
© Copyright 2016

Ari Lewkowitz



Locus Sacer & Nordic archetypes
architectural experiences through an existential, collective memory 

Ari Lewkowitz

A thesis 

submitted in partial fulfillment 

of  the requirements for the degree of

Master of  Architecture

University of  Washington

2016

Committee:

Peter Cohan, Chair

Jennifer Dee

Program Authorized to Offer Degree: 

Architecture



University of  Washington

Abstract

 Locus Sacer & Nordic Archetypes

architectural experiences through an existential, collective memory 

Ari Lewkowitz

 
Chair of  the Supervisory Committee: 

Associate Professor Peter Cohan 
Department of  Architecture

This thesis explores various Nordic archetypes in the architectural and landscape designs of  Swedish 

modernists, such as Sigurd Lewerentz, Erik Gunnar Asplund, and Peter Celsing.  Applying the ideas of  

existentialist and phenomenological philosophers to this exploration, the thesis proposes a particularly 

Nordic relationship to the originality of  the natural and the sacred place.  By transcending a visual symbolism 

and arriving at their essence, the archetypes can be understood as being part of  Sweden’s collective memory, 

existentially ingrained in history and a sense of  place.  The thesis then further analyzes the author’s 

hypothetical design project for an historical park in Göteborg, reflecting on its relationship to these Nordic 

archetypes and the site’s unique history.  Through its experiential presence, the park becomes an embodied 

program of  the “serious picnic,” in the balance of  the natural, the mundane, and the sacred.     
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Introduction

From the onset, this thesis has always been about the sacred.  The search 

for this type of  architecture has led from the prose and vocabulary of  

Louis Kahn, to the marble clad structures of  Rome, to a Sigurd Lewerentz 

brick in the woods. By continually seeking for interpretative truths within 

the Nordic body of  works, this thesis establishes a discourse between the 

sacred and the archetype.  There is an intention that the discourse run the 

length of  the document, illuminating my design decisions as well as those 

of  the studied architects.   

Various ideas, maturing and inspiring discoveries during design and 

research, ultimately stand juxtaposed within the document as an open 

“thought space.”0  The success of  this thesis can thus only be judged 

insofar as the audience finds new ground for interpretation and meaning 

outside and within those the author’s.  Similar to the five months of  

travel within Sweden, Denmark, Finland, and Norway that comprised 

the majority of  the thesis, this document should hopefully encourage the 

senses for the experiential reader.  The chosen archetypes, buildings, and 

sites move beyond the paradigm of  a prototypical case study, instead they 

provide a glimpse into the methodological development of  the discourse.  

Through photography, hand drawing, and watercolor, these architectonic, 

experiential tropes were documented on site, expanded, and reworked.  

Most significantly, Nordic nature’s archetypal qualities became increasingly 

apparent, as the objects of  form took on a Heideggerian metaphysical quality.



x

There is a genuine interaction of  the sacred, the archetype, interpretative 

phenomenology, collective memory, and a post-modernist history that 

underpins the discourse.  The document is thus arranged nonlinearly - 

reflecting the design process - to better animate a hermeneutic lens 

with the overlapping, competing, and harmonizing ideas of  the thesis.  

An existential relationship between the collective memory of  Nordic 

archetypes within the Nordic sacred finds a resting place with the design of  

a landscaped park within my adopted Swedish hometown, Göteborg.  

To the north of  the Göta Älv, on the island of  Hisingen, one finds 

stone remains from the original, pre-1621 city: a foundation wall of  a 

1607 Calvinist church.  Nestled within a forested hillside, the ruins of  a 

destroyed town reflects the juxtaposed notions of  temporality and Being.

Lastly, a note about the methodological inspiration for the writing of  

this document and the subsequent intentions for the reader: I was greatly 

inspired by Italo Calvino’s Invisible Cities and James Joyce’s Finnegan’s 

Wake.  The two author’s combinatorial language of  reveries challenges 

a reality of  the present, emphasizing the act of  change that occurs 

subconsciously at every moment.  In Finnegan’s Wake, sounds brought a 

flux of  meanings to my ear, and in Invisible Cities, descriptions brought 

about simulacra of  memories that simultaneously belonged to my own 

mind and to the novel’s main storyteller.  By influencing me to seek for 

interpretations within the details of  the archetype and to understand the 

novelty created within, these post-novels perhaps established a pre-thesis.



xi

Holzwege (Woodpath):

“Wood” is an old name for forest.  In the wood are paths that mostly wind 
along until they end quite suddenly in an impenetrable thicket.

They are called “woodpaths.”

Each goes its peculiar way, but in the same forest.  Often it seems as though 
one were identical to another.  Yet it only seems so.

Woodcutters and foresters are familiar with these paths.  They know what 
it means to be on a woodpath.

-Martin Heidegger
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Figure 1. Existing site plan of  
Färjenäs with the programmed 
park and surrounding residential 
buildings that are either 
constructed or under construction
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Thesis Statement

The Narrative

On the edge of  Göteborg, about five kilometers from the city center, there 

is a wooded and rocky hillside park known as Färjenäsparken.  Standing 

at the primary entrance, surrounded by playgrounds and athletic fields for 

children who live in the suburb, a crushed gravel pathway leads up the 

hill and quickly splits into two by a thick grove of  trees.  Narrow, slightly 

undulating tree trunks extend out at various angles from the hillside, their 

bases concealed by tall grass, bushes, flowers, and occasionally exposed 

rock.  Though to reach the top of  this hill, known as Kvarnberget, is just 

a maximum twenty-seven meter gain in elevation, the pathways extend the 

journey by winding around rock outcroppings consistently exposing more 

of  the path that lay ahead.  

Some of  the most enticing trails along the historic ridge are off  the 

designated pathways through natural clearings and over steps that at one 

point were used for a more official route.  The paths through waist high 

grass encourage wading in nature where your feet are lost in the labyrinth 

of  green blades and you must proceed quasi-blind relying on heightened 

instinct.  Paying attention to the difference between an absorbent and 

saturated soil and the hardened and angularly sculpted rock that causes 

a rift in the dirt, you no longer look down to proceed, rather your eyes 

are entirely consumed by the tones and shades of  your surroundings.  

Movement is a second-hand instinct that, though tentative and purposeful, 

brings one through black and white birch groves, underneath low-lying 

spruces, arriving unwittingly into a circular patch of  meter-tall yellow 

flowers.

The first time I visited Färjenäsparken - ignorant to its historical past - I 

made my way up the park slowly, unsure to where I was being led exactly.  

As the topography began to steady out to a flattened clearing, I noticed 

a semblance of  piled stones masked by the density of  grass.  As I came 

closer, it became clear these stones were ancient remains of  a church  ruin 

- kyrkoruin.  I learned these remnants dated from 1607, just four years 



Figure 2. One of  the crushed 
gravel pedestrian pathways, near 
the highest local point  

Figure 3. The path continues 
south west around boulders and 
with views of  the Älvsborg bridge  

004

after Karl IX finalized his plans for a city to be built here - the original 

predecessor of  current-day Göteborg.  These ruins, surrounded by the 

eternal presence of  the organic, express our own fragility of  being, necessity 

of  dwelling, and the role of  space and time to elucidate the connection 

between nature and the sacred.  By discovering this site by surprise, my 

experience was all the better for it: I came face to face with an example of  

history’s narrative being told through the thickets of  underbrush like the 

blank space between words in a poem.



Figure 4. Sequence 1 Figure 5. Sequence 2

Figure 6. Sequence 3 Figure 7. Sequence 4

Figure 8. Sequence 5 Figure 9. Sequence 6
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Figure 10. August Strindberg, one 
of  Sweden’s most prolific authors, 
was also known to paint to explore 
the emotions of  his written prose, 
for instance this work, titled Sea
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Thesis Statement

Nature’s Tonality

When walking through the landscape of  Sweden, I am reminded constantly 

of  Scandinavian artists who have turned to the mythical qualities of  

their homeland to find refuge for their own internal world of  emotions.  

Particularly in the 19th century, political strife separated the countries of  

Sweden, Norway, Finland, Denmark, and even Iceland.  The desire for 

independence was growing alongside nationalist pride, and a wave of  artists 

at the end of  the 1800s and into the first part of  the 1900s responded with 

a so-called “opponent movement.”  These painters stressed the Nordic 

light, fascinated by the white summer nights and the blue melancholic 

winter days.  Concerned more with emotion and depictions of  subtle 

symbolism hidden in the existential relationship between man and nature, 

overt realism and detail are made subservient.1 1. Kent, Neil. The Triumph of  
Light and Nature: Nordic Art 
1740-1940. London: Thames & 
Hudson, 1987. 121



Figure 11. Harald Sohlberg’s 
Vinternatt i Rondane (Winter Night 
in the Mountains) captures the 
Scandinavian fascination with 
its unique light and the mythical 
relationship with the landscape, 
here the Norwegian mountains
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These paintings are, after all, a philosophy and a way of  thinking about 

nature, one that is aligned with the ideas of  experience presented in this 

thesis.  The landscape is home to archetypes of  dwelling and existence that 

bring meaning to Being and tap into the emotional memories of  humans.  

To orient a hermeneutical experience of  Färjenäsparken with the help of  

Nordic mood paintings, we find the passages of  stone transformed into 

a scene of  Göteborg’s unique and rocky archipelago landscape.  It is the 

archetype of  the rock fused with the influences of  the elemental water.  

The isolation of  an island - at mercy to the wind and sea - still harnesses 

the strategic qualities that made this land so significant for centuries 

between adjacent lands.  This in turn brings about visceral reactions to 

a more primordial time.  The history, therefore, that lies beneath the 

ground on Färjenäs speaks to Sweden as well as to Norway and Denmark 

through the memorializing qualities of  a spirit of  nature.  The hues of  

green, transformed into a more blueish quality by the light of  day passing 

through branches, extend quite elegantly from the mind of  the pedestrian 

to the experience of  ground and sky.



Figure 12. Per Ekström’s oil 
painting, Sol och Snö (Sun and 
Snow), from 1891 is a snowy scene 
in Stockholm

Opposite Page:
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In the early 1980s, the Brooklyn Museum held an exhibit titled, “Northern 

Light: Realism and Symbolism in Scandinavian Painting, 1880-1910.”2  This 

was an apt title, for the artistry and the perceptions of  the Nordic condition 

are intimately linked to the quality of  light.  Marked by an expression of  

extremities, from the long lasting nights of  the summer to the fleeting 

daylight in the winter, there is a true sense of  a variegated atmosphere 

within Sweden and Scandinavia as whole.  The dome of  the sky, as 

Christian Norberg-Schulz posits, “infuses all things with mood,” and thus 

the Nordic countries are a “world of  moods.”3  And from Färjenäsparken, 

one can ascend to the top of  the hill and look down upon this world to 

be immersed in the shades of  moods, or nature’s tonality.  The light reflects 

off  Göteborg’s River (Göta Älv) below, emphasizing the forces of  wind 

carried eastwardly in ripples from the North Sea through the Bohuslänian 

coast.  The terrain of  Göteborg is marked by kullar (hills) that turns the 

skyline into an undulating elevation of  light and shadow, dark green 

forests and burnt red tile, fertile valleys digging into the earth and rocky 

“high places”4 stretching to the heavens.  All this is encompassed in the 

experience of  Färjenäsparken, whether through open expanse or through 

sporadic glimpses between trees.  

Standing at the foot of  kyrkoruinen, one is cut off  from the sounds of  the 

city below, but above the branches the once active Eriksberg gantry crane 

rises as an orange hue contrasting the green and blue all around.  And on 

the other side - through a clearing of  trees - the 1968 bridge that spans 

from the north bank to the south bank is a mute, slender set of  lines drawn 

in front of  the horizon.  Their presence is truly complimentary to the 

effects of  nature, as the dialectical act of  discovery and arrival brings an 

existential balance to dwelling on this land and in this environment.

Karl IX’s Göteborg and the presence of  Färjenäsparken is intrinsically 

linked to “this” land and “this” environment for its particular genius-loci.  

Martin Heidegger in “Being and Time” describes the world -  a concrete 

2. “Northern Light: Realism 
and Symbolism in Scandinavian 
Painting, 1880-1910.” November 
10, 1982 through January 9, 1983 
Brooklyn Museum. <https://
www.brooklynmuseum.org/
opencollection/exhibitions/1111/ 
Northern_Light%3A_Realism_
and_Symbolism_in_Scandinavian_
Painting_1880-1910/right_tab/
timeline/>.

3. Norberg-Schulz, Christian. 
Nightlands. Cambridge: MIT, 1996. 
2

4. Norberg-Schulz, Christian. The 
Concept of  Dwelling: On the Way to 
Figurative Architecture. New York: 
Rizzoli, 1985. 31
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Figure 13. Panorama of  the 
south-western view at the top of  
the hill 
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Figure 14. Elements of  
Färjenäsparken

Opposite Page:

013

totality of  things - both revealed and concealed as truth.5  Using a follow-

up question of  Norberg-Schulz, one may ask of  Färjenäsparken what 

“truth” is preserved and how is it presented or re-presented?6  One must 

search through the meaning of  the rock and the narrative of  the island 

to gain insight into the unspoken presence of  the site’s hidden history, 

its “truth.”  One must dwell phenomenologically on the ground, in other 

words to look to the things themselves, as Husserl insists,7 and as Maurice 

Merleau-Ponty adds, “the significance of  a thing inhabits that thing...Prior 

to and independently of  other people, the thing achieves that miracle of  

expression: an inner reality which reveals itself  externally.”8   

This externality at Färjenäs becomes the psychological milieu, a milieu 

as I will argue, of  memoire.  For its sacred ground rests in the necessarily 

existential space of  a settlement, between the heaven and the earth in a 

vertical axis mundi, and in the “manifold of  memories.”9  The memories of  

Norway’s mountains - the persistent battle between the tensile forces from 

above and from below - are recalled in this landscape of  kullar, while the 

wooded wild of  Finland that weaves land and water is experienced again 

as memory in the forested Kvarnberget.  This more general notion of  

Sweden was argued by Christian Norberg-Schulz to exemplify the manner 

in which the country sits conceptually as well as physically between 

Norway, Finland, and Denmark.10  But one can see that by balancing an 

understanding of  Sweden, beyond quotidian assumptions and metaphors, 

the inner heart of  Sweden’s own archetypes are simultaneously (and 

through nuance) part of  the archetype of  Scandinavia that elicit individual 

tonalities.  For if  an artwork cannot be described explicitly as “what it is” 

or “what it does,” like a poem cannot be paraphrased in prose,11 let us 

not seek to paraphrase the qualities of  Göteborg’s nature by virtue of  a 

simulacrum.  Instead, through the remainder of  this discourse and with 

a thesis design, I will attempt to reveal some of  the Heideggerian truths  

concealed in the historic things of  existence within this modern-day park.   

5. Heidegger, Martin. Basic 
Writings. Ed. David Farrell Krell. 
New York: Harper, 1977. 13

6. Norberg-Schulz, Christian. 
Architecture: Meaning and Place. 
Milan: Electa, 1986. 39

7. Heidegger, Martin. Basic 
Writings. 12

8. Norberg-Schulz, Christian. The 
Concept of  Dwelling: On the Way to 
Figurative Architecture. 16

9. Norberg-Schulz, Christian. 
Nightlands. 40

10. Ibid.

11. Harman, Graham. “What is 
an Object?” Moderna Museet, 
Stockholm. 16 Jan. 2015. Speech.
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Thesis Statement

Locus Sacer

Intersubjective experience, collective and personal, occurs within spaces 

that embrace the archetypal qualities of  a place.  These spaces, rendered 

sacred, present loci and their various pasts within the memory of  a 

community existentially, meaning that the rituals or traditions are able to 

outlive a particular epoch and become a cosmic bond.  This bond, in the 

words of  Karsten Harries, “implies the changeless order that assigns to 

human beings their proper places.”12  The sacred characteristics, or even the 

modes by which to identify a sacred space - for the purpose of  this thesis - are 

religious and communal, political and civic, national and vernacular.  The 

sacred establishes a set of  rules by which to abide, and through a collectively 

agreed acceptance of  that which is sacred (and therefore that which is 

profane) boundaries are placed.  These boundaries may be symbolic, but like 

Kierkegaard’s insistence on concerning philosophy with the concrete, there 

is always a physical dimension to them.  That can be by a courtyard which 

separates the outside from the inside, a wall which separates the private chapel 

from the larger sanctuary space, or a ritual / action, such as Romulus slaying 

his brother Remus for crossing the augural borders that demarcated Rome.  

These physical dimensions of  the sacred, beyond creating order and 

transgression, also give an ethos of  historical legitimacy.  The sacred 

space, in other words, is simultaneously comprised of various archetypes.  

The archetype, according to Carl Jung, is a “primordial image” that is 

inherently part of  the collective unconscious13.  They are thus instinctual 

and represent symbols that have meaning as visual cues and perhaps 

more importantly, as emotions.  Geometry and form based rationalities 

are often associated with the architectural archetype, but the directly 

involved action can also be the archetype irrespective of  form or pure 

aesthetics.  For instance, the bridge as archetype is about movement; 

it is at its essence the ability to make possible what nature has made 

impossible.  Or perhaps with regard to mortality, the bridge becomes 

a connection between two worlds traversed by the event of  dying.  

The analysis of  this distinct Swedish space, locus sacer, turns to the essence 

12.  Harries, Karsten. The Ethical 
Function of  Architecture. Cambridge: 
MIT, 1998. 258

13.  Smiljanic, Sandra, Ivan 
Milinar, and Bojana Bojanic 
Obad Šcitaroci. “Archetypes in 
Modern Cemetery Architecture.” 
PROSTOR 22.2 (2014): 84-95



Figure 15. Frontispiece allegory 
from Giambattista Vico’s New 
Science 
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of  elemental traits of  the North, transcending these elements or types 

to be archetypes through the participant’s experience of  these as a part 

of  the cosmos.  When seen as a whole, through the interpretive lens of  

architectural intent, and with the symbolic role of  Christian Norberg-

Schulz’s genius-loci, these types are deepened to the role of  archetype.  

The forested land, the plane of  the sky and it’s interstices with the plane 

of  the ground, the (un)controlled water and the patterns of  a changing 

light connect the Northerner to an existence in place and to the laws that 

order.  Place, or the landscape in particular, when seen as a “cosmological 

ground,” retains a rich history of  evolving factors related to topos, 

climate, and anthropomorphous desires.14  Like time itself, the strata are 

fused gently and continually without ever ignoring what is underneath.

Locus sacer - Latin for sacred place - implies a sense of  origin fitting for 

spaces that demand honor and claim historicity through a particular 

past, becoming lieux de memoire.15  It strives to achieve the archetype as 

both event and as space.  Heidegger suggests that building belongs to 

dwelling, thus the basic need for shelter spawns the program of  all spaces.  

Gaston Bachelard recognizes, however, that there is not only this desire 

for shelter, but also an equal, yet counter-intuitive acceptance of  the 

fragility of  that shelter.  Like the precarious nest of  a bird, he ponders, 

there is confidence in nature, whether changeless or fleeting.  This line 

of  thinking brings about the quintessential fact of  life: mortality is its 

reality.  Life itself  is fragile.  Consequently, the archetypal program is both 

dwelling and dying.  As Karsten Harries writes, “sacred architecture has 

always had as perhaps its main task the illumination of  life in the face 

of  death.”16  Together these present building as Greek tragedy, with the 

ultimate inclusion of  death as either a natural act or a transgressive act.

Born out of  questions of  legality and acceptance versus transgression, the 

sacred space ignites the start of  a society.  It recalls the biblical moment 

of  Adam being placed within the Garden of  Eden and simply being told 

14.  Kempf, Petra. You are the 
City: Observation, Organization, and 
Transformation of  Urban Settings. 
Baden, Switzerland: Lars      Müller, 
2009. 

15.  Nora, Pierre. “Between 
Memory and History: Les Lieux de 
Mémoire.” Representation 26 (1989).

16.  Harries, Karsten. The Ethical 
Function of  Architecture. 255



Figure 16. Fire burning 
celebration of  Walpurgis Night at 
the Slottsskogen in Göteborg

Figure 17. Tombstones within the 
pine forests at Skogskyrkogården 
in Stockholm

Figure 18. Side aisle skylights 
at the Bagsværd Kirke in the 
outskirts of  Copenhagen

Figure 19. Stone wall base at 
the Temppeliaukion Kirkko in 
Helsinki

Clockwise from Top Left:
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that the whole of  the garden is for him to cultivate and sustain, except the 

singular “Tree of  Knowledge of  good and evil.”  This edict, actualized in 

space as a tree and as an emotion in temptation, is the locus sacer.  The law, 

or frankly any law, is in need of  a semiotic discussion: why is the fruit of  the tree 

forbidden?  These questions can be rationalized with science and superstition 

(among other things), but religion has historically asserted itself  in a 

location to answer these existentialist questions for the masses.  Thus the 

sacred simultaneously becomes an issue of  purpose for the singular within 

a collective, and the collective for the singular.  Societies and nations need 

this virtue, just like Christianity, Buddhism, etc. does.  And when sacred 

buildings seek to address these questions through the architecture of  a 

worship space, the construction of  a memorial site, or the development 

of  a natural park, the designer must establish a poetic seriousness and 

philosophical altruism.  Within that seriousness, both honorific and 

mundane, transcendence of  symbolism is achieved through experiencing

oneself.  

