.8
Project for an Altar, n.d. (second
decade of twenueth century)

(1.9

Lovén Pavilion at Drottningholm,
Stockholm, n.d. (second decade of
twentieth century)

0.10

Project for the Interior Design of a
Cinema, Stockholm, n.d. (second
decade of twentieth century), with
T. Stubelius

(.11

Project for the Tomb of M. Tisell,
Stockholm, n.d. (second decade of
ewentieth century)

0.12
Various Projects for Tombstones, n.d.
(second decade of twentieth century)

0.13
Various Projects for Tombstones,
n.d. (1920s)

0.14

Competition Project for the Beki
Department Store, Malmd, n.d.
(1930s)

0.15
Project for Various Irems of Fur-
nishing (1930s)

0.16
Various Projects for Tombstones,

n.d. (1930s)

017
Project for the Feith Cafeteria,
Stockholm, n.d. (193Us)

0.18
Renovation of a Shop 1n Storgatan,
Stockholm, n.d. (193is)

0.19
Project for the Renovation of a
Shop in Oslo, Norway, n.d. (1930s)
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