By encompassing the archetype as space with regard to time, the focus 

moves  to the relationship between novelty and tradition.  The archetype, by 

definition and through the conceptual framework established, has a recalling 

to the moment of  “origin.”  This recall breaks out of  the more traditional 

means of  studying history, in which time is of  primary importance, and 

instead focuses on a study of  memory, in which time and facts are being 

perpetually altered.  One of  the consequences of  20th century post-modernist 

philosophy was the disjunction between memory and its counter-point:  

history.  A breakdown of  these two concepts is further needed to better 

understand just how they have influenced the thesis’ analysis of  Swedish 

architecture.

Pierre Nora, in his writings about 19th century France, establishes the 

dichotomy between memory and history, the former classified as a 

“perpetually actual phenomenon...social and unviolated,” while history 



Figure 20. 16th century woodcut 
depicting Moses removing his 
shoes before approaching the 
burning bush.  The full image is 
of  two scenes (the Annunciation 
scene on the left made transparent) 
the norm at the head of  each page 
in the Speculum Humanae Salvationis
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is merely the means by which cultures “organize the past.”17  Historians, 

he argues, have only been representing a limited conception of  the 

past, reinforced by the dogmatic preservation of  certain monuments, 

maintained like snapshots of  a moment in time and place.  This portrays 

history as a unilinear march towards progress, divided between epochs 

and associative styles.  Within that line of  thinking, Alois Reigl discusses 

the “freezing” of  monuments, pointing out that contemporary concerns 

will always determine our perceptions of  the past, and that in fact, 

“there is no objective past.”18  Gianni Vattimo recognizes this as well, 

positing that with the onset of  post-modernity, history reveals itself  as a 

heterogeneous meta-narrative that breaks from pure, rationale progress.  

17.  Nora, Pierre. “Between 
Memory and History: Les Lieux de 
Mémoire.” 8

18.  Forster, Kurt. “Monument 
/ Memory and the Mortality 
of  Architecture.” Oppositions 25 
(1982): 31
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Harnessing the language of  Nietzsche before him, “there are no facts, only 

interpretations.”19  I submit, however, that Vattimo’s usage of  “history” 

shall really be identified as a form of  memory.  Historical memory, the 

memory preserved in neatly laid out textbooks, is a product of  civilizations 

past, when facts were written down to be remembered for logistical 

purposes, legal purposes, and political purposes.  Collective memory, on 

the other hand, can be seen as an even more ancient form, once again 

returning to the sense of  origin, when rituals preserved these genuine 

memories, and when mythologies were just as important as a scientific 

reality.  The collective memory is the “vortex.”20  It is spontaneous, vague, 

and tied to the imagination: the ability to dream of  the truly innovative.         

The “research” component of  this document looks at the 20th century 

designs of  Swedish architects Sigurd Lewerentz, Erik Gunnar Asplund, 

and Peter Celsing, representing what T.S. Eliot describes as a reciprocal 

exchange between novelty and tradition.  The thesis asks, how can one 

achieve this originality that “ever so slightly” alters our perception of  

the past with a new interpretation?21  Poetry critic, Harold Bloom, has 

established a pattern for the development of  poets (but could easily be 

used for philosophers, artists, and architects just the same) in which the 

poet goes from idolizing his / her heroes to the melancholic realization that 

they have exhausted all ideas, causing an “anxiety of  influence” ultimately 

broken through by an about face antagonism towards those hero’s ideas 

and the creation of  something unique, termed “strong poetry.”22 Achieving 

this in architecture, the sacred spaces and landscapes by these architects 

are analogous to the poetical language Kierkegaard associates with the 

subjunctive, rather than the indicative.  “The indicative thinks something as 

actuality.  The subjunctive thinks something as thinkable.”23  The architect and 

the designer must use the qualities of  rhetoric24 to persuade the community 

not just of  the space’s beauty, but also of  its significance as an archetype.  

This notion of  a possibility, of  a rightful imagination, places experience 

at the forefront of  uncovering meaning in one’s memory of  the locus sacer.        

19.  Nietzsche, Friedrich. Kritische 
Gesamtausgabe Werke. Ed. Giorgio 
Colli and Mazzino Montinari. Vol. 
3. Berlin: de    Gruyter, 1967.

20.  Nyberg, Folke. “Architecture 
as Vortex: A Journey of  the 
Romantic Imagination.” Column 5 
6 (1992): 38-51

21.  Wilson, Colin St. John. 
“Sacred Buildings & Sacred Sites.” 
Flora, Nicola, et. al. eds. Sigurd 
Lewerentz. London: Phaidon, 2013. 
27

22.  Bloom, Harold. Anxiety 
of  Influence. London: Oxford 
University, 1973.

23.  Harries, Karsten. 
“Transformations of  the 
Subjunctive.” Thought 55.218 
(1980) 284
24.  McEwen, Indra Kagis. 
“Hadrian’s Rhetoric I: The 
Pantheon.” RES: Anthropology 
and Aesthetics 24 (1993): 55-66 & 
“Hadrian’s Rhetoric II: Thesaurus 
Eloquentiae ‘The Villa at Tivoli.’” 
RES: Anthropology and Aesthetics 25 
(1994): 51-60



Figure 22. The old city wall 
around Visby in Sweden is now 
a visually seamless continuation 
of  the urban fabric, forming 
backyards and driveways

Figure 21. Caspar David 
Friedrich’s painting of  the Eldena 
Abbey Ruins in Germany
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Discovering the Archetype

Thomas Thiis-Evenson, a former Ph.D student of  Christian Norberg-

Schulz’ sums up a brief  history of  the architectural usage of  archetypes 

quite nicely as follows: “The term archetype, which was originally employed 

within psychology by CG Jung, was first used systematically with an 

architectural theory by Paul Zucker in his book Town and Square from 1959.  

On the basis of  a description of  five square archetypes, he uses specific 

examples to show how history chooses that form which is appropriate and 

how these typologies, owing to dissimilar functional characteristics, vary 

from antiquity up to the present day. The theory of  archetypes was further 

developed in the 1960s, with Aldo Rossi’s book The Architecture of  the City 

from 1966 representing an important step forward. During the 1970s, the 

theory of  archetypes has increasingly been used as a basis for architectural 

practice, through the work of, among others, Michael Graves, Rob and 

Leon Krier, and Mario Botta.”25  

This thesis argues for the archetypes with a phenomenological methodology 

attached to that of  the Jungian emotion - collective and primordially 

universal.  “Architecture is a thing of  art,” Le Corbusier argues, “a 

phenomenon of  the emotions, lying outside questions of  construction 

and beyond them.  The purpose of...architecture [is] to move us.”26  This 

Jungian ideal shall be conjoined with the interpretative individuality that 

is lent to an archetype over history.  The type may remain constant, but 

the archetype is perpetually re-interpreted and remembered without ever 

losing identity.27  These archetypes embody an existential meaning and 

through that identity reveal the world as it is.  In this regard, they are once 

again collective for Scandinavia (in the context of  this thesis), helping to 

bring meaning to man as “beings-in-the-world.”28  Moreover, the manner 

in which they are collectively “remembered” is of  significance for the 

discovery of  the archetype.  For as Heidegger points out of  the Greeks, 

memory is the mother of  the arts.29  Mnemosyne, the goddess of  memory, 

gave birth (with Zeus as father) to nine muses, the source of  knowledge for 

the arts.  And mnemosyne in turn, was the daughter of  Uranus and Ge, the 

25. This-Evensen, Thomas. 
Archetypes in Architecture. Oslo: 
Scandinavian UP, 1987. 17

26. Le Corbusier. Towards a New 
Architecture. New York: Dover, 
1986. 19

27. Norberg-Schulz, Christian. The 
Concept of  Dwelling: On the Way to 
Figurative Architecture. 29

28. Heidegger, Martin. Basic 
Writings. 43

29. Norberg-Schulz, Christian. The 
Concept of  Dwelling: On the Way to 
Figurative Architecture. 44



Figure 23. Christian Norberg-
Schulz’ expression of  existentialist 
space, centered by a cosmic origin 
and orientation in place
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Greek personifications of  the sky and the earth, respectively.  This cosmic 

lineage of  nature, memory, and the poetic arts, to which architecture may 

be attributed, places the archetype in the midst of  the balance between the 

world of  natural things and natural forces that we see and/or experience.



Figure 24. Martin Heidegger’s 
famed cabin in the Black 
Forest Mountains of  southern 
Germany, simply referred to as 
“die Hütte” (the hut).  It was here 
that Heidegger wrote many of  
his phenomenological essays on 
existence and dwelling, though the 
hut itself  aptly reflects the three 
realms of  earth, sky, and optic 
array. 
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Undoubtedly, there are ample archetypes to use as a foundation for research 

within Nordic sacred places.  Several have already been mentioned; or 

one could also take the approach that there are purely three fundamental 

elements within architecture: the floor, the wall, and the roof.  The latter 

concept is based on a reinterpretation of  Christian Norberg-Schulz’ 

famous identification of  earth, sky, and optical array30.  Existentially, these 

are the three realms of  a locus; three simultaneous worlds that incorporate 

the real of  nature with the ineffable of  self.  It seems this established 

outline can be further unpacked though, expanding its armatures to include 

archetypes that create a more complex and veritable understanding of  

the various regions and the various buildings.  Inspiration for this can be 

found foremost in nature with poetry, art, and architectural moves assisting 

this search.  It seemed important to me, however, that these archetypes 

were chosen with a sense of  harmony with one another, with areas of  

overlap and nuanced internal contradictions.  This thesis therefore sees 

these archetypes as constituent parts to the human, natural atmosphere, 

consistently altering one another in a reciprocal exchange of  how one 

meets the other.

30.  Van Ness, Akkelies. “The 
Heaven, the Earth, and the Optic 
Array: Norberg-Schulz’s Place 
Phenomenology and its Degree 
of  Operationability.” Footprints 3 
(2008): 113-134



Figure 25. Buildings along the 
western archipelago emerge out 
of  the rock, breaking through the 
horizon
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Discovering the Archetype

Rock

The archetype of  the rock is particularly profound in Göteborg and along 

the western coast of  Sweden.  Sweden’s western archipelago, dividing land 

and water, is one of  barren rock that sits immutable within the surrounding 

sea.  The rock’s strength of  time-lengthened force is dually heightened by 

the perpetually fleeting and encroaching movement of  the water.  As one 

sits static, its bed is always being made and undressed.  Moreover, that 

relationship between rock and sky is akin to that of  rock and water vis-á-vis 

movement and stillness.  The horizon line of  man’s view through Göteborg 

is almost always these two latter elements: rock meeting sky.  The archetypal 

rock climbs up in an attempt to be a mountain, a object-personification of  

man’s own desire for Babel, for reaching the ultimate heights.  The terrain 

of  Sweden is not mountainous in the sense that neighboring Norway is, 

but its memory lives on in its landscape, nonetheless.31  More specifically, 

the undulating view of  Göteborg is akin to the hills of  Rome or Edinburgh 

that have so fascinated artists, poets, and pilgrims.  Göteborg’s archetypal 

rocks are part of  a collective intersection with the sky, placing man in 

the hard surface of  the world and the penetrable expanse of  the clearing 

above. 

31. Norberg-Schulz, Christian. 
Nightlands. 40
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Opposite Page:

Figure 26. Anders Zorn’s 
painting In the Skerries of  Sweden’s 
archipelago
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Discovering the Archetype

Island

Another primary archetype noticeable in Göteborg and the region 

of  southwestern Sweden is the island, an extension of  the element of  

water.  Geographically, the opposite coasts of  Göteborg and Stockholm 

are enlarged archipelagos, with river streams, canals, and seas fracturing 

their respective landmasses into a web of  pieces uniformly attached to the 

fluctuations of  the sea.  These are not islands of  isolation as much as they 

are remnants of  a broken piece of  pottery, all emerging from the same 

artifact but unique in aesthetic when seen alone.  These connections were 

also perceived in relation to exploration, the international.  The familiar is 

used as a basis of  judgment or relatable understanding that ultimately gives 

strength to an appreciation and understanding of  the newly discovered.  

The islander then, becomes the traveller and the creator.  For through 

travelling and emancipating oneself  from the water all around, the explorer 

comes to understand oneself.  Italo Calvino, through the hypothetical 

conversation between Marco Polo and Kublai Kahn, writes that with each 

new discovered city, “the traveller finds again a past of  his that he did 

not know he had: the foreignness of  what you no longer are or no longer 

possess lies in wait for you in foreign, unpossessed places.”32  The archetype 

of  the island and its reliance upon water grows forth from its origins, both 

literally and metaphorically.  The peripheral water contains the edge of  

knowable reality and is thus the birthplace of  land, and its history.     

32.  Calvino, Italo. Invisible Cities. 
San Diego: Harcourt Brace & 
Company, 1972. 28
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Figure 27. Wooden door detail on 
a home on the island of  Gotland

Figure 29. Caspar David Friedrich’s 
painting, Four Times of  Day Evening

Figure 28. Prins Eugen’s Forest

Left:

Following Page:

Opposite Page:
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Discovering the Archetype

Tree

The tree and the forest are a special archetype for the larger Nordic 

landscapes and are strongly ingrained within the material culture.  As 

types, the trees are used to denote pathways and axes, forming boundaries 

and edges between the sacred and the everyday in significant rituals.  As 

archetypes however, the tree becomes a symbol of  the natural ritual of  

growth, rising from the underworld towards the sky in vertical fashion.  

In the anthropomorphized context of  compassion, the forest of  trees 

represents a reminder of  an existentialist symbiosis between animal and 

earth.  This relationship is hinged on its mutual bond and admission of  

death and rebirth.  The artistic works of  Caspar David Friedrich have often 

been cited for capturing this existential power, for example his depictions 

of  the forest expanse held at bay by the changing light of  the sky in his 

painting, Four Times of  Day: Evening.  There is also a sense of  the vernacular 

within the timber tradition of  building in Scandinavia that is relevant for 

the understanding and reinterpretation of  this archetype.    
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Figure 30. The glass wall turns 
the perceived apse in an numinous 
threshold between prayer space 
and forest at the Otaniemi Chapel 
at Aalto University in Espoo, 
Finland
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Discovering the Archetype

Threshold

The archetype of  trees are also associated with Scandinavia through 

symbolic meanings in Norse mythology, particularly the “tree of  the world,” 

or Yggdrasil.  According to this myth, there are nine worlds that rest on the 

branches of  the tree, which stands vertically like an axis mundi through the 

various realms.  Consequently, this establishes, both cosmologically and 

spatially, another archetype: the threshold.  The threshold is one of  the 

fundamental experiences, a moment of  true consciousness that enlivens 

the senses to an awareness of  place, often with an uncertainty that the mind 

tries to overcome.  “Consider the momentous event in architecture,” Louis 

Kahn posits, “when the wall parted and the column became” expressing 

the architectonic way in which the threshold is in fact an element that 

allows a spatiotemporal movement.  The origin of  the threshold in 

architecture, when a tectonic emerged from the rigidly stereotomic, finds a 

parallel in the breaking of  the tree line to a clearing, from the edge of  land 

towards water, and up high when a ridge drops off  into the continuum 

of  the atmosphere.  The distinction of  location and relativity to time and 

space is enhanced by elemental differences and different shades of  tone.  

The qualities of  light upon the land can create layered components of  a 

threshold reinforcing the laws of  the sacral, while allowing a growing and 

moving acceptance that is unique for each individual.  No two thresholds 

are alike, nor is a threshold ever again the same.
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Discovering the Archetype

Sky

Many of  these “architectural archetypes” are so intrinsically linked to the 

forces of  nature that the differences between them as nature and as built 

are unclear.  Architecture is more than an anthropomorphic mirror of  the 

nature around it though; it can serve as a humble inquisitor, opening the 

mind to inquire about the surrounding.  By creating a frame, the archetype 

of  the sky is altered by its viewership through the elements of  window, 

oculus, courtyard, and meadow clearing.  Light is particularly significant 

in the North, which experiences its full spectrum of  winters with little 

to no light to a summer of  insomnia-inducing extended days.  Opening 

up to the sky is about more than allowing light into a space and making a 

room (in the Kahnian sense of  the word), it is about reaching to attain the 

sky.  As light comes in, reveries about the limits of  the horizon are sent 

the other way in return.  Standing at the glass wall of  the Louisiana Art 

Museum, the slender Giacometti figures are presented alongside the arms 

of  branches reaching out above the lake in near distance.  Both seem to 

be born from the very same source of  sunlight, now made apparent to the 

visitor.  The changing conditions of  the sky essentially create the sense 

of  atmosphere and persona of  climate; it alters one’s mood and can bring 

comfort as an orienting atlas for the world.  By doing so, it translates the 

cosmic down to the individual realm of  the human.  A realm that is split 

by various archetypes to make a horizon both physically -  when water or 

rock encounters sky - and temporally - when night becomes day.    



Left:
Figure 31. Rocky clearing atop 
the Masthugget cliff, an archetype 
for Göteborg and western Sweden

Below:
Figure 32. Sketch of  the 
Giacometti Hall in the Louisiana 
Museum of  Modern Art in 
Denmark, overlooking a pond 
beyond the branches of  nearby 
trees
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Figure 33. One of  Piranesi’s 
series of  engravings, Carceri, 
depicting a type of  historic 
labyrinth of  the mind in space
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Discovering the Archetype

Path

The pathway as an archetype has origins in ritual movements and mythic 

journeys.  It became the thing of  tales, and thus can represent a narrative 

through a space or series of  spaces.  The discovering of  new worlds and 

accomplishments are then re-enacted later on along historic paths, making 

the act of  the journey as significant as the ending point.  In fact, the path 

can go to great lengths to conceal its final point, as in a labyrinth.  This 

particular type of  circuitous pathway has a unique emotional and personal 

resonance with our own self.  As Nietzsche points, “If  we willed and dared 

an architecture  according to the kind of  souls we posses...the labyrinth 

would have to be our model!”33  Considering the multi-dimensional, 

entwining synapses that comprise one’s own internal thought processes, 

a (counter-intuitive) familiarity with the labyrinth makes sense.  For in 

this maze man seeks identification and meaning by trying to salvage a 

semblance of  orientation.  The grounding of  the path beneath one’s feet 

is the best aid in that endeavour; its (un)certainty and changing experience 

makes correlations in time ever present.  It is then up to man to use 

this grounding and find his own internal imagination, his own world of  

possibilities, and either continue along the path that is prescribed or the 

path that is destined.

33. Harries, Karsten. The Ethical 
Function of  Architecture. 341



Figure 34. Detail plan drawing 
of  the newly designed pathway 
through the Acropolis 
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Architectural Archetypes

Experiencing the Archetypes: 

From the philosophies of  the Greeks we get the urge to seek and judge 

knowledge, to become a wise man – istōr, the etymological root of  the 

word history.34  And once compiled in spoken word or written form, the 

wise man becomes a narrative.  To associate an archetypal narrative with 

locus sacer, the prose becomes the artistic beauty that an architect may 

take advantage of, altering perceptions to become convinced of  a story, 

convinced of  a fact.  “Verum Ipsum Factum” (true itself  is fact), wrote the 

Neopolitan philosopher, Giambattistsa Vico, declaring the possibility of  a 

manufactured truth that becomes the “reality.”35  Via tropes of  rhetoric, 

pedestrians to a building are carried rhythmically to the plot and through 

its development, an inner glimpse to the memory of  the designer, yet 

subsequently reconstructed by the visitor’s own memories.  In a “Vichian 

poetic union of  the real with the factual,”36 an identity is formed, histories 

are reinterpreted, and memories are replaced.  At Klippan, perhaps more 

so than any of  Lewerentz’ churches, the rhetoric of  St. Petri’s Church 

aims to return the worshipper to the ascetics in life, an appeal that strays 

from a mere austere functionalism to be dark, serious, and captivating.  

As in Hadrian’s Pantheon, the narrative first carries all who enter into a 

certain past, in order to permit the sacer to exist within these defined loci.37 

The narrative may be written by the architect, but the textual basis for 

words chosen are no more the designers than the readers, both past and 

future.  To borrow a phrase from Roland Barthes, it is the death of  the 

architect.  What stands in his place are his inspirations, the reveries for 

artistic ingenuity that swirl about unbounded until they find rest in the 

mind of  the contemporary user.  This archetypical dimension knows no 

time, for it is immersed in the moment of  origin and true originality.  The 

narrative is phenomenon, experience, and sacred.

Thus far, the archetypes and the archetypal qualities that delineate 

the sacred spaces of  Sweden have been discussed as something to be 

“discovered.”  Something either understood by the architect or lay person 

consciously and emotionally, or perceived through natural changes 

34. Enikó, Bollobás, Charles Olson. 
New York: Twayne, 1992.

35. Froscari, Marco, “’Mostri 
Sacri’ of  Italian Architecture.” AA 
Files 14 (1987): 42

36. Ibid.

37. McEwen, Indra Kagis. 
“Hadrian’s Rhetoric I: The 
Pantheon.” 



Figure 35. Detail sketches of  
brickwork moments at S:t Petri 
Kyrka
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occurring over time.  There is a phenomenological aspect to these 

archetypes for they demand a total immersion in space, meaning that 

physical context and cultural pasts play into the breadth of  architectural 

events.  The experience truly becomes evident at the nexus of  body, mind, 

and “truth”38.  Like Giambattista Vico, Maurice Merleau-Ponty sets up 

a discourse against Cartesian logic, presenting truth in this instance as 

opposed to a fact, but rather as a meaning.  Truth is a qualitatively judged 

reality comprised of  the intersubjective experiences we all envision and 

enliven.  It is the seed that bears the fruit of  memory versus history.  

This is the context for which the archetypes emerge, transcending and 

collecting the experiences as if  they themselves only exist to be interpreted 

and reinterpreted within the mind of  all who have the pleasure to visit.

And when one visits S:t Petri Kyrka in Klippan, one experiences a 

descent into the darkness that Sigurd Lewerentz has created.  Entering 

through an annex chapel from the north, which serves simultaneously as 

a vestibule, the terrain slopes down towards the south, towards the main 

sanctuary space now immutably blocked off  by the iconically stark motif  

of  a Helsingborg brick wall.  An almost hidden area, this opposes exiting 

through the main double doors of  the west facade facing the direction 

of  the rural town.  Once inside, the eyes do not immediately adjust 

and the body is thrust into a state of  unsure placelessness: the dark of  

night.  Again, the sanctuary floor slopes downward, this time eastwardly 

towards the altar, at a noticeable pitch further sinking the building into 

the earth.  The experience - this descent - is the communal dying of  

its constituents.  Peter Blundell Jones likens the chapel to a meeting in 

the catacombs, where worship occurred non-hierarchically through the 

“tradition of  circonstantes”39 (sitting in a circle, as opposed to linear in 

arrangement), but one must point out the significance of  death within 

the catacomb.  The underground is the physical environ for the deceased.  

Visiting S:t Petri Kyrka, I am reminded of  Ostia Antica and the mysterious 

roman temples dedicated to Mithra, a Persian influenced deity.  There, 

38.  Merleau-Ponty,  Maurice,  The 
Visible and the Invisible. Boston: 
Northwestern U Press, 1968.

39.  Jones, Peter Blundell. “Sigurd 
Lewerentz: Church of  St. Peter, 
Klippan, 1963-66.” ARQ 6.2 
(2002):164.



Figure 36. Watercolor of  the 
darkly vaulted entry vestibule / 
wedding chapel at St. Petri Kyrka 
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one can find about twenty Mithraeum, all of  which are underground, 

representing an awareness of  death and its natural relationship to the earth.

Lewerentz was also a master of  the aesthetic, obsessing over details 

while allowing for imperfections.  His understanding of  the inert power 

of  “beauty” can be witnessed in almost all of  his projects.  Walking 

with the church warden through his recently finished Markuskyrkan in 

Björkhagen, Lewerentz was asked about the curious tripartite brick vaults 

spanning between I-beams.  Perhaps its billowing rhythm of  undulation 

was for acoustic reasons?  “It’s possible that it is good for the acoustics,” 

Lewerentz answered with a pause before explaining the real reason: “its 

pure aesthetics.”40  Inspired by his childhood affinity for racing boats, which 

were designed with a hull composed of  two concave surfaces meeting at 

a sharp point, Lewerentz’ brick vaults were a fulfillment of  one of  his 

childhood premonitions.  “Once I had a boat in the boatyard,” Lewerentz 

recalled, “and I crept underneath [it].  I saw how elegant it was.  The 

curved surfaces and the edges of  the sides were not parallel with the keel, 

and I thought to myself, ‘One day I am going to use this in a building.’”41 

This anecdote is insightful for it shows the source of  inspiration: beauty.  

The symbolism here is not that the vaulting resembles the hull of  a boat 

as Lewerentz implies, rather that the vaults resemble the very essence of  

Beauty, an essence that is experienced.  The chasm being sign and signifier 

is altered as every person enters the church and upon gazing at the Baroque 

drama of  shadows and curves in perspective, they too are amazed at how 

“elegant it was.”  

To better understand this notion of  experiencing beauty, one can look to 

art or poetry.  Picasso’s figures in Women of  Algiers possess the same level 

of  aesthetic sensation that Eugene Delacroix’s original painting had of  

the exotic concubines.  Contorted and superimposed, the surrealist bodies 

maintain a beauty independent of  reality (reality as an agreement between 

site and mind) and eternally dependent on geometry.  Humans are nothing 

40. Ahlin, Janne. Sigurd Lewerentz, 
Architect: 1885-1975. Cambridge: 
MIT, 1987. 156

41. Ibid. 157



Figure 38. Brick threshold 
between the vestibule and the 
sanctuary space of  St. Petri 
Kyrka, a movement of  space 
choreographed by a digging 
deeper into the ground 

Figure 37. The vaulted brick 
roof  of  Markuskyrkan as Beauty. 
Photograph above and hybrid plan 
/ axon below.
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but curves and shades of  color; so to with nature; so to with Lewerentz’ 

vaults.  

As Ralph Waldo Emerson writes in The Rhodora:

Rhodora! if  the sages ask thee why

This charm is wasted on the earth and sky,

Tell them, dear, that, if  eyes were made for seeing,

Then beauty is its own excuse for Being;42

Emerson goes on to conclude at the end of  the poem, about the source 

of  the flower and from whence it came: “The self-same power that brought me 

there, brought you.”43  Emerson’s unison of  existence in beauty and purpose 

similarly ties the vaulting of  Markuskyrkan to the former lake and birch 

grove around it. The beauty of  Lewerentz’ Markuskyrkan church in 

Björkhagen extends into its context so that the optical allure of  the birch 

grove is presented as a series of  moments.  Whether it is upon approaching 

the church through the grove, or glimpsing at it from the interior, the 

balance between nature and organic is ubiquitously felt.  

The last piece of  writing Louis Kahn wrote was a short poem to his friend, 

Carlo Scarpa, as a humbling testimony to his architecture.  Three lines, in 

particular, could just as easily be applied to the work of  Sigurd Lewerentz:

The sense of  the wholeness of  inseparable elements.

Design consults Nature

to give presence to the elements44 

The frameless windows, his first usage of  this device, consist along the 

main southern wall of  three types: a large monumental plate of  glass 

that touches the ground and stretches over one’s head, a modest square 

window placed low enough that one can still see the bark of  trees rather 

42. Emerson, Ralph Waldo. Poems 
Household Edition. 2011. EPUB file. 
72

43. Ibid.

44. Scarpa, Carlo, Nicholas 
Olsberg, and Guido Guidi. Carlo 
Scarpa, Architect – Intervening with 
History. Montréal: Canadian Centre 
for Architecture, 1999. 39



Figure 39. Sketches of  the 
various windows facing onto 
the surrounding birch grove at 
Björkhagen
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than just the sky, and finally one small window up high by the belfry to 

let in a pointed ray of  light during summer mornings.  Within the east, 

west, and north walls of  the sanctuary, however, all windows are obscured 

by another wall, clouding their light in reflected mystery.  With slightly 

different intentions than the sliding planes of  overlapping spaces that 

Ludwig Mies van der Rohe had mastered in the prior decades, there is still 

an abstraction of  boundaries from the north that becomes more clear and 

directional towards the south.  The southern wall, despite its shear volume 

and strength, does not hold back nature.  When one walks through a dense 

forest, stepping around trees and squeezing through their gaps, they feel 

the compression of  a conglomerate so that they appreciate the vista of  the 

clearing.  The organic texture of  the brick wall can only lead naturally to 

the birch grove, and more significantly directed towards the hemisphere of  

the sun – the giver of  Light.

Another Lewerentz project, his Östrakyrkogården at Malmö, has an 

experience strongly related to death, but unlike S:t Petri Kyrka it is more 

direct and focused on the empathy of  consoling.  This cemetery design 

spanned the majority of  his career, from winning the design competition in 

1916 until his last project – the Flower Kiosk – in 1969.  There is an embrace 

of  multiplicity in the project, more so than almost any of  his other works, 

creating diversity as if  the cemetery landscape is a microcosm for a city.45  

Even more fitting, however, is the wrinkle Colin St. John Wilson notes that 

the Östrakyrkogården is “laid out like an excavated Hellenistic city.”46  With 

a main road cutting through the site like a Decumanus Maximus that rather 

than perfectly following the cardinal points for direction, takes a slight 

angling to conform with the natural ridge.  The various burial spaces are 

unique in layout, sometimes creating a labyrinth to be navigated.  Hedges 

are just dense enough and tall enough to make an obstructing outer room 

boundary while still intimating the continuum of  space that progresses 

beyond.  Moving forward and doubling back, there is participation within 

the whole of  the city, not just a singular address.  Moreover, there is a 

45.  Patterson, Paula Anne. 
Architecture of  the Poetic Image: The 
Visible and the Invisible in the Sacred 
Architecture of  Sigurd Lewerentz. 
Ed. Brian McLaren. Seattle: U of  
Washington, 2009. 162
46.  Flora, Nicola, et. al., 
eds. Sigurd Lewerentz. London: 
Phaidon, 2013. 28



Figure 40. Facing perpendicularly 
across the ridge and decumanus into 
the labyrinth of  hedges and grave 
sites
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passage from the “archaic to classical to modern”47 as the foundation of  

the site dates back to a Bronze Age cairn which gives rise to an awareness 

of  the presence of  history and significance within the ground.  The later 

additions to the crematorium and the twin chapels of  S:t Knut and S:ta 

Gertrud stand like the main house overseeing a farm, somewhat screened 

off  from its landscape and is conscious of  a different language.  The original 

forms were platonic and a monumental recall to Ledoux or Boullée, but 

the reworked scheme is now a synchronizing of  foreign exterior forms that 

seem fussy and self-expressive of  attempting a new tradition.  In contrast, 

the natural ridge’s presence is an immovable force of  tectonic shift, only 

made malleable with the acceptance of  a buried Waiting Room and Funerary 

Chapel (S:ta Birgitta) that emerges from underneath, turning the terrain 

of  the ground into a colonnaded space.  It appears the complete reversal 

of  the Acropolis, no longer a temple of  stone rising out of  and over the 

sacred hilltop.  Here, the “temple” is in every way part of  the sacred hill.

 

The ridge at Malmö’s Östrakyrkogården is within the realm of  the archetypal 

landscape.  His competition submission was titled simply, Ås, meaning ridge 

in Swedish, for Lewerentz saw it paramount that this natural impact on the 

47.  Patterson, Paula Anne. 
Architecture of  the Poetic Image: The 
Visible and the Invisible in the Sacred 
Architecture of  Sigurd Lewerentz. 162



Figure 41. Depictions of  the 
wheat-filled ridge that cuts an axis 
between the northern hemisphere 
and southern hemisphere at Östra 
Kyrkogården

Right and Opposite Page:
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land be of  primary importance.  Its characteristic as on object of  orientation 

for circulation is also a boundary between zones.  The southern ground is 

distinctly different from that of  the northern, and while one walks along 

this ridge, the cleft between two worlds are merged, rather than separated.  

The conversation of  duality - two planes reaching a climax at a point – 

becomes present in the symmetry of  the chapels and the promenaded 

allées, the stillness of  the bereaved in juxtaposition to the unmoved 

tombstone, and the enclosed horizon of  trees that retains the ground plane 

as well as the sky above.  The ridge are these two forces coming together 

unable to be conquered and mutually contingent.  So to are the living and 

the dead.  To see this archetype is to experience the reality of  a cemetery’s 

causa finalis, as Alberti wrote, “born of  necessity and nurtured by use.”48           

Symbolism further transcends the  visual expression at Skogskyrkogården, 

the masterful cemetery designed by Erik Gunnar Asplund and Sigurd 

Lewerentz.  The emotive powers that are evoked in the landscape - with 

their shear beauty and presence - becomes an experiential phenomenon 

48.  Alberti, Leon Battista. 
Ten Books on Architecture. Book 1, 
Chapter IX.
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Figure 42. Sketch of  Lewerentz’ 
S:t Birgitta Kapell, finished 
in 1916, built into the ridge 
that defines so much of  Östra 
Kyrkogården
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that soothes the mind unconsciously.  As the essence of  beauty, like the 

brick vaulting of  Markuskyrkan, the arcadian landscape becomes a “theater 

of  memory,”49 a milieu of  ritualistic healing and living, a memento mori.  The 

personal gaining of  understanding and relationship is similar to that of  

art and the romantic movement.  Inspiration and similarity between the 

imagery of  the Skogskyrkogården and the paintings of  Caspar David 

Friedrich have often been noted.  Friedrich, a German painter, was trained 

in Copenhagen, and it was likely both Sigurd Lewerentz (who worked 

in Berlin and Munich) and Erik Gunnar Asplund were familiar with his 

paintings at the turn of  the century.  His allegorical paintings reflect the 

Nordic mood and dialogue with life and death in a way that was truly 

intersubjective - a conversation.  In the words of  art historian Joseph 

Koerner, Friedrich “forged a radical reconception of  the relationship 

between art and self, wherein the structure of  the image is governed by 

accommodation of  the viewer, located in experience.”50  

As one passes through the terrain of  Skogskyrkogården, climbing the Hill 

of  Remembrance and looking upon the expanse of  its land, the contextual 

relation is a romantic fusion of  sentiments and rationalities that need no 

further intellectualizing.  The understanding of  the entry clearing, when 

one is exposed to an outdoor room marked by grass and a sweeping mound 

bounded by trees beyond, is not a blank canvas, but rather a “concrete 

totality of  things”51  This view stems from Heidegger’s phenomenological 

breakdown of  “the thing” in Poetry, Language, Thought.  In it, Heidegger 

comes to see objects as parts of  human identification, irreplaceable from 

its physicality - its thingness - and not as purely an idea.  Thus the landscape 

is a landscape; its beauty is explicitly tied to the visual and sensory stimulus 

one receives from the object’s ontological reality.  Nonetheless, there is an 

aspect of  the universal that links this original beauty to a part of  man’s 

eternal existence as a being.  Swiss Art historian, Heinrich Wölfflin, sums it 

up that, “we interpret the whole outside according to the expressive system 

with which we have become familiar from our own bodies. That which 

49.  Bastéa, Eleni. Memory and 
Architecture. Albuquerque: U of  
New Mexico, 2004. 13

50.  Constant, Caroline. 
Woodland Cemetery: Toward a 
Spiritual Landscape. Stockholm: 
Byggförlaget, 1994. 134

51.  Norberg-Schulz, Christian. 
Architecture: Meaning and Place. 42
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Figure 43. Watercolor of  the Hill 
of  Remembrance rising out of  
the earth in a fusion of  the site’s 
memory, an artificial marker, and a 
natural phenomenon 
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we have experienced in ourselves as the expression of  severe strictness, 

taut self-discipline, heart uncontrolled, heavy relaxation, we transferred 

to all other bodies.”52  And the bodily dimension of  that is key, for the 

connection of  nature and beauty to the mind is found in unison with 

the haptic.  Particularly for an act of  commemoration, representation is 

subverted to the necessity of  place, so that man may more deeply connect 

to it.53

Another dimension to experiencing Skogskyrkården is the recognition that 

the natural can replace religious iconography.  The church, or a respective 

place of  worship, is historically seen as the medium through which burial 

and mourning go through.  Yet at the Skogskyrkogården, the archetypal 

qualities of  its nature become sacred enough to handle this responsibility.  

After all, the competition for the cemetery was initiated as part of  the 

beginning of  the social acceptance of  the Cremation Society in Sweden.  

This organization was founded in 1882 and required cemeteries to convey 

the civic and serene aspects of  this new method of  handling the deceased.54  

This can also be seen as part of  the larger trend away from religion in 

Swedish culture and more towards the pragmatic and secular modernity 

of  the 20th century.  Being less religious in tone however, does not imply 

any less of  a degree of  spirituality or sacredness for the site.  In fact, the 

cemetery was designed with “a more fundamental spiritual content that 

was grounded in psychological realities and experiential rituals, rather than 

doctrinal symbolism.”55  

For instance, the Hill of  Remembrance recalls one of  the very first signs 

of  civilization in Sweden: the burial mound serving as family tomb.  The 

Loosian mound, recognized as man-made as opposed to a natural artifact 

in the landscape, rises out of  the earth like a womb ready to give birth, 

inflecting the indigenous role of  the mound.  These bronze age mounds 

were utilized throughout history, including the Viking Age when the 

deceased’s body was laid on a stone ship in the river, burned, and buried 

52. Thiis-Evensen, Thomas. 
Archetypes in Architecture. 29

53. Olick, Jeffrey K., Vered 
Vinitzky-Seroussi, and Daniel 
Levy, eds. The Collective Memory 
Reader. Oxford: Oxford UP, 2011. 
184

54. Flora, Nicola, et. al., eds. Sigurd 
Lewerentz. 106

55. Constant, Caroline. Woodland 
Cemetery: Toward a Spiritual 
Landscape. 133
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under gravel, sand, and moss to make a type of  tumulus.56  Moreover, this 

Norse burial is seen as a journey - hence its relationship with the running 

water of  the river - so the mound at Skogskyrkogården is designed with 

a pair of  symmetrical stairs carved into its side like an Italian hilltown.  

These stairs at first appear a daunting and struggling effort to climb, yet 

the subtle shrinking in riser height gently carries the bereaved to the top 

- a humanely gesture born from organic beauty.  The apex of  the Hill of  

Remembrance features a formal square (decisively placed to contrast the 

amorphous terrain) that is extrapolated outward in layers as grass, paving 

stone, bounding wall, and weeping elms.  The source of  energy seems 

to come from the fountain in the center, conceptually linked to the lily 

pond between the mound and the loggia for Asplund’s Chapel of  the Holy 

Cross.  These elements on top of  the Hill are clearly natural and convey 

the vocabulary of  the rest of  the cemetery.  They also serve the effect 

of  reaching one up to the heavens to look down upon the earthly realm, 

bringing them closer to the deceased before returning to the comfort of  

companionship while mourning.  The cemetery is not for the deceased, 

rather it is to show those in pain that there is still beauty in this world.  

Another major moment at Skogskyrkogården, the large and looming 

granite sculpture along the Way of  the Cross, can also be seen as part of  

the romantic leanings of  Lewerentz and Asplund.  The proportions of  the 

cross are more vertical than otherwise would be represented in a church, 

and the symbol can also be seen as the traditional Swedish maypole used 

to celebrate the harvest of  that year.  This ambiguity notwithstanding, the 

thick, dark granite members turn this piece very much into a sculpture, 

rather than a pure silhouette, aesthetically placed, but foreboding and 

ominous when compared to the greenery of  the adjacent space.  Perhaps 

this visual play allows one to sense further comfort in the “Elysian 

fields”57 of  the cemetery, the silence of  the lily pond as a Nordic lake, the 

sheltered expanse of  the main loggia, and the final clearing after the Way 

of  the Seven Wells that reveals Lewerentz’ masterpiece: the Chapel of  

56. Torricelli, Carlotta. “Death 
as a Passage. Sacred and Archaic 
in the Architecture of  Sigurd 
Lewerentz.” IN_BO 3.4 (2012). 
101

57. Constant, Caroline. Woodland 
Cemetery: Toward a Spiritual 
Landscape. 133



Figure 44. Sketch by Lewerentz 
for the barren interior of  the 
Chapel of  Resurrection
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the Resurrection.  Even this chapel however, was only given its title after 

completion in 1925 when sculptor Ivan Johnson made an image of  Christ 

rising up in rebirth as a relief  in the pediment.58  Before then, Lewerentz 

had conceived of  the chapel as more pagan, even fighting (unsuccessfully) 

with the jury and board overseeing construction to furnish it solely with 

a central catafalque and no altar.59  Even so, the chapel stands as a Nordic 

abstraction of  the dodecastyle, classical temple, with its pagan nuances of  

directionality (facing perfectly east towards the rising sun) and volumetric 

freedom from tradition.  The interior detailing dissolves into the grayness 

of  the wall, delicately decomposing to mimic the true purpose of  this 

chapel: cremation.  Into the ground or out the lone southern window, 

the body and spirit is separated from those still alive, leaving mourners 

to exit through the western doors and face the vista of  a depressed grave 

site and gathering ground.  The sequence from a beautifully built space to 

a beautifully created world abstains from religion and is immersed in the 

locus sacer.          

58. Torricelli, Carlotta. “Death 
as a Passage. Sacred and Archaic 
in the Architecture of  Sigurd 
Lewerentz.” 95

59. Flora, Nicola, et. al., eds. Sigurd 
Lewerentz. 125
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Figure 45. Panoramic sketch of  
the Hill of  Remembrance in the 
center, the Minneslund in the 
background to the right,  and the 
granite cross in this “arcadian 
landscape”

Following Page
Figure 46. Looking through the 
eye hole in the western door of  
Lewerentz’ Uppstandskapellet, 
one sees an unfocused world 
surrounding a mysterious cross 
beneath a slender Roman temple 

060



061



062



063

Sigurd Lewerentz’ church designs have often been compared to those of  

his contemporary, Peter Celsing, as scholars used the phrase ‘haven of  

beauty’60 to describe the particular circumstances of  religious building 

in mid-20th century Sweden.  Lars Ridderstedt – a Swedish theologian 

– presents another: adversus populum.61  Against the populism of  public 

building and utopian housing, Peter Celsing was able to formulate a 

discursive conversation with the ecclesiastical rituals of  the time, the 

traditions of  the past, and the outer reflections of  a society.  His sacred 

buildings were by no means disconnected from the public; rather they 

were deeply interested in the reality of  the “cultural landscape.”62  With a 

hand of  modesty, he tirelessly approached details with a growing interest 

in sculptural research and craftsmanship.63  His building forms were 

perpetually manipulated through the design process to reflect a visual, 

material, and historical inclusivity that refrained from the dominant.  Often 

sited within a suburban setting, such as S:t Tomas Kyrka in Vällingby and 

Härlanda Kyrka in Göteborg, his churches contain a type of  architecture 

that Juhani Pallasmaa advocated for, showing a “humility about our own 

destiny.”64  In Swedish, there is an idiom comparable to this: lagom är 

bäst.  Based off  the concept that there is a genuine value to the sense of  

moderation, it is absent from any negative connotations of  inadequacy or 

normalcy.  As Wilfried Wang points out, Celsing’s buildings were “more 

concerned with being well resolved than spectacular.”180  It seems fair to 

analyze his churches in conjunction with this concept, for it acknowledges 

the power of  the self-reflective parable told by his sacred architecture.  If  

the hymns of  the New Testament are meant to explain lessons and values, 

then so to S:t Tomas Kyrka and Härlanda Kyrka were stories not just for 

the community members, but for the society as a whole.  Their complexity 

was shrouded in a need for uncovering and their formal artistic qualities 

are to be appreciated with concentration.

Compositionally, Celsing’s façade designs are quite striking in their formality, 

balance of  apertures and proportions, as well as their relationship to the 

60. Caldenby, Claes, et al., eds. 
Sweden: 20th Century Architecture. 
Munich: Prestel, 1998

61. Ridderstedt, Lars. Adversus 
Populum: Peter Celsings och Sigurd 
Lewerentz Sakralarkitektur 
1945-1975. Uppsala: Uppsala 
Universitet, 1998.

62. Wang, Wilfried. The Architecture 
of  Peter Celsing. Ed. Olof  Hultin. 
Stockholm: Arkitecktur Förlag, 
1996. 9

63. Wilfried Wang mentions his 
friendship and admiration in 
particular for Silvert Lindblom 
and Alberto Giacometti in The 
Architecture of  Peter Celsing, 10

64. Pallasmaa, Juhani. Architecture 
and Human Nature: A Call for a 
Sustainable Metaphor. MacKay-
Lyons, Bryan. Local Architecture: 
Building Place, Craft, and Community. 
New York: Princeton Architectural 
P, 2015. 

65.  Wang, Wilfried. The Architecture 
of  Peter Celsing. 33
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programmatic interior and exterior.  The west-facing front for the worship 

space at Härlanda is particularly admirable, as subtleties in dimensional 

decisions become a distorted canvas for regulating lines and a hierarchy of  

locational determinants.  The paintings of  Renaissance Italy maintained a 

pedigree for these orders to unveil harmony within art, a skill that was not 

merely esoteric, rather it was an appreciation that could be perceived by 

the populace in artwork and within buildings.  Celsing reaches out to the 

collective enlightening of  a piece of  artwork and utilizes it to nuance the 

force of  the Härlanda gable roof, the dimensions of  its side aisle and overall 

length, and the fluidity between a profane public, a ritualistic collective, and 

a sacred individual.  Similarly, the S:t Tomas Kyrka - facing upon the main 

market center of  Vällingby – reserves its porosity for the secular spaces of  

the church while maintaining a brick mask around the worship hall.  Light 

is illuminated inwardly around a courtyard with large south glazing units, 

contrasting with the nearly unseen thin, vertical windows on the two ends 

of  the north facade.  These dimensions inform the exterior pedestrian, 

albeit subtly, of  the general division of  spaces, but it does not relay its true 

quality.  There remains a mystery to the building vis-à-vis degree of  inviting.  

One is reminded of  San Lorenzo in Florence; with a blank and striped 

rough-rendered facade from the outside, the interior annex courtyard 

and Library are a masterpiece of  warped sculptural details and spaces by 

Michelangelo.  Entering the church of  S:t Tomas, a courtyard can be made 

out through slices of  light to the left, but one is beckoned to the right with 

an angular approach that places the pedestrian obliquely to the sanctuary.  

The promenade is in fact a memory of  nonlinear progression through older 

winding streets, as opposed to the imposed grids of  suburban modernity.  

This memory transcends a religious connotation and simply seeks unison 

with the past for all.



Figure 47. Sketched diagram of  
perceived proportions between 
facade and plan that rationalize 
the design and layout of  spaces at 
Peter Celsing’s Härlanda Kyrka
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Figure 48. Hybrid diagram 
reflecting the isolated and axially 
charged prayer space at Peter 
Celsing’s St. Tomas Kyrka
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Site Context

The City of  Göteborg

Göteborg has long been intrinsically linked to water, whether that is the 

Kattegatt (the body of  water that separates western Sweden from Denmark) 

or the Göta Älv.  Internally, parts of  the 1621 moat remain around the 

old city, its waterfront has iconic cultural buildings like the modern 

opera, and the city’s main road (Kungsportsavenyen) is terminated by the 

monumental sculpture of  the city’s mythic symbol: Poseidon.  This water 

has also served as a major source of  economy for exports, transportation, 

and largely in the 20th century for industrial processes.  After World War II, 

Sweden was the second largest shipbuilding nation, (with Göteborg as its 

leader)66 but Göteborg was also home to SKF - a major ball bearing factory 

- which eventually led to the creation of  a leading car manufacturer, Volvo.  

Göteborg has found it necessary, however, to modernize and rework 

the infrastructure and urban image it promotes.  More specifically, the 

international oil crisis of  the 70s begun a true turning point for Sweden 

and Göteborg.  By transforming the former shipyards along the North 

Bank of  the Göta Älv (known as Norra Älvstranden), the city has created 

a redevelopment strategy now being referred to as “The RiverCity.”  

The city initially adopted two comprehensive plans: the first focused on 

developing housing, cleaning out the old industrial sites, and converting 

Lindholmen into the site for a technical school.  After a period of  renewed 

economic growth in the 1980s, the second plan was released, proposing 

mixed-use housing with offices and workshops.  This led to the very first 

projects in Eriksberg (the eastern neighbor of  the thesis site, Färjenäs), 

restoring both the old flour mill (which remained active until 2011) and 

the former head office of  the shipyard.  Next, the large machine halls in 

the adjacent area were converted into a hotel and a large convention and 

exhibition space.67  These plans fostered a relationship between research 

and technology, business and the municipality, art and public space, and 

the aesthetic appeal of  a “stylized” recall to collective memory.  Finally, in 

1996, the city established a long term goal of  becoming an international 

transport and knowledge center, while they placed primary importance on 

the high-tech industry.68  

66. Gullers, Peter. Gothenburg: 
A City of  Change and Renewal. 
Stockholm: Gullers Förlag AB, 
1996. 5  

67. Johansson, Claes. Interventions: 
A New Development of  Eriksberg. 
Göteborg: Chalmers U of  
Technology, 2001.

68. Gullers, Peter. Gothenburg: A 
City of  Change and Renewal. 1996. 83  



Figure 49. The City Hall at 
Gustav Adolf ’s Torg is along one 
of  the canals of  the 1621 moat 
built during the foundation of  
Göteborg

Figure 50. The Göteborg Operan 
is built with maritime imagery and 
overlooks the central port of  the 
city
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Figure 51. Aerial of  Göteborg 
with its various parks and green 
sites highlighted 
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Figure 52. Aerial of  Göteborg 
highlighting the former industrial  
sites now being developed  
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Before this transition to a post-industrial society however, there was a 

phenomenon known as the “Gothenburg spirit.”  Gunnar Falkemark, a 

professor of  Political Science, describes this as an “understanding between 

the city’s top politicians and the leaders from the business world, leading to 

a collaboration that benefits the citizens.”69  This tradition goes back to an  

era of  donations made by the wealthy businessmen such as the director of  

the Swedish East India Company, William Chalmers, who bequeathed his 

finances for the start of  a new industrial university: Chalmers University of  

Technology, opened in 1829.  This gave way to a more socially democratic 

view on governmental duties during the interwar years, replacing the  

former donation culture.  Instead, the “spirit” became about developing 

business with the aid of  government, which took on a very strong sense 

of  pride after the oil crisis, as Gothenburgers had an “us against them” 

attitude directed at its eastern counterpart, Stockholm.70  

This new version of  the “Gothenburg spirit” is readily seen along the 

Norra Älvstranden development, with social concerns directed in a 

typical-Swedish fashion towards pragmatism and modernism.  The Norra 

Älvstranden developments, covered 250 hectares of  land, 40 hectares of  

water, and only had about 300 residents in the early 1980s.71  At this point, 

architect Sten Samuelsson gave recommendations for increased housing 

in the area, but the housing surplus in the city meant that the plans were 

delayed.  Instead, the area became a popular location for events.  In 1986 

for example, U2 performed in front of  50,000 people on a waterfront 

stage in the former loading and unloading docks, the same stage that would 

later host the Rolling Stones and Madonna.72  Moreover, as the former 

shipyards and warehouses were turned into usable venues, Göteborg 

brought in exhibits on Leonardo da Vinci, the Vikings, and Danish artists.73  

To further the cultural growth of  this area and expand upon its maritime 

pedigree, the municipality commissioned a promenade of  sculptures and 

artist studios starting in 1990.  One can find bronze anchors and propellers, 

stone frames made of  local granite by Pål Svensson, one of  Per Kirkeby’s 

69. Falkemark, Gunnar. “The 
Gothenburg Spirit: From 
Donations to Networking.” 
Holgersson, Helena, et al., eds. 
(Re)searching Gothenburg: Essays on 
a Changing City. Göteborg: Glänta 
Produktion, 2010. 87

70. Holgersson, Helena, et al., eds. 
(Re)searching Gothenburg: Essays on a 
Changing City. 

71. Göteborg City Planning 
Authority. Norra Älvstranden: 
The Guide. Göteborg:     
Stadsbyggnadskontoret, 2000. 4

72. Ibid. 16

73. Ibid. 10



Figure 54. Eriksberg Mechanical 
Workshop in 1991, sitting 
vacant for over decade, would 
shortly become the first area 
to be redeveloped.  The hill in 
the bottom left corner is the 
Kvarnberget at the thesis site

Figure 53. Aerial of  the Norra 
Älvstranden, the northern 
bank of  the Göta Älv, which 
would become the focus of  
redevelopment in post-industrial 
Göteborg
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installations in his Brick Temple series, a boat sculpture by Bengt Lundin, 

and many others.74  The product of  a joint municipal and state investment, 

this sequence leads pedestrians through a near continuous boardwalk from 

the Eriksberg quay to the Lindholmen Science Park.

Moving eastward from Färjenäs and Eriksberg, Lindholmen was the next 

area to experience major development.  After 1976, the land and buildings 

were taken over by Projeckt Lindholmen AB after the Lindholmen shipyard 

shut down.  The old machine hall was converted into a research area for 

marine business and new high-tech industry workers.  A municipal adult 

school, as well as a county employment training facility were the initial 

stages of  turning this into a major educational site, called the “Knowledge 

City” in the 1990s.  That decade brought about six secondary schools with 

a focus on aesthetics, sciences, culinary arts, and construction.  Ultimately, 

the collaboration with Chalmers University of  Technology led to the 

founding of  the Chalmers Lindholmen University in 1999 as a subsidiary 

school.75       

The final area along the Norra Älvstranden to see major development is 

Frhimanen - a reedy site that was dredged and filled in the early 1900s 

and is divided between three harbor basins.  Frihamnen was the former 

destination for loading and unloading cargo as Göteborg’s first real ocean 

port.  In 2000, the city proposed to have this site be a terminal for travel to 

and from the United Kingdom,76 but it is now, according to Mistra Urban 

Futures’ visiting scholars, Dana Cuff  and Per-Johan Dahl, described as 

the most significant region in Göteborg to be developed next.77  While 

the planning process is still underway, there are temporary structures and 

uses organized there, such as a public sauna, an artificial beach, an urban 

farm, and a water themed playground.  Besides this innovative approach to 

planning, Göteborg created a new administration to oversee the RiverCity 

plans, known as Älvstranden Utveckling AB.  By doing so, the “economics, 

politics, design, and strategic planning might be undertaken in a more 

74. Göteborg City Planning 
Authority. Norra Älvstranden: The 
Guide. 17

75. Ibid. 24

76. Ibid. 34

77. Cuff, Dana, and Per-Johan 
Dahl. Housing in the RiverCity: 
Rethinking Place and Process. 
Göteborg: Mistra Urban Futures, 
2015.



Figure 55. Lining the boardwalk 
along the north bank are a series 
of  sculptures, this one by Per 
Kirkeby is part of  his brick temple 
series

Figure 56. The former industrial 
site of  Lindholmen has been 
turned into a Science Reseaarch 
Park and features a Chalmers 
Linhdolmen campus
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Figure 57. Conceptual diagram 
put together as part of  the 
RiverCity plan about connecting 
the north and south side of  the 
Göta Älv to create a more unified 
city
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creative, more coherent manner.”78   This administration, in its vision for 

celebrating the 400 year anniversary of  Göteborg in 2021, broadly states 

goals of  “bring[ing] the city together across the river to become a physical 

and social whole...embracin[ing] the water [which] will be a permanent 

feature of  urban life and will be an asset for everyone...and reinforc[ing] 

the centre to meet the challenges we are facing...”79  More specifically, by 

adding 30,000 new homes and 40,000 new jobs by that year in the regional 

center,80 the city of  Göteborg will be well on its way to moving forward 

from a society based in the goods-industry and maritime transportation. 

78. Cuff, Dana, and Per-Johan 
Dahl. Housing in the RiverCity: 
Rethinking Place and Process. 8

79. City of  Gothenburg. 
“RiverCity Gothenburg Vision.” 
Gothenburg (2012): 5

80. City of  Gothenburg. 
“RiverCity Gothenburg Vision.” 
10



Figure 58. This temporary 
wooden playground is built on a 
large parking lot in Frihamnen

Figure 59. Extending out from 
one of  the inlets of  Frihamnen is 
this industrial looking sauna made 
out of  recycled corrugated panels
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Site Context

Milieu de Memoire

A lot of  the transformations that occurred for Göteborg since its 

founding also happened to a smaller extent at the thesis site, Färjenäs.  

Home to King Karl IX’s Göteborg, it has undergone change from being 

an original settlement to a bustling industrial zone, and from a small 

residential community to its current status as a growing suburb.  Karl 

IX founded the city, largely for the Dutch in 1603 and gave the city its 

privileges when construction began in 1607.  The Dutch were wealthy 

and successful merchants, so Karl IX attempted to attract them to live 

here and introduce Sweden’s copper and other goods into the international 

market,81 as well as arrange relations between the Swedish government and 

the European banking institutions.82  To invite the Dutch, Karl IX offered 

the new immigrants numerous exemptions from paying taxes and duties.  

Moreover, the Dutch were given permission to worship freely, as they were 

predominantly Calvinists and Sweden was an official Lutheran state83.  This 

is particularly noteworthy for Sweden had recently denounced Reformed 

doctrines at the Uppsala Synod in 1593 as part of  its breaking away from 

the Catholic faith.  Lastly, King Karl IX also announced that Göteborg’s 

official language would be Dutch.84

More specifically, Karl IX retracted all duties levied on goods transferred 

internally within Sweden and through the Öresund strait for these new 

inhabitants.  Trading rights for fisherman from the towns of  Narvik to 

Vardo near the very Northern tip of  current-day Norway (but at the time 

disputed waters) were also granted.  The Dutch had been attempting to 

trade with the Russian city of  Archangel, and these new trading rights 

could provide that passage through the north, since the Danish forces 

were frequently blocking trades along the Baltic Sea ports.85  To the Danish 

King, Christian IV, these privileges were clear offenses to his country as 

their blockade of  Dutch trade with Russia would now be circumnavigated 

with the aid of  Swedish passage.86   

81. Andersson, Hans. En Historisk 
båttur runt Hisingen. Göteborg: 
Göteborgs Arkeologiska Museum, 
1985. 45

82. Eriksson, Folke. Lundby på 
Hisingen. Göteborg: Tre Böcker, 
1994. 39

83. Andersson, Hans. En Historisk 
båttur runt Hisingen. 46

84. Eriksson, Folke. Lundby på 
Hisingen. 39

85. Ibid.

86. Ibid. 40



Figure 60. Planned building of  
Karl IX’s Göteborg in Färjenäs

Figure 61. Portrait of  King Karl 
IX of  Sweden, king from 1604 to 
his death in 1611
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Figure 62. Speculative floor plan 
and axonometric reconstruction 
of  the stone and brick Calvinist 
church, which have been 
discovered and remain as ruins
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Hans Fleming, King Karl IX’s city builder, begun construction of  

Göteborg in 1607 with 100 residences, two churches, a City Hall, docks, 

and a warehouse.  Because of  their vulnerable position so near Norway 

and Denmark, Karl IX urgently commenced the digging of  a moat along 

the three hills that surrounded the city.  These tasks were placed into the 

leadership of  Dutch fortress builder, Peter Nicholas of  Kempe, who was 

not able to complete the construction before Christian IV and the Danish 

army attacked.87  After years of  refusals by the Danish Assembly, Denmark 

officially declared war on April 4, 1611 and blocked the river mouth before 

ultimately burning the city down on June 12, 1611.88   Elsewhere, the 

Danish forces crossed the border into Småland and attacked Kalmar in 

southeastern Sweden.  By the time Karl IX had arrived with an army, the 

town had been captured and the King returned to Stockholm.  Once there, 

he fell ill and died on October 30, leaving his 16 year old son, Gustav 

Adolf, the ruler of  a country reeling from Karl IX’s military blunders.89  

87. Eriksson, Folke. Lundby på 
Hisingen. 40

88. Ibid. 41

89. Peterson, Gary Dean. Warrior 
Kings of  Sweden: The Rise of  an 
Empire in the Sixteenth and Seventeenth 
Centuries. Jefferson: McFarland & 
Company, 2007. 115



Figure 63. Speculative floor plan 
and axonometric reconstruction 
of  the wooden Lutheran church.  
There has been no archeological 
evidence, however, for this 
church’s existence
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This unique Swedish town has an aura of  mystery, for its strong Dutch 

affiliations, its archeological disputes, and its lack of  remaining information 

and artifacts.    A main reason there are currently no other building remains 

visible, besides these kyrkoruinen, is that after the 1611 destruction, 

substantial parts of  the town ruins were re-purposed by King Gustavus 

Adolphus to construct the currently existing Göteborg in 1621.   

As for the dispute over the kyrkoruinen, scholars have argued whether this 

stone church was the Calvinist church for the town, or whether the round 

wooden church (of  which no remains have been found) was the Calvinist 

church.  The debate was finally settled when historians uncovered a letter 

from 1609 written to a Lutheran parish in Amsterdam that requests money 

to “timber a small church” in Karl IX’s Göteborg.  This letter subsequently 

proves the wooden church was Lutheran, leaving the stone remains to be 

from the Calvinist church.90 90. Scander, Ralph. Karl IX:s 
Göteborg på Hisingen. Göteborg: 
Förenade Tryckerier, 1975. 221
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Figure 64. 1603 site plan of  Karl 
IX’s Göteborg overlaid on the 
current aerial of  Färjenäs

084



Figure 65. Figure 33: Photo from 
the early 20th century on the ferry 
heading towards Färjenäs with one 
of  its three hills in the distance
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Once Karl IX’s Göteborg was destroyed, Färjenäs became rural farmland 

(known as Pölsebo Farm), as well as some form of  an industrial area for 

the next several centuries.  As early as 1659 there is mention of  a brick mill 

in a report of  this area made by AE Wärnschiolds.  Its age at that time 

is unknown, but it was used on and off  until the 1860s and in 1757 was 

rebuilt.91  Moreover, a ferry opened at the site, giving this region its name 

(Färjenäs in Swedish means “the place of  the ferry”) in 1632.  Rights were 

given to Carsten Höllander to make this a royal road by starting a ferry 

for farmers on Hisingen island to bring their goods to the modern day 

Göteborg.  The ferry was meant to be open with no charge - the only one 

like this in all of  Göteborg - thus making it very popular for farmers and 

peasants.92  This ferry was eventually upgraded to a steam powered vessel 

which ran from 1874 until it was closed in 1951.93 

91. Scander, Ralph. Karl IX:s 
Göteborg på Hisingen. 245

92. Göteborg City Planning 
Authority. Norra Älvstranden: The 
Guide. 8

93. Scander, Ralph. Karl IX:s 
Göteborg på Hisingen. 245



Figure 66. 1788 map of  Färjenäs, 
known as Pölsebo Farm, 
annotated by Swedish historian, 
Ralph Scander.  The dark line 
outlines the general area of  
Färjenäs and the cross signifies 
the kyrkoruinen.  In the valley of  
the two hills, one can see a square 
building which is the brick mill
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Figure 67. 1914 photo of  
Villa Pölsebo, adjacent to the 
kyrkoruinen
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Färjenäs and the adjacent land continued to grow as a strategically industrial 

area, reaching its zenith in the 1900s with a petroleum refinery to the west, a 

carpentry shop in the valley at the base of  Färjenäsparken’s hill, Eriksberg’s 

Mechanical Workshop to the east, and various other surrounding factories.94 

To complement these factories, maps of  the area show the building 

of  worker’s houses and wealthier villas up on the Kvarnberget.  Most 

famously, Villa Pölsebo was only a few meters away from the kyrkoruinen 

then hidden under the topsoil awaiting excavation.  This villa, as well as 

many others, was sold to Erik’s Mechanical Workshop as they expanded 

and dynamited the eastern portion of  Kvarnberget (leaving a steep ridge 

behind).  At one point in the 1970s, they nearly succeeded in destroying the 

church’s ground as well, but the site was preserved and a modest stone was 

placed in its apse to signify and memorialize the hallowed ground.95  More 

than anything else, it was the oil crisis that saved these ruins and Färjenäs.  

Eriksberg’s new shipyard hit its maximum size with 6000 employees in 

1972 and a newly built 80-meter gantry crane right when the crisis hit.  By 

1973 it went bankrupt and was closed down in 1979.  Though the shipyards 

are gone, this crane still stands as a visual memory of  the industrial past.96  

94. Göteborg City Planning 
Authority. Norra Älvstranden: The 
Guide. 8

95. Trossholmen, Ninni. Norra 
Älvstranden: En Vandrig från Dåtid 
till Nutid. Göteborg: Bokförlaget 
Arkipelag, 2009. 110

96. Johansson, Claes. Interventions: 
A New Development of  Eriksberg. 



Figure 69. 1926 photo of  stone 
steps leading to one of  the villas 
in Färjenäs

Figure 68. 1977 photo of  
Eriksberg before it was officially 
shut down.  Notice there are 
still a few remaining villas on 
Kvarnberget and the crane to the 
left is here painted green   
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Figure 70. 1900 map of  Färjenäs 
overlaid on a current-day aerial of  
the region.  The large buildings in 
the meadow along the shoreline is 
a carpentry shop, while housing 
and villas are dotted across the rest 
of  the region
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Figure 71. 1926 map of  Färjenäs 
overlaid on a current-day aerial of  
the region.  Notice the carpentry 
shop has expanded and there are 
many more homes that have been 
built
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Figure 72. The Eriksberg crane 
stands today towering over the 
new apartment buildings and 
redesigned harbor 
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Figure 73. New apartment 
complexes are underway at the 
water’s edge of  Kvarnberget to be 
completed by 2019

Figure 74. 1966 photo of  the 
recently constructed bridge, 
Älvsborgsbron, with Färjenäs to 
the right and Eriks Mechanical 
Workshop off  in the distance
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Figure 75. 1970 map of  Färjenäs 
overlaid on a current-day aerial of  
the region.  Many of  the factories 
in the valley have been destroyed, 
as well as many homes.  The 
slipway for Eriksberg remains 
active, however with its new 
crane, for several more years.  The 
kyrkoruinen are also exposed on 
this map
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In the first quarter of  the 20th century, as Göteborg was approaching its 200 

year anniversary, the first excavations were planned at Färjenäs by George 

Sarauw.  Sarauw released a survey of  the area to the municipality in 1917, 

along with a brief  description of  the church.  That same year, Sarauw 

was allowed to excavate between July 30 and August 13 to complete his 

findings.  Uncovering the church, they measured it at 21.5 meters long 

and 11 meters wide with an outer circumference of  65 meters.97  While 

digging, the excavators went down to the rock inside the ruins, but were 

unable to unearth any remains besides those of  the church building.  Often 

times graves can be found near the site of  a church, but none were seen;  

Most of  what they found consisted of  hard-weathered brick, piled up for 

storage.  The church’s foundation was on the rock and gravel soil, while the 

walls above would have likely consisted of  layers of  brick varying between 

1.3 and 1.5 meters thick.  Sarauw concluded that the brick material from 

these walls were likely used in the construction of  the new Göteborg at 

Otterhällan.98  

Several years later in 1932, the builder, Adolf  Tell, and curator, Sven 

Kjellberg, officially begun preservation of  the ruins and conducted further 

investigations.  Their team cleared the site of  trees and shrubs, leveled 

off  the height of  the ruins, and protected them with a double layer of  

peat.  Lastly, they erected a tall standing wooden cross within the former 

church99.  Upon inspecting remnants of  an arch rib brick, Tell proposed 

that the church was built with a vaulted ceiling.  He also observed the 

traces of  two entrances, one centrally in the west end and another along 

the south side.100  

As time passed, vegetation around the kyrkoruin grew until it was cleaned 

out in 1970, and the unsightly wooden cross was replaced with a memorial 

stone.101  By the 1980s, the few remaining houses on Färjenäs stood vacant 

and were often occupied by squatters.  Finally, Färjenäs was cleared of  all 

buildings in 1992 to begin opening up the area for a public green space for 

this waterfront neighborhood.102

97. Scander, Ralph. Karl IX:s 
Göteborg på Hisingen. 213

98. Ibid.  215

99. Ibid. 215

100. 

101. 

102. Trossholmen, Ninni.  
Norra Älvstranden: En Vandring från 
Dåtid till Nutid. 111

Ibid. 216

Ibid. 217



Figure 76. Excavation work 
during the first round of  
archeological work, led by George 
Sarauw in 1917

Figure 77. The kyrkoruinen after 
it has been cleared of  vegetation, 
left barren with a stone marker in 
the apse announcing its presence 
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While the municipality’s conservation program decided to preserve three 

powerful visual elements of  Eriksberg: the dock, gantry crane, and slipway,  

preservationists have worked subtly around the kyrkoruinen to leave them 

in situ and create new spaces on Kvarnberget for Färjenäsparken.  Masonry 

retaining walls carve out rooms for public picnicking, a garden, and 

barbecues.  The park is traversed diagonally by two service roads as well as 

various pedestrian crushed gravel pathways.  To the east of  the ridge and 

at the northern edge are playgrounds, a skatepark, a basketball court, and 

a soccer field.  In the meadowed clearing they built a golf  range (which 

is now abandoned) that sits parallel to a new road giving access to the 

quayside residential buildings being built.  The overall design ideas were 

laid out by the office of  now deceased Stockholm architect, Carl Nyrén, in 

a design manual for public spaces as part of  the legislative plan for all of  

Eriksberg.103  

If  one takes the purely pedestrian path that winds up and around 

Färjenäsparken from the north-west corner one may happen upon the 

kyrkoruinen.  These ruins are protected under the permits of  the Heritage 

Act and thus all recent designs were consulted through the Göteborg City 

Museum.104  Surrounding the kyrkoruinen, all planting and trees remain 

from when people lived there as well as other naturally growing seed plants.  

More specifically, to the north of  the ruins are four Swedish whitebeam 

trees, with a large European beech overhanging the southern half  of  the 

space.  Elsewhere, the only recently planted trees on the hill when the park 

was designed are various cherry trees and apple trees along the pathways.  

The routes were actually designed through a series of  walkthroughs in order 

to find the best path between existing trees, rocks, and natural plateaus.105  

For budgetary concerns, the Park and Landscape Administration has taken 

a minimalist approach, only mending what is absolutely necessary or fixing 

what is potentially dangerous.  With small changes over time - cutting 

bushes and trimming trees - Färjenäsparken has developed and continues 

to grow as the surrounding area also continues to increase in population.  

103. I owe this  information 
to a series of  interviews I 
conducted from August 10-August 
17 2015, with Landscape Architect 
Anna-Karin Sintorn.  Mrs. 
Sintorn works for the Park-och 
naturförvaltningen (Parks and 
Landscape Administration) in 
Göteborg.  She was the lead 
designer for the actual execution 
of  Färjenäsparken in 2006.    

104. City  Planning 
Department. Detail Plan for 
Western Eriksberg. Göteborg: 
2006. 871

105. I owe this  information 
to a series of  interviews I 
conducted from August 10-August 
17 2015, with Landscape Architect 
Anna-Karin Sintorn.  Mrs. 
Sintorn works for the Park-och 
naturförvaltningen (Parks and 
Landscape Administration) in 
Göteborg.  She was the lead 
designer for the actual execution 
of  Färjenäsparken in 2006. 



Figure 78. Picnic area at the 
intersection of  Salterigatan and 
Gamlebrunnsgatan
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Figure 79. Municipal diagram of  
residential buildings built/planned 
in Färjenäs and Västra Eriksberg 
from 2007 to 2019
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In June of  2004, the Planning Committee for Västra Eriksberg (the broader 

region that includes Färjenäs) approved new development growth for 

housing, planning 2000 new apartments to be built around the dock   (which 

is at various stages of  construction), on the plateau north of  Kvarnberget 

(which is finished and currently occupied), and along the slipway and quay 

south of  Kvarnberget (which will be finished by 2019).  The plan also 

called for a “center field” with businesses and shops.106  These shops are 

slowly being occupied as more buildings are finished and populated.  This 

plan, in September of  2013, was amended to bring 250 more homes and 

4,000 square meters of  business operations, including an office, retail, and 

a kindergarten.107 

106. City  Planning 
Department. Detail Plan for 
Western Eriksberg. 871

107. http://www.vastraeriksberg.
se/planen-for-eriksbergsdockan/



Figure 80. Wooden stairs facing 
the newest apartments under 
construction in Färjenäs

Figure 81. Terraced retaining 
walls along Salterigatan give way to 
picnic clearings
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Figure 82. Terraced retaining 
walls along Salterigatan give way to 
picnic clearings

Figure 83. Pathways meander 
through Färjenäsparken 

Above and Opposite Above:

103



Figure 84. In the valley facing 
Kvarnberget is a former golf  
range that now sits vacantly
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Appendix

Göteborg’s Ruins:

In order to put Karl IX’s Göteborg in context, it is important to look at a 

brief  history of  Swedish towns around modern day Göteborg and what 

has come about with their remains, if  any.  The following section will 

explain some of  these locations and illuminate their discovery.  

As Sweden transitioned from the Viking Age to a kingdom in the 12th 

century, its western border was entirely different than it is currently.  The 

(now) Swedish regions of  Skåne, Blekinge, Halland, and Bohuslän belonged 

to Denmark, thus Sweden had no access to the west coast’s waters.108  As 

the Vikings adopted the Christian faith, provincial rules were written 

down and the nobility that ruled through familial class systems gave way 

to a more unified and elected monarchy supported by the church.109  And 

towards the end of  the 13th century, many castles were built around the 

country for the residence of  the king on his tours.  One of  these locations, 

(Gamla) Lödöse, would become the most significant town for Sweden’s 

western region.110 †  

Gamla Lödöse (Old Lödöse) is forty kilometers north along the Göta Älv 

from Göteborg.  This historical town is now simply known as Lödöse, a 

small bucolic town in the Lilla Edet municipality based around a meager 

offshoot of  the Göta Älv.  (It received its name from this tributary, the 

Ljuda).  Without territory on the western shore, Lödöse was Sweden’s 

lone port to the waters of  the North Sea, thus from the inception it was 

a commercial trading town in the borderlands between Denmark and 

Norway.111  

People first began settling in Lödöse in 1050, and within 50 years the 

population began to rapidly increase.  Three parish churches were 

108. Åberg, Alf.  A Concise 
History of  Sweden. Trans. Gordon 
Elliott. Kristianstad: Natur Och 
Kultur, 1985. 15

109. 

110. 

111. Ekre, Rune,  Carl 
Hylander, and Rolf  Sundberg. 
Lödösefynd: ting från en medeltidsstad. 
Uddevalla: Lödöse Museum, 1994. 
10

†  By 1658, with the war between Sweden and Denmark, King Karl X advanced into the Jutland region of  
Denmark, leading to a peace treaty that gave Sweden the regions of  Skåne, Blekinge, Halland, and Bohuslän.  
With these acquisitions, the modern western and southern border of  Sweden was solidified.

Ibid. 22

Ibid. 24



Figure 85. Diagram of  the 
migration patterns of  the Swedish 
people along the Göta Älv from 
Old Lodose until current day 
Göteborg
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constructed along with manor estates and a coin mint and defense 

tower.112  The 13th century saw the greatest period of  growth as Lödöse 

constructed a Dominican monastery, a hospital, and a new stone and brick 

fortification.  Before 1348, when the Black Plague reached Gamla Lödöse, 

there were over 2,000 inhabitants living in the city.  Battle with Denmark 

in the 15th century as well as Denmark’s heavy taxes caused the city to 

be relocated to a part of  modern day Göteborg, known as Nya Lödöse 

(New Lödöse), along the Säveån estuary.  Some people eventually returned 

to Gamla Lödöse however, and continued to populate it for another 175 

years, though it was a fraction of  its former glory.  In 1646, the town’s 

privileges were finally revoked and the city’s lone residents moved either 

to modern-day Göteborg or nearby Vanersborg (which was founded in 

1642).113      

When the town was finally evacuated in the mid 1600s, the building 

foundations were plowed away and buried into the ground.  The churches 

and monastery had been destroyed in the previous century, and the castle 

even before that.  Thus, none of  the town’s remains were discovered until 

1905, when the very first excavation in the region occurred.  Göteborg 

sponsored the first major excavation from 1916-1920, which yielded a 

published report in 1931.  The city center was about 4 meters under the 

current layer of  topsoil.114  Further archeological digs occurred around 

households in the 1940s and 1950s, causing the whole town to be declared 

a historic monument in the 1960s.  As a result, any new building undergoes 

archeological monitoring under the auspices of  the National Heritage 

Board.115  Nonetheless, there is currently no visible remains in situ of  

Gamla Lödöse.  All findings have been moved to the Lödöse Museum, 

inaugurated in 1965 and expanded in 1994 by architect Christer Håkansson 

of  Göteborg.  Though it houses nearly 500,000 items in this small museum 

space and archive, only about 1/3 of  the town has been excavated and thus 

still remains underground.  The Lilla Edet municipality has taken over the  

museum’s building and is currently digitizing thousands of  its findings in 

112. Ekre, Rune, Carl 
Hylander, and Rolf  Sundberg. 
Lödösefynd: ting från en medeltidsstad. 
10

113. 

114. 

115. 

Ibid. 10

Ibid. 11

Ibid. 12



Figure 86. Historical borderland 
between Norway, Sweden, and 
Denmark in the 17th century
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Figure 87. Historical borderland 
between Norway, Sweden, and 
Denmark in the 17th century
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order to modernize the way the area’s history is recorded.116  But the context 

of  a small agrarian town, removed from the heavy traffic that Göteborg 

contains, means it can act as somewhat of  a pilgrimage destination free to 

curious tourists and local Swedish citizens.  The architecture of  the museum 

embraces a farmstead imagery conjoined with the monumentality of  a 

Medieval castle.  Wooden glu-lam pointed arches and beams span through 

the space among inward facing brick walls and board form concrete pillars 

and girders.  The museum is a pleasant space, with glass enclosed thresholds 

that wrap around stairs, bridges, and mezzanine setbacks, opening it up for 

easy circulation between the primary artifacts.  The building is in many 

ways a permanent home for these artifacts as a displayed archive, though 

its separation from the original milieu of  where it was found. 

Meanwhile, Nya Lödöse (New Lödöse) - the migrated population of  Gamla 

Lödöse - has experienced a far different urban fate.  Nya Lödöse existed 

between 1473 and 1624, with a temporary move to the Älvsborg fortress 

during the 1500s for protection.  Once the modern city of  Göteborg was 

founded, this town was absorbed into its domain and the town’s remains 

were subsequently left behind and hidden in the cultural layers of  the earth.  

Archeological digs have unearthed paving stones, red bronze, stoneware, 

earthenware, East Indian porcelain, iron, copper, glass, bone, leather, and 

large bricks.117  These excavations for Nya Lödöse began in 1915-1918 

near the 17th century shoreline, when they found the foundation of  a 

large stone building.  Further digs were carried out in the 60s and 70s, 

but the results were largely unclear whether they could reflect an accurate 

building history of  this town.  Much of  the scholarship and depictions of  

Nya Lödöse based on these excavations have been put into question or 

rejected.118  In 2013 however, Göteborg financed West Sweden’s largest 

urban excavation to try to learn more about the history of  Nya Lödöse 

before its urban transformation continues. 

Nya Lödöse, like its predecessor, became the most important western town 

116. I owe this information  
to the permanent exhibition at 
the Lödöse Museum in Lödöse, 
visited on June 24, 2015.  See 
also, <http://www.lodosemuseum.se/
sv/Vastarvet/Verksamheter/Lodose-
museum/Faktasidor/Faktasidor/?btid
=episerver_53627>

117. Gustavsson, Jeanette,  
Mats Sandin, and Tom Wennberg. 
Arkeologisk förundersökning, ytorna 
B, C och E. Fjällbacka: Rio 
Kulturkooperativ, 2012.

118. Järpe, Anna.  Nya 
Lödöse. Trans. Birgitta Frykman. 
Stockholm: Riksantikvarieämbetet, 
1986. Medeltidsstaden 60. 96
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for Sweden.  It was burnt and partially destroyed several times, however, 

and at one point pledged to Denmark and ransomed back.119  After the 

town’s charter was rescinded in 1624, this land was used for farming and 

eventually became the district of  Gamlestaden in the early 20th century.  

Gamlestaden became a major industrial site with factories and houses, the 

remnants of  which are still visible today.  Then, in the 1960s and 1970s, 

the northern area was dug out to make room for a large traffic circle, while 

the factory in the southern part was extended.  These urban developments 

were done in conjunction with archeological digs, so as to not disturb or 

lose any remains before turning the area into a transportation hub120 - a 

plan that still continues to this day. 

Many artifacts have been moved to the nearby City Museum, housed in 

the former East India Company building, but the interaction of  history 

and place have been made subservient to the programmatic needs for 

Göteborg as a modernizing city.  Färjenäsparken once again allows for a 

different approach; rather than excavate and remove, there is a scenario in 

which the ground remains visibly sacred with the marks of  history.

One other example of  Göteborg’s handling of  ruins is the Älvsborg 

Fortress, built in the 13th century as a western strong point against Norway 

and Denmark.  First mentioned in 1366, this wooden castle protected the 

town of  Nya Lödöse, until it was rebuilt at the end of  the 14th century out 

of  stone in the typical Vasa style (named for King Gustav Vasa and his two 

succeeding sons, John III and Karl IX) with corner towers and housing 

facilities between them.121  This castle, now known as Gamla Älvsborg, 

then served the temporary establishment of  Älvsborg Town from 1547-

1563, and then eventually Karl IX’s Göteborg before being abandoned and 

reconstructed in a more strategic location in the 17th century.122  

In 1653, under the supervision of  General Johan Wärnschiöld, Swedish 

laborers transported large stones from Gamla Älvsborg about ten 

119. Järpe, Anna.  Nya 
Lödöse. 81

120. 

121. Göteborgs Historiska 
Museum. Monument, 185” in 
Klippan, Göteborg.  Visited on 
July 22, 2015.

122. Bondeson, Gustaf.  
Göteborg Today and Yesterday. 
Stockholm: Wezata Förlag, 1971. 2

Ibid. 82



Figure 89. The former site 
of  Nya Lödöse is now under 
continued construction for a 
transportation hub, an area known 
as Gamlestaden

Figure 88. 1975 photo of  the 
kyrkoruinen shortly after the area 
was cleared and marked with the 
monument stone
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kilometers down the Göta Älv to a small island to build Nya Älvsborg.  

Nya Älvsborg was a significant stronghold throughout the 18th century, a 

prison in the 19th century, and it officially shut down all operations in 1866.  

Today, it is managed by the National Property Board, which preserves the 

castle as a theatrical, family-oriented museum visit.

The Gamla Älvsborg ruins are much less of  a tourist attraction.  

Archeological digs from 1938-1955 have not been able to find any 

remains to illuminate the traces of  Älvsborg Town, and there is little hope 

that further digs would reveal more information about the town or the 

castle.123  The few castle artifacts that were unearthed are now held at the 

Kronhuset, one of  the oldest surviving buildings in Göteborg.  Written 

information is also limited on this site, as the earliest map from 1655 (after 

it was destroyed) fails to include the location of  the town.  Since 1970, 

this site has been preserved by a municipal program (after demolitions 

occurred at the nearby wooded pathway, Oscar Trail), but in the 1700s it 

was an important site for transoceanic shipping.  At that time, it served as 

the East India Company’s port with warehouses, offices, housing, and a 

restaurant.124  In the 1800s, this neighborhood came to be dominated by a 

leading industrial company in Göteborg: Carnegie Porter and Sugar Mill.  

Major construction projects in the 1850s by Carnegie greatly changed the 

surviving remains of  the Älvsborg Castle, and later, various other parts 

were destroyed in order to make room for a large traffic circle to assist 

the Älvsborg bridge built in 1968.125  Currently, a wooden shelter has been 

built to cover the ruins, which range from low-lying stone blocks to partial 

walls that reach head-height.  The shelter is up on a cliff, adjacent to the 

former mill complex, laying between a former industrial area close to the 

bridge and a newly developing residential area along the waterfront.  These 

ruins are largely defaced with graffiti, treated as unassuming remains of  

a former time, just like many of  the other buildings along the hillside.  

There is no attempt to artificially stem the decay of  these ruins within the 

urban milieu.  The shelter may block them from rain or sunshine, but in 

123. Järpe, Anna.  Nya 
Lödöse. 84

124. Caldenby, Claes,  
Gunilla Linde Bjur, and Sven-Olof  
Ohlsson.  Arkitektur. Stockholm: 
Arkitektur Förlag, 2006. 153

125. Järpe, Anna.  Nya 
Lödöse. 82



Figure 90. Diagram of  the trade 
routes for Gamla Lödöse
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Ibid. 217

the shadows of  space, the ruins are a silent narrative of  a former military 

presence that for so long marked this particular region of  Scandinavia.  

Directly north across the Göta Älv is Färjenäsparken, where I will present 

an alternative method of  preserving, remembering, and activating.        



Figure 91. Panorama of  the 
Gamla Älvsborg ruins site and the 
wooden shelter

Below:
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Figure 92. Photographs of  
the Nya Älvsborg fortress and 
the “tour guides” dressed in 
performance costumes

Opposite & Above:
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Thesis Design

Design Statement

The kyrkoruin at Färjenäs is an Arcadian reminder of  Karl IX’s Göteborg, 

quietly aging amidst the vagaries of  the Swedish weather.  A lone stone 

monument declares this as a locus sacer, though this thesis seeks to present 

a more discursive analysis of  how to truly celebrate the sacredness of  the 

ruins and of  the place.  In fact, the ruins become one of  several designed 

interventions for the project, creating a more holistically organized park 

that integrates the boundaries of  the growing community, its connectedness 

to Göteborg, and its necessary interaction between the sacred and the 

profane.  Refraining from freezing the site’s hallowed history in a static 

state, as say a memorial or a museum, a redesigned park for this thesis 

project contains no placards or biases of  history.  This is an experiential 

edification through subtlety and through a sense of  “inevitability”126 that 

hopes to awaken an empathic imagination in the pedestrian.   

By expanding upon buildings and landscapes throughout Sweden, the 

research component of  this thesis continually establishes a discourse 

between the sacred and particular Nordic archetypes.  Travelling in 

Sweden, I discovered a meaningful affinity for the balance between the 

organic and the artificial, as well as the ancient and the progressively 

modern.  That research forms the methodological goal for a thesis design: 

to further the existentialist and phenomenological way of  reading space as 

well as now designing it.  The thesis design is a re-imagining of  the current 

Färjenäsparken; while maintaining its programmatic role as a picnic site and 

playground for local residents, the thesis proposes architectural insertions, 

newly landscaped features, and additional areas for collective traditions.  

It became clear through the course of  this thesis project that a nuanced 

reading of  the sacred involves the mundane within the extra-ordinary.  As 

sustenance becomes sacrament, the duality of  our being is emphasized 

and necessitated.  So to, this thesis’ park, filled with designs that contain 

an internal presence, arrive at a notion of  a serious picnic.  To be sacred, this 

126. Pikionis, Dimitris. 
Dimitris Pikionis, Architect 1887-
1968: A Sentimental Topography. 
London: Architectural Association, 
1989. 68
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park must also be profane.  And by professing the value of  the organic, 

the ordinary, and the sacred, their collective, existential, and multi-faceted 

qualities are exemplified, not just its sacral and religious ones.    

Considering landscape architecture as an inherent component of  

architecture, a field based on the pure creation of  space through any 

means (such as the philosophy of  Sigurd Lewerentz and Erik Gunnar 

Asplund when designing their respective cemeteries), the overall layout of  

spaces for solitude and for social gathering will be open to the elements 

and immersed physically in the earth.  The analysis of  the new park will 

thus be equally phenomenologically and ontologically based in order to 

contribute to the overall discussion on the sacred and the archetypes.  It is, 

after all, true discussion this author is after.    

The solitude to be felt when in a state of  reverie, (un)focused127 on the 

idiosyncrasies of  place and time, establishes an emotional ethos as a target 

for this design.  In this manner, the park’s design must be felt more so than 

seen.  It must allow one to enter a state of  phenomenological theatrics, 

subconsciously and modestly, to have their own sense of  arrival.  Arrival 

can occur intellectually as well as purely empirically.  Taking the park 

abstractly, it becomes like a Nordic “mood painting,” whether internally 

melancholic and post-modern, or fragmentary and romantic.  The thesis 

site represents the Göteborg memory - a past that has led to now - and 

it awakens upon engagement through dwelling like a reminding synapsis.  

Simultaneously, it represents reality in pieces, a fragmentary depiction 

that transgresses the optic senses directly to our own psyche.  Playing off  

that latter action, from body to mind, this landscaped park has a certain 

universality, despite its complete immersion in the collective memory and 

in the existential archetypes of  Swedish loci sacer. 

127. Pallasmaa, Juhani. The 
Embodied Image: Imagination and 
Imagery in Architecture. Chichester: 
John Wiley and Sons, 2011. 41



Figure 93. Conceptual sketch 
reflecting on the power of  the 
church ruins vis-a-vis geometry, 
earth, topography, and sky
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Figure 94. Initial perspective of  
the kyrkoruinen, done on site after 
discovering it for the first time

120



121



Figure 95. Final rendered site 
plan of  Färjenäsparken
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Thesis Design

Spatial Intentions

As a site for the “serious picnic,” the thesis design works around and within 

the more manicured parts of  the current park, returning these regions to 

the archetypal scenes of  nature as a fusion with a manifold narrative on 

history.  The primeval and ineffable qualities of  that narrative, through 

its cultural maneuverability, ensures that the designed interventions come 

to represent, metaphysically speaking, more than themselves.  Through 

architectural metaphor and intersubjective experience, the past becomes 

empathetic to the subtle, to the routine, and to the mundane.  By those 

notions, the author defines profane, irrespective of  any negative or illicit 

connotation.  Homo sacer finds a responsive seat at the table alongside homo 

faber (‘man the maker’) and homo ludens (‘playing man’) in the archetypal 

personas of  the world.128

Through large scale removal and replanting of  trees both in the valley and 

along the hillside of  Färjenäs, the first design move creates more expansive 

and clearly defined clearings for picnicking and informal sport playing 

such as frisbee, bocce, soccer, etc.  These sites are at the scale to be utilized 

for either family outings, the lone pedestrian, and even larger community 

celebrations.  These large, widely public gathering  spaces occur among 

the highest point on the site, built into the natural terrain forming an 

amphitheater, and in the valley beyond the playground and football pitch.  

Meant to be active at various times of  the year, there are two inhabitable 

architectonic interventions on the site: a brick hearth as well as a ferry 

stop.  The former complements a new brick court and wading pool, meant 

to bring people down into the meadow and serve as a place to relax or 

play during warm summer days and throughout the wintry, Scandinavian 

months.  Meanwhile, the ferry stop creates a secondary entry point for 

Färjenäsparken, embracing the riverside of  the park and creating a new 

mode of  movement through the southern border of  Färjenäs.  

128. Huizinga, Johan. Homo 
Ludens. London: Routledge, 1949.



Figure 96. Final vector site plan 
of  Färjenäsparken
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It should be made clear that these interventions are conceived of, both 

methodologically through the design and experientially through a 

(hypothetical) actualization in material space, not as follies romantically 

placed in a stately British park, or as mere objects-in-the-round.  They 

are, in fact, a transformation on a theme - that theme being provided by 

the archetypes - and meant to elicit different responses or emotions based 

on specific locations and histories.  Time and place create an existential 

language to be translated by the pedestrian and pondered by the inquisitive.  

Moving through the site and creating one’s own narrative, the architectural 

rhetoric is manipulated on the scale of  the detail in paving patterns to 

the placement of  trees above, on the scale of  the metaphor in how an 

element reflects something different in various states, and on the scale 

of  the cosmological by how an archetype is simultaneously universal and 

particular to this place, culture, and history.     

By taking a holistic approach to maintain the psychological delight of  

immersion and discovery in nature, these interventions are tasked with a 

design paradox of  building without disturbing.  By consistently looking back 

to the past, the thesis design is given its cues for how to design and where 

to design, as well as what to question.  This harkening to the past’s specificity 

as well as to its social meaning and archaic novelty means the thesis finds a 

balance to resolve the paradox and arrive at a sense of  inevitability.  Perhaps 

this inevitability can be dually explained as Nora’s “milieu de memoire.”129  

With a combinatorial play of  memories that transcend their (perceived) 

linearity, they are brought to the forefront in a celebratory manner for those 

who partake in the atmosphere.  Rather than relying on understanding and 

intellectual fervor to create an associative meaning between those who visit 

the designed site, it is the empathic hand of  the designer that achieves this 

through a range of  emotions and interpretations.  For as Juhani Pallasmaa 

states, “the characteristically human mode of  existence takes place in the 

worlds of  possibilities, molded by the human capacity of  remembrance, 

fantasy, and imagination.”130  

129. Nora, Pierre. “Between 
Memory and History: Les Lieux de 
Mémoire.”

130. Pallasmaa, Juhani. 
“Space, Place, Memory, and 
Imagination.”  Essay in Spatial 
Recall: Memory in Architecture and 
Landscape. Treib, Marc. New York: 
Routledge, 2009. 25



Figure 97. Diagram locating all 
of  the design interventions at 
Färjenäsparken
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Each one of  the archetypes discussed in this thesis will nuance the site’s 

design and give a type of  rubric for judging its ultimate success, but one 

must also remember that the movement through the park and arrival at 

these archetypal interventions have been likewise choreographed (whether 

strictly or consciously left more open-ended).  As an existential symbol 

of  the Loosian “mound in the wood,” one becomes serious, representing 

that momentary threshold.  Consequently, the pathways as axis, as edge 

of  forest and edge of  water, as boundary between worlds, or as labyrinth 

through a world are intrinsically linked to the places they arrive at and lead 

to.  The ideas of  parallax - that one's perception is perpetually altered by 

location both materially and conceptually - play a role in how parts are put 

together and experienced.  The event spaces of  action can perpetually be 

seen as the dynamic flow of  space, rather than its static form.         



Figure 98. Diagram of  the 
various pathways, primary and 
tertiary, defined and ambiguous, 
through the park to form various 
narratives
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Figure 99. Interior sketch of  the 
dark timber construction of  this 
outwardly mountainous church
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Architectural Archetypes

Rock

The senior pastor at Masthuggskyrkan, Anders Leitzinger, when speaking 

about the iconic National Romantic church almost by necessity starts with 

the very ground it stands upon.  “There is something sacred about this 

space...about this piece of  earth,” he says.131  Originally designed so that it 

may be visible to the seafaring ship - either returning home to Göteborg 

or leaving for another voyage – the church of  Masthugget rises high 

above the very cliff  it stands upon, Stigbergets peak.  From lower down 

at sea level, the church’s crossing tower extends as a symbol of  power and 

solidity, almost like a thickened obelisk at one of  the highest points in the 

city.  Upon reaching the church however, it takes on an appearance of  

earthly grounding, looking down to its base even more so than vertically to 

the sky.  A rough base of  uncut and oversized stones makes the transition 

from rocky mountain to rocky building seamless.  The church is sacred for 

the ground it stands upon and for the layers of  time that built up to this 

moment, carving away at the surrounding landscape and cliff ’s edge.  Its 

architect, Sigfrid Ericson, fought hard to ensure Masthuggskyrkan would 

be placed where it was, as he understood that the archetypal mountaintop, 

the founding of  the temple mount, or the establishment of  a fortification 

was a visual memory as well as a historical allusion with significance for the 

terrain of  Göteborg.

131.  I owe this quote to 
an interview I conducted with 
Pastor Leitzinger, May 25, 2015, 
Göteborg, Sweden.



Figure 100.  Base of  the 
Masthuggskyrkan and its various 
forms of  rock and brick

Figure 101.  Historic postcard 
depicting Masthuggskyrkan as the 
mountain above Göteborg
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Architectural Archetypes

Tree

As a place for mourning and for those in grieving to find solace and 

empathy within the landscape, Lewerentz’ Östra Kyrkogården turns to 

the archetype of  the tree.  As an embodiment of  the link between man 

and nature as well as the cyclical qualities of  life,  the cemetery has a 

real sense of  the rural.  The archetype is thus markedly different than its 

interpretation at Skogskyrkogården, as it is the tree as vegetation, lower 

and more grounded for the scale of  anthropomorphic use.  It is the tree as 

an expression of  autumn and spring, when the lushness of  life is seen both 

as a growth and a harvest.  To emphasize this, the chapels of  S:t Knut and 

S:ta Gertrud each have a tableau inset within the outer wall that celebrates 

these two seasons.  This feature becomes one of  the only variations in 

design between the two chapels.  S:t Knut, with its windows placed to 

allow light from a setting Western sun at the end of  the season, features 

a carved relief  in grey Gotland sandstone of  autumn, by the artist Bror 

Marklund.  Likewise, S:ta Gertrud is illuminated with the rising morning 

sun from the East, and on the front entry has a stone mosaic depicting 

Spring, by Otte Sköld.132 The act of  rebirth and regrowth, which can be 

religious in tone, as is the case with S:t Petri Kyrka, is not necessarily so at 

Malmö.  It is sacred however, in that it effectively addresses a symbol of  

ontological significance.  One’s place within the world order is affirmed like 

the archetypal tree.  What once was shall be again.  This sentiment speaks 

deeply with the people of  the Skåne region in Sweden, a landscape largely 

still agrarian to this day.133  Almost as a finishing touch, Lewerentz called 

for the ridge to be planted with wheat so as to transcend again the role of  

the tree in a landscape of  perpetual alteration and return.134

There is also a universal quality to this archetype, founded in the Nordic 

myth of  the Yggdrasil, a tree that entwines the aspects of  the world together 

and thus unites the Norse people.  The tree becomes the extension by which 

a collective is formed.  And this collective is of  the utmost importance, for 

as Maurice Halbwachs argues, all events are perceived and made relevant 

through the interaction of  a social group.135  This causes the specific hybrid 
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– like a version of  parallax – between the collective and a more intuitive 

or subjective basis of  memory, resulting in the intersubjective.  The tree 

spatializes this and serves as a symbol, for as one of  Halbwach’s mentors, 

Emile Durkheim, notes, there is a direct need for the manifestation of  

the physical within an abstract concept.  “Spatial categories,” Durkheim 

wrote, “have a natural stability that makes some capable of  sustaining 

the evanescent mood of  social consciousness.”136 According to Caroline 

Constant, this notion becomes somewhat of  a paradigmatic example of  

the Swedish cultural ethos at the turn of  the 20th century.  Lacking the 

normative utopian Modernism that spread through most of  Europe in 

the first quarter of  the 1900’s, Sweden’s modernizing was more socially 

realistic and empathetically responsible137.  Thus, Lewerentz’ landscape and 

archetypal use of  the tree lets nature be the proxy for religious doctrine.  It 

establishes the basis for the group dynamic in recovering after death and 

moving forward as a society with an accepted fate.  Lewerentz, in one of  

the few instances of  writing about his architectural philosophies, declares 

that his chapels shall not take away from the landscape and it’s “easing 

and relieving effect.”138 Moreover, he talks of  the horizontal tombstone 

as a more genuine serving of  the whole, in balance with the scenery and 

unassuming in its modesty.139  This distinctly Swedish ideal exposes a 

nuance to the archetype of  the tree by relating particularly to that which is 

sacred for the country’s citizens.

The primarily vertical dimension of  the mythic Yggdrasil is the hegemonic 

reality of  the tree archetype at Skogskyrkogården.  The cosmic tree is a 

boundless pillar, an axis mundi to be precise, connecting the human world 

with that of  the spiritual; the underworld is linked to the ground plane of  

the earth, and in turn with the heavens.140  For the cemetery however, this 

notion becomes less abstract and more concentrated on the particular ideas 

of  life, death, and rebirth.  These invisible realms are subordinated to the 

ontological quest for meaning within the heeling process of  mourning.  In 

this manner, like at Östra Kyrkogården, the archetype becomes a prophetic 
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Figure 102. Interior of  Lewerentz’ 
St. Knut Kapellet with a harvest 
mural behind the catafalque
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Top:
Figure 103. St. Knut tableau

Bottom:
Figure 104. Wheat planted along 
the ridge at Östra Kyrkogården
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promise for healing and purpose.  This latter reading also clearly sets up a 

lens through which to interpret the experience of  Skogskyrogården and the 

design intents of  Sigurd Lewerentz and Erik Gunnar Asplund.  From their 

initial competition proposal, submitted in 1915, we can see the tree was of  

primary importance.  The proposal was titled, “Tallum”141 a reference to the 

Swedish word, tal, which means pine tree.  In this proposal, the 50 hectare 

site was mostly left forested with meandering pathways that took visitors 

through deeply emotional sequences in a play of  life’s transition from birth 

towards death.  In fact, the visual predominance of  the typological artifacts 

of  a cemetery were conspicuous in their seeming absence, shrouded within 

the atmospheric darkness of  the pine forest.  The jury found this to be too 

monotonous however, recommending changes to the design so that the 

variations in light and shadow would be better sensed.142     Ultimately, this 

led to a more finalized proposal that by 1932 was even more spiritual in 

content, and was thus more effective in improving and harmonizing with 

the world that they were creating.

In his recent Ph.D dissertation, Ingrid Campo Ruiz presents the argument 

that Sigurd Lewerentz’ designs take on a “dual nature, simultaneously 

producing divisions and proximities with regard to different aspects of  the 

environment, thus reflecting a way of  relating architecture and location.”143       

For this region in Stockholm, the site’s location was already imbued with 

a powerful scene: a former gravel quarry with pits as remnants, boulders, 

and a dense forest.  The archetypal tree and forest link this location, in 

space and in time, to Sweden and to the Nordic atmosphere.  Lewerentz 

and Asplund reached back to the primeval forest, the urskog,144 as the 

emotional image of  wilderness in Scandinavia.  This is the context in which 

civilization came out of, in which dwelling first became a settlement, and 

now where the dead will be laid to rest - all beneath the canopy of  trees.  

Surely, there was precedent in the wooded cemetery typology, stemming 

from the contemporary German movement for Waldfriedhof145, but this was 
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a uniquely Nordic and untamed world that is heightened by the contrast 

with the clearings and the touch of  the artificial.  In the words of  Sweden’s 

most famous novelist, August Strindberg, “I have the edge of  a forest in 

the distance.  Mostly pine and spruce; it is black-green, spiny and represents 

for me the most characteristic thing about Swedish nature, and I point to 

it and say: there is Sweden.”146  The trees themselves present a dichotomy 

however, by being both indicative of  a place and of  a labyrinth of  seeming 

placelessness.  As in Heidegger’s poem, Holzwege†, the initiation of  a logger 

on a woodpath can be extrapolated as a man in his environment, of  a 

child entering a world of  things.  The mysterious forest holds sentimental 

serenity - on a metaphysical level - in the Jungian subconscious of  the 

Scandinavian.  Distinct or collective, the genius-loci of  Skogskyrogården 

is irreplaceable from the constituent part of  the tree as sacred.  “Where 

things cannot appear individually but are interwoven,” writes Norberg-

Schulz, “we occupy a state that can truly be called anti-classic. In such a 

place, it is not a thing’s eidos that matters but its veiled relation to all others. 

The forest is therefore the most fitting image of  the northern world. Deep 

and inscrutable, it is without direction for movement.”147  Lewerentz and 

Asplund modified this statement slightly, however, through the conscious 

act of  maintaining the northern carpeted clearing free of  any tombstones 

or dense plantings, as well as having the original underbrush cleared to 

plant grass in a purified plane for visitors.  This promotes a dialogue 

between that which is organic and that which is artificial, for after all, life 

and the act of  being is an act; the artifice of  man is seen in nature and 

nature within man.

To take, for instance, two specific cases within Skogskyrkogården, the Way 

of  the Seven Wells and Asplund’s Woodland Chapel, we can see more 

clearly how the tree as archetype was given unique meaning to the context 

of  life and death, and abstracted to be an ontological expression of  place.  

The Way of  Seven Wells is a 900-meter long pathway, extending from the 

146. Strindberg, August. 
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crest of  the Hill of  Remembrance in a strict linear pathway through the 

forest, recalling a type of  ancient path.  Splitting the woodland in two, the 

visitor sequentially passes through several perpendicular crossing routes 

that emerge almost without interruption in the tree line.  In Nordic myths, 

the crossroad was often the place in which the divine would chose as 

meeting place,148 thus the ritual procession through the Way is extended 

with pauses amidst the trees.  This path also becomes a spatial figure - a 

deep incision into the woodland - strictly delineated by an edge of  spruce 

trees in the otherwise pine forest.  By doing so, the appeal to gestalt 

formalism gives “structure to existentialist space on a plane”149 to direct 

the traveler like Hermes through the Underworld.  This cut is a glimpse 

of  light sheltering the mourner through a melancholic tunnel of  darkness 

before ultimately returning to the benevolent light of  day.  

The Woodland Chapel, opened in 1920, was placed in a more marginal site 

than where they had originally planned.  By doing so though, the chapel was 

left to “commune with nature.”150  Whereas the Way of  Seven Wells that 

divides the forest is mythic and primeval, the Woodland Chapel invokes an 

ancestral building culture of  the Nordic land.  More specifically, as Stuart 

Wrede points out, it is an image of  the country church surrounded by 

overgrown fir trees and topped with a longitudinally gabled black shingle 

roof.  “Memory of  an archetype,” Wrede writes, “and its emotional 

resonance is of  key importance here.”151  Isolated in its own world - a 

microcosm for the cemetery complex - architecture and nature merge 

in form and in material; both elevate the other, and the presence of  the 

indigenous is felt.  Furthermore, the storage vault is a decomposing mound 

set into the earth, while the gradation of  trees mask the boundary presence 

of  the chapel’s roof  and loggia.  The archetype of  the tree is consequently 

varying in its sensing, from vernacular and visible to narrating and invisible, 

yet steadfast in its expression of  life on earth.  As Norberg-Schulz explains 

of  the archetype, there are “local and temporal interpretation[s] of  the 

timeless, [a] setting-into-work implies a modification of  the archetype...

without losing identity.”152            
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Figure 105. Sketch of  Asplund’s 
Woodland Chapel surrounded by 
pine trees

Figure 106. The Way of  the Seven 
Wells axis from up high on the Hill 
of  Remembrance and ending with 
the Lewerentz’ Uppstandskapellet
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Architectural Archetypes

Threshold

The notion of  entering the darkness of  S:t Petri Kyrka turns the paradigm 

of  a threshold somewhat on its head.  Darkness (interior) is here conceived 

of  as the place of  holiness, as opposed to the light filled (profane) outer 

world.  Traditionally, Gothic churches rose to the heavens with stained glass 

windows for a sublime dance of  color and light.  Outside, the light was 

banal and nondescript, yet placed through the threshold of  the church, it 

saw its true potential.  Or the Baroque churches of  Bernini and Borromini, 

sculpted with the same craft as their marble statues in an all-white surface 

of  plasticity, stripped the artifice to emphasize the nuance that light brings 

to the smaller details.  Jørn Utzon renewed this theme in the cloud-like 

Bagsværd Church, elevating the members into the heavens of  a dissipated 

and perpetually recast light.  It is the absence of  light that makes St. Petri.  

Not just a praise of  shadow, but the very essence that lacks light, that is 

sculpted by the shades of  black, not carved by the tunnels of  light.  A 

fundamental principle of  color theory is that black recedes and white 

elevates; not so at St. Petri.  This mystery confronts Lewerentz’ church as 

a refuge, a cave.  But like an oasis, one enters lacking something and leaves 

fulfilled.  There is a clear distinction within this threshold between coming 

and leaving.  As Peter Blundell Jones points out, the main entrance and 

exit doors for the sanctuary space (as opposed to the surrounding offices, 

community building, etc.) are both placed within the thickness of  the wall 

(these other doors are placed on the outside face of  the walls, similar to the 

windows), yet the entrance door is at the rear of  the wall and the exit door 

subsequently at the front part153.  In both instances, the person is forced 

to travel through the wall before opening the door.  The space of  the wall 

becomes an act.  Unlike the threshold that places somebody in a new realm 

or a new time, this threshold does more than place, it cleanses.

While the necessary act of  experiencing the threshold of  S:t Petri Kyrka is a 

circuit of  approach, dwell, and exit, Lewerentz’ prior church, Markuskyrkan 

presents a different theme on thinking of  the building as a whole.  His 

submission for the project was titled Mellanspell154, or “interlude,” setting 
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Figure 107.  Sketch of  the cloud-
like roof  structure of  Utzon’s 
Bagsværd Church to imitate the 
lightness of  the sky

Figure 108.  The exit door at 
St, Petri, opened wide to the 
landscape, contrasts to the dimly 
lit interior

Figure 109.  St. Petri’s dark brick 
vaults have thin light shafts that 
diffuses natural light down, 
rather than shining upon the 
congregation 
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up an argument for a pause – but a pause in what?  Perhaps, it is the 

ceremonial pause that the church provides within the secular world.  

Björkhagen was a suburb of  Stockholm, part of  the former parish of  

Enskede, which was to be subdivided between Farsta and Skarpnäck.155 

The larger church building movement that Lewerentz was a part of, as 

well as Peter Celsing, Bernt Nyberg, and Bengt Lindroos, was strongly 

connected to the growth of  suburban parishes across Sweden.  The birth 

of  the Swedish welfare state and the expanse of  pragmatic, modernistic 

planning led to housing developments overly rigid in their function.  More 

specifically, with the so-called Million Program (a government plan by the 

Social Democratic Party to provide a million new dwellings from 1965-

1974), the legal obligations for pace and quantity overshadowed any type 

of  unique creative process born out of  a client-designer relationship.156  

The ‘haven of  beauty’ was the response, a belief  that “art was out of  touch 

with the welfare society”157 and that these new parish churches could be 

the proper projects for architects to seek existentialist questions with an 

artful and aesthetic hand.  These architects sought to establish a historical 

identity for the parish community members, a reflection that would be 

manifested in the built form of  the church.  With similar tones as the 

National Romantic movement, the narratives of  the past were at hand for 

re-adoption and re-imaging.  Mercea Eliade points out that the “sacred 

is saturated with being” and that “religious man deeply desires to be, to 

participate in reality.”158  So to, Markuskyrkan is placed in the increasingly 

desacralizing world as an invitation to be a part of  reality.  It is an invitation 

to take a moment from the surrounding community and participate in this 

one: interlude. 

As a proper interlude though, what has come before remains important 

for it has led to the need or desire for an intervening time and event.  

The no-longer existing “little lake”159 that formed the swampy foundation 

of  Björkhagen’s birch grove was a fundamental concern for the future 

experience of  the building (outside the constructional concerns of  the 
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Following Page:
Figure 110.  Watercolor of  the 
entrance to Markuskyrkan, a 
threshold between interiority and 
the historical birch grove and 
marsh 
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present).  Its soil has given life to the cluster of  birch trees that surrounds 

the church to this day.  And before that, this water was part of  the same 

system of  Lake Mälaren, one of  the largest in Sweden.  Around this lake, 

Vikings settled and lived for generations.  Robert Nilsson depicted such 

a history in his bronze plaque over the front door to Markuskyrkan.160  

Viking ships and primordial Nordic worships to Thor give way to the 

adoption of  the Christian faith.  Continuing through the course of  history, 

the deaths of  Christian martyrs adds further poignancy before ultimately 

culminating in a return to a vaulted church.  The aura of  this building 

is not one of  a finish line.  Nilsson’s bas-relief  should not end with the 

entrance to Lewerentz’ Markuskyrkan.  Instead, the building is, once 

again, an interlude placed somewhere along that timeline.  It is a threshold 

that is inseparable from the past.  Approaching the church through the 

undisturbed landscape - “retained in its natural conditions” according to 

the wishes of  Lewerentz161 - the birch trees are embodied in the building as 

one.  Markuskyrkan is simply a densification, an enlarged trunk.  The visual 

stimulant of  tree and building is only one dimension.  Its color palette 

of  brick and mortar as well as its form of  cylindrical segments striating 

a flat facade merely set up the metaphor.  The holistic understanding 

of  this space vis-à-vis history of  place establishes Markuskyrkan as an 

interpretation of  the archetypal threshold.  Thrust between a world of  the 

profane and the world of  the sacred, it invites a crossing over; between 

the built and the natural it implements the brilliance of  both to be both; 

between the past of  developments and the contemporary of  modernity it 

no longer needs to differentiate between the two.

Erik Gunnar Asplund’s annex to the Göteborg Rådhus is a slight variant 

on the archetypal threshold Lewerentz was able to explore within 

Markuskyrkan for its difference in setting.  The courthouse (now the 

municipality’s City Hall) is an urban site in the heart of  Göteborg, facing 

onto Gustav Adolf ’s Torg, originally called Stora Torget.  It contains a 

history of  two 17th century wooden buildings that were entirely replaced by 
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Nicodemus Tessin the Younger in 1672 as a masonry building after several 

fires had badly damaged the young city.  In the early part and later part 

of  the 1900s, the building was renovated to add a top floor and rearrange 

the facade, and then ultimately add two wings to complete the building’s 

internal courtyard162.  The courthouse itself  was surrounded by significant 

buildings, as the German Christinae Church (dating from the middle of  

the 1700s) sits between the courthouse and the former Swedish East India 

Company Building, one of  the most significant mercantile organizations 

for the city.  The northwest corner of  Gustav Afolfs Torg used to have 

the Commandant’s House, acting as the military headquarters, which was 

removed to make way for Asplund’s annex.  And lastly, the north face of  

this public space contained three civic buildings: the stock exchange from 

1849, the original Guard House from 1758, and a former mansion from 

the Wenngren family built in 1759.  As Göteborg continued to rapidly 

increase in population, the city outgrew the courthouse and a competition 

was announced in May of  1912 for a renovation of  an addition.  When the 

competition closed on March 1, 1913, the 27 year old Asplund was chosen 

among 30 other entrants as the winner.163

With the new addition, the building represents a threshold between the 

various memories of  former buildings and epochs that have witnessed the 

evolution of  this city.  Since his winning proposal, there was a sense that 

the scheme was ultimately derived from object relationship and relativity:  

The relationship between the existing building to the new; the relationship 

of  the building front to the canal versus the building to the plaza; the 

relationship between human psychology and internal detailing.  Ultimately, 

with Asplund’s decision in 1918 that the elevation and the interior were free 

to be conceptually independent from one another,164 the development of  

the building as a relationship between interior and exterior as an extension 

of  historical abstraction became more and more important.
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Figure 111.  Historical painting 
of  Gustav Adolf ’s Torg in 1787.  
The Law Courts stand just in 
the foreground of  the German 
Christinae Church

Figure 112.  Historical painting of  
Gustav Adolf ’s Torg in 1860, now 
in a more completed fashion

Figure 113.  One of  Asplund’s 
sketches for his extension to 
the Law Courts, drawn in 1916.  
Notice his philosophical shift 
in historicity and preservation 
within this design, which tries to 
return the building closer to the 
Nicodemus Tessin original 
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Asplund critiqued Jonas Hagberg’s 1814 renovation to the Courthouse, 

preferring Nicodemus Tessin’s hierarchy of  the canal side over the plaza 

front, as well as the ground floor level rusticated base, rather than the 

newer raised one which “confus[ed] the location of  the piano nobile.”165  

Thus, Asplund’s original scheme rotated the building 90 degrees to face 

onto the canal as its primary progression, until his revised scheme in 

1918 which moved it back to an east-west direction.  By doing so, the 

duality and complexity required in this spatial negotiation would be more 

apparent to those visiting.  The threshold extended from the experience 

of  the historical plaza - with the 1854 statue of  King Gustav Adolf  - to 

the recognition of  modernity’s touch on the built environment and the 

Rådhus.  This further extended through the old portico and giant order 

columns into the building bathed in light from the open courtyard, directly 

ahead, and a newer courtyard to one’s right.  In fact, as one stands on the 

ground of  Gustav Adolfs Torg, with the current glass doors in the tripartite 

arch entrance, there is visibility that extends through the narrow lobby 

directly into the courtyard and onto the back wall surface.  A metaphysical 

extension of  the body through the layers of  space makes this threshold’s 

cadence a play of  light, compression, and expansion.  Furthermore, the 

similarity between the Courthouse design and an Italianette Piazza are 

noteworthy; most often cited is the Palazzo Ducale in Venice looking onto 

the Grand Canal.166  In Asplund’s 1924 proposal for the urban square, he 

drew a “Palladian loggia”167 extending along the northern civic buildings, 

increasing the classical sense for monumentality with historical references.  

Ultimately though, it was the phenomenological qualities of  a traditional 

palazzo that continued on with Asplund, rather than a deference to mere 

stylistic allegiance.  

After changing his interior to  a more Schinkel-like neoclassical rendering,168 

Asplund ultimately settled on a more modernist influenced interior when 

work resumed in 1934 after a nine year delay for financial reasons.  Those 

nine years were influential for Asplund’s architectural maturity, and he now 
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Top:
Figure 114.  Interior sketch by 
Asplund in 1925, where the 
influence of  Schinkel can be seen.  
The interior he ultimately decided 
on, was a wooden and light filled 
piece of  Swedish modernism 

Bottom:
Figure 115.  The final facade of  
the Law Courts continue datums 
and rhythms, but depart in detail
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Figure 116.  Section of  Asplund’s 
built version of  the Law Court 
Annex, looking west.  Notice 
the way the interior threshold 
in time is made through an airy 
connection to the courtyard, 
juxtaposed to the facade’s strong 
relationship to the plaza   
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conceived of  the threshold between the internal division of  spaces more 

fluidly.169  Like his teacher’s masterpiece, Ragnar Ostberg’s Blue Hall in the 

Stockholm City Hall, the new courtyard acts as a grand gathering space, 

yet the sense of  openness is much stronger here in Göteborg.  With a 

glass curtain wall that thinly divides the two courtyards, the space formed 

by light is one of  unison.  The light is an extension that transcends the 

realms of  history and ties the buildings together.  The plane of  the ground 

is tiled in marble pieces that match the existing exterior courtyard, lacking 

a differentiation and heightening the ambiguity of  the threshold.  While 

the deference and desire to be subserviently different from the original 

is apparent to all from the exterior, the narrative’s expression of  the 

chronological threshold is far more nuanced from inside.  Stuart Wrede 

comments that Asplunds original scheme was a “National Romantic 

fusion of  the old and new,” while the final 1935 version was a “blending 

of  classicism and modernism,”170 it seems to me that the experience of  

the Courthouse is one where “blending” is felt with the senses, logically 

remembered and perceived in the mind, while differentiation is captured by 

the eye as a fleeting trick.   
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Figure 117.  Detail sketch of  that 
moment when Asplund’s annex 
meets the historical facade of  the 
predecessor
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Architectural Archetypes

Sky

When one looks at the exterior of  S:t Petri Kyrka, the window is a 

fascinating detail; the glass’ fragility is celebrated with confidence, yet 

from the inside these are almost not even thought of  as windows.  A 

window shows some difference in materiality between the wall, some 

barrier that works structurally and thermally to differentiate between 

inside and outside.  Not only does the aperture appear absent from the 

inside, within the sanctuary space they are placed at such a height that 

up close inspection is prevented.  Furthermore, it means that they are 

true windows to the sky, for what one sees is the sky, not the context of  

the land.  This lack of  perceptible context makes a dichotomy between 

the creation of  the refuge shelter - screened from immediate view by 

vegetation facing the town - and the internal presence of  the religious 

rituals.  The sacred is demarcated, placed underground, and told to look 

upwards.  It is through the sky - or the conceptual cosmic atmosphere - 

that a genius loci with the Skåne region is established.  Christian Norberg-

Schulz posited the atmosphere is the ultimate recognition of  man’s identity 

and psychological ability to dwell between the earth and the sky, “a general 

object of  identification.”171    Atmosphere effectively determines the status 

of  dwelling, existentially linking the ground in a vertical manner.  So to, 

S:t Petri Kyrka's uniformity of  brick, a fundamentally elemental material, 

vocalizes an ideology that opens up to the idiosyncrasies of  the world.  

Bricks are the physical resultant of  earth, air, water, and fire; these are, in 

a manner, archetypes unto themselves.  And as the Greek philosophers 

understood, these four elements were an embrace of  the cosmos that 

shaped the world.172  In fact, standing in the main sanctuary space, one’s 

gaze is drawn to the darkness of  the east wall which is the only wall in 

the space without an aperture.  The items of  usual ritual hierarchy: the 

altar and bishop’s throne, are wrapped in a canvas of  continual brick that 

is absorbed by the imperceptible haze of  shadow that contrasts the sky’s 

openings in other parts of  the space.  The building itself  thus becomes the 

“poetic image”173 of  the land, simultaneously opposing and inviting of  the 

natural environment that surrounds the church’s body.  The church is, after 

171.  Norberg-Schulz, 
Christian. The Concept of  Dwelling: 
On the Way to Figurative Architecture. 
25

172. Wilson, Colin St. John. 
“The Sacred Buildings & Sacred 
Sites.” 32

173. Bachelard, Gaston. 
The Poetics of  Reverie: Childhood, 
Language, and the Cosmos. Trans. 
Daniel Russell. Boston: Beacon P, 
1971.



Figure 118.  Lewerentz’ frees the 
window of  the frame’s burden, 
simply covering an opening as 
minimally as possible to make it 
all about the material relationship 
between earth and sky 

Following Page:
Figure 119.  The altar and back 
wall of  St. Petri are the “poetic 
image” of  the elements and its 
dark resonance with the earth

Left & Above:
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all, reflected along with the dynamic sky within the still “Nordic lake”174 

that sits at the western edge, between the city and the building.

  

A contemporary project to Lewerentz’ Markuskyrkan during the Enskede 

parish split, Söderledskyrkan, implies an interior understanding of  the 

archetype of  the sky.  Approaching this church in Farsta, one’s gaze is 

brought to the volumetric forms of  the worship hall, rising up from the 

higher ground like the towers of  a castle.  From the inside, however, the 

archetype becomes nuanced to the presence of  time.  With homage to Le 

Corbusier’s Notre Dame du Haut, the southern wall that looks onto the 

meditation garden is a glass inlay mosaic of  various colors and fractured 

shapes.  As one spends more time there, new colors of  pink, purple, red, 

and orange are reflected onto the side aisle and the pews.  This light is 

constantly fluctuating, not just in tone but also in strength.  It contrasts 

noticeably with the clerestory light above the altar, a raised volume that one 

clearly notices from the outside.  In this instance, the light is vertical, slowly 

washing its way down the eastern back wall in a perfect gradient.  Its source 

is concealed visually, but the effect draws one’s eye to the very top and then 

back down to the realm of  the congregation.  The southern wall however, 

is more Nordic in its horizontality.  Reaching into the ground plane, the 

light of  Sweden embraces the church while the light of  the heavens reigns 

over the sacral apse.  And even further hidden, the volume of  the western 

bell tower contains eastern facing clerestories for light that only enters the 

main space through a revealed gap in the wooden ceiling.  Ultimately, the 

crafting of  clerestories over the nave breaks down the typology of  older 

basilicas.  With an enlarged western facade like westworks of  Carolingian 

architecture or the Medieval Cathedrals, this gives way to an actual volume 

higher than that of  the nave.  The crossing, formerly articulated with a 

rising spire, here becomes the terminating altar and apse in one.  The 

sublime accomplishments of  the Gothic, to build higher towards an 

elevated God, become an abstract and distilled collection of  rectangular 

volumes at Söderledskyrkan.  Rather than being implemented for the mere 

174. Jones, Peter Blundell 
“Sigurd Lewerentz: Church of  St. 
Peter, Klippan, 1963-1966.” 



Figure 120.  The volume of  bricks 
at Soderledskyrkan lift up towards 
the sky and allow light to enter 
through concealed clerestories 
above the altar

156



157

symbolism of  tectonic grace, they are purely for the ability to surround the 

church, its walls, and its details with variable illumination.       

The procession through the Stockholm Stadsbiblioteket is also one of  

illumination and its contrast, with the central lending room as the ultimate 

instance of  the portal.  The distinction in light would have actually been 

more pronounced upon initial completion, as the side reading rooms 

were plastered a dark red and dark green, rather than the white paint of  

current.175  The honorific space was the single ray of  light, beaming down 

upon the landscape and spreading into adjacent spaces.  Stuart Wrede 

analogizes this space within a dialectic of  the sublime begun by Étienne-

Louis Boullée; whereas Boullée’s Cenotaph for Sir Isaac Newton is a 

mechanical conception of  the universe with its sphere, Asplund’s (original) 

sphere and (built) cylinder are the mechanical manifestation of  the western 

mind.176  While there is merit to this claim, there is something more uniquely 

northern to the library housed in this cylinder: the animation of  a lower 

light that meets the sky and the water.  As the volumetric space continues 

to rise, its flattened ceiling is not impressionably felt.  The boundaries 

are erased by the mind’s eye, not through visual stimulant, but through 

a desire of  oppositely attracting forces.  The bookshelves are at a finely 

human scale, each level individually compressed in height, with the sill 

of  the windows placed flush at a datum break in the wall.  These details 

and sense of  proportion, with the fact that entrance is initially made from 

below, give the downward seeking thrust of  elements, while the counter-

force of  the ceiling continues to move in opposite direction.  

The texturing of  these exposed walls, a rough cast plaster, is curious in 

that there are no drawings nor remarks to show Asplund’s intention to do 

this, thus it must have simply been an on-site constructional decision.177 

In particular, the texturing is more than an aesthetic play of  shadow, it 

seems to recall in form the Nordic ocean so close to the city of  Stockholm.  

August Strindberg, whose professional denouement overlapped with 

175.  I owe this  
information from KTH School of  
Architecture’s Associate Professor 
of  History and Theory, Anders 
Bergström, during a meeting with 
him at the Stockholm City Library, 
June 01, 2015. Stockholm, Sweden.

176.  Wrede, Stuart. The 
Architecture of  Erik Gunnar Asplund.  
109

177.  Once again, I 
owe  Professor Bergström for 
this knowledge, who explains 
many details of  the building 
were changed without proper 
documentation by the city’s 
Planning Board, and several 
drawings/explanations have been 
lost over time from Asplund’s 
office.



Figure 121.  The cylindrical walls 
create an artistic representation of  
the Nordic sky, both atmospheric 
and symbolic
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Asplund’s professional genesis, often portrayed images of  the Swedish 

archipelago with angst-ridden waves that obscure the disjunction between 

sky and water.  Moreover, Asplund, while on a trip to Tunis, wrote about 

the relationship between the medium of  paint, the glory of  the sky, and 

the architectonic dome: “Above us the sky, so clear and deep blue as I have 

never seen it, such a timbre about that colour, I had the constant impression 

of  the sky as a vault, a tremendous blue-painted dome.”178 With each 

scrape of  the trowel on these walls (not unlike the grace Lewerentz gave 

to the bricklayers of  Markuskyrkan and S:t Petri Kyrka), their expression 

more closely resembles the impasto painting methods used by Strindberg to 

emphasize the vitality of  waves.  Asplund’s cylindrical walls, now with their 

touch of  the palette knife, become that edge between sky and water – an 

archetype clear for the geographical history of  the Stockholm archipelago.  

The Stadsbiblioteket becomes an institution of  knowledge, while also 

another nuance within his oeuvre of  transforming landscapes that recall 

the Swedish path to a space above. 

178.  Cornell, Elias. “The 
Sky as Vault.” 88
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Architectural Archetypes

Pathway

Asplund also took up the task of  a pathway narrative in monumental ways 

for his Stockholm Stadsbiblioteket.  Yet, rather than an empathy for the 

forest and the off-axis promenade, the Library completes an extension of  

linearity that is more romantically humane.  Beginning from the street level 

off  of  Sveavägen, the central axis cuts through the building linking the 

interior and exterior in a dimension – or a new world179 - of  knowledge.  The 

threshold is made as much by its straightness and subsequent symmetry as 

it is by the change in height via ascension.  The library, which was the first 

public library to be constructed in Sweden, was fundamentally conceived 

as an institution for self-enlightenment; it is a house of  wisdom not for 

the elites to recluse themselves from the populace, but for the masses to 

be inspired and empowered.  The symbolism of  the street as common and 

lower, with the library on a plinth, “grow[ing] out of  the hill”180 is readily 

understood.  Similarly, the plaster relief  within the entry vestibule depicts 

images from Homer’s Iliad, an iconic story that reaches back to the genesis 

of  western literature for all to comprehend.  There is no intellectual pretense 

here or pursuit of  esoteric affluence, rather a more conservative and humble 

basis of  architectural and aesthetic metaphor.  The path of  knowledge is a 

path for all.  The threshold to be transcended breaks down the Baitaillian 

conception of  transgression to be an invitation into the sacred realm.  This 

is a personal journey into the collective, hence Asplund’s desire to have the 

Greek phrase, “Know thyself ”181 inscribed on the floor of  the vestibule.†  

Despite the ascent, the layered axis through monumental portals, resting 

landings, curving stairways dissolving into the dark interstices of  the wall, 

and gently shallow risers, the elite are merely a composition of  individuals 

who “know thyself.”  And finally, within the panoptical terminus of  the 

lending room, the narrative reveals its raison d’être.  Here, the source of  

all, the founder of  geometry and of  meaning, the path to knowledge 

commences.  The full brevity of  the promenade one just completed is 

now more fully understood.  Asplund said of  his affinity with geometry 

179.  Jones, Peter Blundell. 
Gunnar Asplund. London: Phaidon, 
2006. 112

180.  Ibid. 114

181.  Cornell, Elias. “The 
Sky as Vault.” International 
Symposium on the Architecture 
of  Erik Gunnar Asplund, 
Arkitekturmuseet, Stockholm. 14-
17 Oct. 1985. Speech. 88

†  this design detail, along with several other relief  sculpture proposals, were ultimately denied by the planning 
board for financial reasons183

183. I owe this information 
from KTH School of  
Architecture’s Associate Professor 
of  History and Theory, Anders 
Bergström, during a meeting 
with him at the Stockholm City 
Library.  Professor Bergström 
is currently working on a book 
about the library, one of  the 
first to be published exclusively 
on the building. June 01, 2015. 
Stockholm, Sweden.



Figure 122.  The narrative of  
movement through Asplund’s 
Stockholm Public Library begins 
from the street and ascends axially 
through this portal into the main 
reading room
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and experience that, “geometry is generally experienced in architecture not 

from a god-like position looking down on a plan, but by moving through 

and measuring the space, first with the eyes, then with the feet, and finally 

perhaps with the hands...”182 I would submit, however, that in the silence 

of  initiation, the experience goes through these stages of  the body before 

resting within the mind – a necessary simultaneity made possible by literacy. 

182.  Jones, Peter Blundell. 
Gunnar Asplund. 118
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Thesis Design

Experiencing the Sacred

Martin Heidegger introduces his magnum opus, Being and Time, by quoting 

Plato: “For manifestly you have long been aware of  what you mean 

when you use the expression ‘being.’  We, however, who used to think we 

understood it, have now become perplexed.”184  Heidegger  reproaches 

our assumption that the search for the meaning of  being has been solved 

or somehow inherently understood by invoking the historicity of  that 

question.  To ask what it means to be in the world, within the context of  

the sacred, is a fundamental point of  departure for this thesis.  Being is 

experiencing.  It is phenomenological and ontologically based around an 

intersection of  man, nature, and world.  This interaction of  the experience 

creates an exchange, meaning it is dually directional, thus interpretations 

and projections of  the self  become ostensibly present.  The spaces that have 

been designed in this thesis project should elucidate a flurry of  images and 

emotions upon experiencing.  If  the notion of  using archetypes to evoke 

these multiplicities of  imaginations seems somewhat counter-intuitive, 

hopefully the realization that these archetypes are actually the essence of  

novelty will bring clarification to the goal of  this thesis.  As Louis Kahn 

said, when speaking about the things of  origins, “The spirit of  the start 

is the most marvelous moment at any time for anything, because in the 

start lies the seeds for all things that must follow.  A thing is unable to start 

unless it can contain all that can ever come from it.”185  These archetypes 

are moments of  origin which are interpreted in this thesis, have been 

envisioned by the architects who designed the various buildings this thesis 

discusses, and would be embodied by the visitors to a new Färjenäsparken.

This embodiment, quite literally the connection with the body, begins in 

the material world and finishes in existential space, meaning the things of  

creation become an aura of  metaphysical  reality.  The flesh of  the world, as 

Maurice Merleau-Ponty so beautifully calls it, creates the experiential realm.  

This thesis argues that the flesh is made sacred when it achieves the essence 

of  Nordic nature.  The experience of  the sacred therefore transcends 

symbolism, and is existentially tied to the human experience.186  Paraphrasing 

184. Polt, Richard. Heidegger: 
An Introduction. Ithaca: Cornell U P, 
1999. 24

185. Pallasmaa, Juhani. The 
Embodied Image: Imagination and 
Imagery in Architecture. 100

186. Pallasmaa, Juhani. 
“The Aura of  the Sacred.” 
Aboagora - Between Arts and 
Sciences. Turku, Finland. 12 Aug. 
2012. <https://www.youtube.
com/watch?v=sk7SA2lwz5A>
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Juhani Pallasmaa on this idea, the human experience of  the sacred is 

instinctual, fundamental, and even naive in its uninitiated quality.  These 

qualities are that of  the mundane.  The sustenance.  And through its inherent 

routine common to us all - not unlike the universality of  the archetype - the 

social is conjoined with the sacred.  The one informs the other.  The serious 

picnic is both sacred and profane.  Its experience and material presence on 

the site connects man to the world and allows him to identify with place, as 

Heidegger argues, but also with a collective memory, as this thesis argues.  

The collective memory is existential, for it goes beyond the limits of  

a lived past and comes to represent the imagination and beliefs of  a 

community.  Its narrative, rewritten time and time again, is understood 

through an acceptance of  that non-progressional timeline187 invoked in the 

thesis design.  Detached from a memorializing (as of  an event) process, 

the moments of  Färjenäs are lived, ordinary, and extraordinary.  But no 

amount of  explanation can adequately describe the environment that is 

created, for it is necessitated on the experience of  that environment, an 

experience that will become and alter the collective memory.  As part of  

the existential autonomy of  the human experience, the archetypes interact 

(thus, they exchange) with our emotion and memory almost immediately 

and repetitively through time.  Jean-Paul Sartre wrote, “essences and facts 

are incommensurable, and the one who begins with facts, will never end 

up with essences (...) Understanding is not a quality entering our human 

reality from outside; it is the natural content of  being.”188  This natural 

content, as something cradled within the internal reality and structure of  

self, is linked to the collective memory, for it too becomes much more 

than the intellectualizing of  knowledge.  By creating spaces that will 

excite the senses for origins and memories, the poetic act of  dwelling 

is given its ultimate meaning.  In the newly designed Färjenäsparken, 

one can find a sacred place for the serious picnic, a place to dwell.   

187. Vattimo, Gianni. “The 
End of  (Hi)story.” Chicago Review 
35.4 (1987): 20-30.

188. Pallasmaa, Juhani. 
“The Aura of  the Sacred.”
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From Left to Right:
Figure 123.  Sverre Fehn’s Hamar 
Museum in Hedmark

Figure 124.  Dimitris Pikionis’ 
Athenian Acropolis

Figure 125.  Reconstructed Stave 
Church in the Folk Museum in 
Oslo

Figure 126.  Sigurd Lewerentz’ 
Flower Kiosk at the Östra 
Kyrkogården in Malmö
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Spatial Interventions

Ferry Stop & Boat Dock

The first architecturally conceived intervention is a small shelter for people 

when waiting for or arriving on the Göteborg ferry.  The terminal is a 

programmatic act, considerate of  a new means for access to Färjenäs, but 

it is also an historical nod to the former ferry that ran from here to the 

south bank of  the Göta Älv until the 1950s.  When Karl IX’s Göteborg 

was destroyed, this ferry was a royally sanctioned location for Hisingen 

residents and farmers to cross the river and come partake in the economy 

of  the newly formed Göteborg.  By bringing this mode of  transportation 

back to Färjenäs with a ferry stop, the thesis also proposes extra space 

along the waterfront for temporary docking of  boats.  People will now be 

able to access Färjenäsparken from the south, via the water’s edge, with a 

sense of  arrival akin to the docking of  an archipelago island or skerry.  As 

an island, it represents a threshold between worlds - that sacred boundary 

between environments of  elements.  From life to death, the slow cadence 

of  lapping water against the ‘boat of  Charon’ resounds as a metaphoric 

journey (across the River Styx) and lends historicity to the artful significance 

of  the ferry crossing.  The metaphor is extended however, to also address 

the nature of  water as a force to be traversed, a fissure in the land of  

the inhabitable.  The ferry stop comes out into the water then, distancing 

itself  from the land and hovering in that balance of  the dual and other 

worldly.  By transgressing this boundary physically, the process is elongated 

and the experience of  the archetypal island is carried forth from land to 

water to land.  Moreover, there is an international notion to that same 

journey - the idea that the place of  origin matters in its external contact.  

This too has an historical actuality, for Sweden’s control of  the Göta Älv 

and access to the Kattegat was a several century long struggle between 

the three Scandinavian countries of  the Middle Ages and Early Modern 

period.  And when Karl IX decided to create Göteborg in Färjenäs, he did 

so with the immigrant population of  the Dutch.           



Figure 127.  Perspective of  the 
ferry stop and boat dock as an 
approach from the Göta Älv
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Figure 128.  Diagram isolating 
the location of  the ferry stop and 
dock within Färjenäsparken

167



Figure 129.  The two various 
entrance points for the new park, 
one as bordered threshold and one 
as one meandering threshold

168



169

As is highlighted in the previous diagram, that movement and sense of  

arrival becomes an extended ritual of  turns along the boardwalk through 

the shelter and on to fertile ground.  From the ferry, one meanders along 

a grass pathway through clear rows of  birch trees - a visual recall to the 

very first post-Ice Age alpine birches.  Moreover, there is a tonal play of  

black and white with the birch trees off  in the distance and the charred 

wood materiality of  the ferry stop.  Having traversed this meadow at the 

water’s edge, one can either begin ascending the Kvarnberget alongside 

the newly designed amphitheater, continue on north towards the playfields 

and court, or remain in the meadow and enjoy its openness to the sky 

and expanse of  grass.  The terrain of  this lower region of  the valley has 

been altered slightly to create even more of  a rhythmic path.  Undulating 

mounds emerge up from the ground whereas others descend several feet 

to create pockets for sitting and gradations of  shade and shadow that will 

alternate throughout the year.  Moreover, this fluid pathway is contrasted 

to the peripheral one that commences at the northern edge and brings 

visitors around the limit of  the tree line before making their way up the hill.

Returning to the ferry shelter itself, just as the building tries to extend 

out over the water and embrace the threshold horizontally, so to does it 

become a threshold in the vertical dimension.  In section, the building’s 

pyramidal roof  contains an oculus at its apex left open entirely to the 

elements.  Then on the ground plane, directly underneath this oculus, 

a square in the floorboards has been removed to bring in views of  the 

water underneath and further penetrate the sound of  the splashing 

water against the shoreline and the various pylons supporting the 

shelter.  This vertical line, from water to pedestrian to sky, extends 

uninhibited through the ferry stop and forces viewers to recognize 

its presence within the formal geometry as another threshold.      



Figure 130.  Floor plan of  the 
ferry stop and boat dock
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Figure 131.  Section through the 
ferry stop and site looking east
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Design Interventions

Brick Hearth & Court

On the north-western rim of  Färjenäsparken the thesis proposed two 

intertwining interventions, a brick court and a brick hearth.  The court is 

built upon the former footprint of  the town center of  Karl IX’s Göteborg, 

a once negative space within the city plan that is again left open for 

public gathering.  As Joseph Rykwert posits, this founding of  a town is a 

demarcating of  the central cosmic site (for Rome, through the symbolic 

“Etruscan rite”)189, while Christian Norberg-Schulz asserts this further as 

a mode of  collective dwelling with an act of  identification in the “urban 

milieu.”190  By hallowing this particular ground in the 17th century, and once 

again in this thesis, the author proposes the court as a poetic embodiment 

of  that existential act of  dwelling in its most modest of  understandings: as 

a room made from a clearing.  This sacral act remains significant, but also 

becomes open to the routine of  the daily life.  In fact, it illuminates that 

social order of  gathering, unwritten and universal, in the face of  historical 

remembrance and ancient revival.  

This court gives way to a brick hearth, an enclosed space for gathering 

around a small fire-pit, which is another microcosmic reading of  the 

foundational role of  dwelling in nature.  This design extends beyond the 

walls of  the hearth however, including the historic footprints of  the brick 

mill at Färjenäs, which closed in the 1860s, and the carpentry shop by 

the water’s edge, which lasted until the second half  of  the 20th century.  

This conscious adjacency to the sacred ground of  Karl IX’s Göteborg’s 

town center shows the duality of  Being, the interaction of  construing and 

constructing meaning in the world as homo faber and as homo sacer.  These 

are not diametrically opposed outlooks on the world, however, as they 

simultaneously transcend through an interaction of  worldly matter, and 

thus their similarity and elemental characteristics are highlighted in the 

design, rather than their differences.  Moreover, it is the programmatic 

role of  play and gathering that definitively binds them - homo ludens further 

necessitates a continuity.                       

189. Rykwert, Joseph. The 
Idea of  a Town: The Anthropology of  
Urban Form in Rome, Italy and the 
Ancient World. Princeton: Princeton 
U P, 1976.

190. Norberg-Schulz, 
Christian. The Concept of  
Dwelling: On the Way to 
Figurative Architecture. 13



Figure 132.  Perspective of  hearth 
with the brick court extending off  
to the right and the forested hill to 
the foreground (left) 
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Figure 133.  Diagram isolating the 
location of  the brick court: the 
former town center of  Karl IX’s 
Göteborg
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Figure 134.  Part of  the 1603 plan 
of  Karl IX’s Göteborg and former 
shoreline overlaid on the new site 
plan
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Figure 135.  Diagram isolating 
the location of  the brick hearth 
and newly planted groves of  trees 
within the former footprints of  
industrial sites

177



Figure 136.  Diagram of  the 
footprints of  the brick mill and 
carpentry shop that were once on 
the site cue in where to grow trees  
as compared to the visual view of  
the remaining gantry crane
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The placement of  the brick court allows it to become a central place 

for visitors to first come to when approaching from the residential 

neighborhood, and it invites gathering as children play on the nearby 

fields.  Its edges of  brick paving, however, are subtle and intended to 

gently disappear and fuse into the grassy roots of  the surrounding context.  

Formed as a saddle, in fact, the court is flooded with an artificial lake that 

will grow and recede with the daily fluctuations of  sun and rain.  Resisting 

formality and embracing the temporality, the archetype of  the threshold 

between land and water is quite distinct from that of  the ferry stop, and its 

relationship to the meadow around the lake is a more variegated boundary.  

The water also comes to represent more than a threshold and is a place 

of  originating, and thus the mythic image of  Yggdrasil is invoked with 

the planting of  a large ash tree in its center.  This water, which will freeze 

and sponsor an ice rink in the winter, surrounds the brick and creates a 

pocket of  life, a potential spring that has shot off  from the Göta Älv.

This water is directed through its saddle shape into the cylindrical hearth, 

which features a screen of  bricks at its base facing the ash tree.  Passing 

through this porous screen, the water is ultimately terminated by the flames 

of  the fire and the ground of  the soil.  This same mixture of  elements once 

sponsored the brick mill and converted mud to hardened clay.  By submerging 

the hearth into that muddy soil, the connection to the elements of  the 

earth is an all encompassing experience through the optics of  light carving 

out the darkness, through the auditory crackling of  flames and splashing 

water, and through the tactility of  brick on all surfaces but the ground.  

The timber of  the trees then presents another connection to nature 

manifested of  that soil, water, and air.  This was used and celebrated by 

the industrial presence of  the carpentry shop, and thus the planting of  a 

birch tree grove creates a screened threshold between the ages of  industry, 

the row of  birches marks that lower meadow’s significance, and up on the 

Kvarnberget along the ridge, one can peer out through the trees and still 

see the 80-meter tall gantry crane from Erikberg Mechanical Workshop.



Figure 137.  Floor plan of  the 
brick hearth and brick court
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Figure 138.  Section through 
the brick hearth and brick court 
looking south
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Design Interventions 

Amphitheater

Nestled into the south-western edge of  the Kvarnberget, there is a newly 

designed amphitheater space that continues a pedigree and an image that 

Göteborg is trying to promote: an event-city with event spaces.  In fact, 

U2 and Madonna have performed just east of  Färjenäs in a temporary, 

converted concert venue in one of  the former industrial sites of  Eriksberg.  

Though this amphitheater is not intended for concerts of  that size and 

magnitude, it does afford Färjenäs a more intimate performance space 

that is entirely surrounded by the natural elements.  Like the Greek 

amphitheaters before it, this archetype is built into the terrain of  the hill, 

with granite slabs protruding out somewhat unevenly and sporadically to 

create rows of  seating.  This minimalist design of  an amphitheater becomes 

less about its geometry or a rational exactitude, and instead becomes 

entirely about the embrace of  the pine trees that make its periphery against 

the hill, its view out towards the gently sweeping meadow and river, and 

its interstices with the sky above.  In fact, this amphitheater changes the 

dialectic of  the portal to the sky in the valley’s clearing to a more dramatic 

conflation of  the horizontal and the vertical.  Pedestrians will understand 

this notion as they progress from the meadow to the amphitheater, or 

vice versa, particularly as the ring of  pine trees become more dense, 

encroaching upon the highest, concluding point of  the theater seating.

When taken in section, this archetypal amphitheater is  similar to the 

meadow in its role as a boundary condition.    Forming somewhat of  a 

stage - or at least where a potential stage could have been built - there is a 

natural swale that is newly carved into the terrain.  Sitting on that edge of  

water and on the edge of  a hill, the elements and their linear directionality  

are emphasized in the realm of  the primeval or pre-historic even.  This 

swale contains the force of  formerly covering the terrain of  the hill, and 

thus giving birth to it and the billowing meadow beyond.  One finds 

themselves in the current state of  history and of  identifying themselves 

in their Being, but this geologic memory creates an alternative narrative 

of  the site’s past.  This past will consequently inform its existential reality.           



Figure 139.  Perspective of  the 
amphitheater with the swale in the 
foreground (right)
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Figure 140.  Diagram isolating 
the location of  the brick hearth 
and newly planted groves of  trees 
within the former footprints of  
industrial sites
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Figure 141.  Diagram of  the 
footprints of  the brick mill and 
carpentry shop that were once on 
the site cue in where to grow trees  
as compared to the visual view of  
the remaining gantry crane
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Figure 142.  Section through the 
amphitheater and site looking 
north
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Design Interventions 

Villas

A more domestic take on dwelling, rather than a communal one, as is 

the case in the brick court of  the former city center, the thesis moves 

up into the hill along the former main road servicing homes throughout 

the 20th century.  The villas that were built along Kvarnberget, of  which 

none remain, are re-imagined singularly or collectively in three forms.  

The thesis proposes two reflecting pools held back by a retaining wall, 

a community garden, and a terraced platform for sitting on and having 

a picnic.  These programmed moves are in turn an extraction of  the 

common elements used throughout this project: water, earth, and tree, 

while they are held together and unified by stone.  By reactivating the 

historical axis and emphasizing its linearity through a retaining wall, a 

water stream, a pathway made of  broken fragments of  granite placed 

on grass, and a line of  spruce trees, one moves through the archetypal 

themes of  the project and imagines the material past within our present.

Most uniquely, the element of  water goes through a type of  conceptual 

metamorphosis as water above, water below, and water in the vertical.  This 

transformation is contrasted to the role that ubiquitous compound plays 

elsewhere in the design scheme.  For instance, water has been discussed 

as a boundary forming a threshold (in the case of  the ferry), as a force of  

energy to power others (in the case of  the brick hearth), and as an original 

source of  creation for the inhabitable landscape (in the case of  the brick 

court and amphitheater).  Here, the stream that connects the pools and 

picnic area and feeds the garden is a piece of  movement : water as axis, like 

the Göta Älv itself.  And this sense of  movement brings people through 

the space, but also brings them to the space in order that they may use the 

garden and picnic areas.  Where once buildings stood to bring families 

together, now families are once again brought together to eat and relax.  



Figure 143.  Perspective of  the 
two pools with water and stone 
pathway between the two

190



Figure 144.  Diagram isolating the 
location of  the 20th century villas 
where there are designed pools 
and platform for picnicking
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Figure 145.  Diagram of  the  
villa footprints and their axial 
relationship for the park as well 
as their adjacencies to supporting 
gathering and growing spaces
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Figure 146.  Section through the 
villa footprints and hillside 
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Design Interventions 

Granite Clearing

Moving away from the significance of  water for this site, it is also 

important to remember that the west coast of  Sweden in particular, is 

marked for its connection to the bedrock of  the earth.  The archipelago 

along the Bohuslän coast appears more barren and distinct for its large 

areas of  rocky ground, thus the skerry condition is one that is familiar to 

the average Göteborg resident.  Göteborg and the surrounding county 

is part of  the Protogine Zone, which extends from Värmland to the 

north, to Skåne in the south, featuring a gneiss bedrock.191  The particular 

rock exposed at Färjenäs is a gneiss granite, part of  the bedrock that was 

formed 1700 - 1550 million years ago.192  This geologic history is part of  

the idiosyncratic past of  this site within Sweden.  Göteborg’s topography 

was carved out from the movement of  glaciers, leaving behind what is 

known as the Göteborg Moraine, formed 12,400-12,800 years ago, with 

a re-advance at about 12,600 BP.193  When this glacier ultimately receded, 

the Göta Älv was one of  two major outflow sources for the Ancylus Lake 

(which covered significant parts of  current day Sweden and  Finland as 

well as the Baltic Sea) to the Atlantic Ocean.  The Göta Älv formed as 

an outflow about 11,000 years ago, mixing with the open sea to cause 

a rip tide of  nutrient-rich waters and sea-shell embankments to form 

along the surface of  the Swedish shoreline.194  By looking back to this 

history, the thesis acknowledges the forces of  nature beyond the lived 

ones witnessed by the human eye.  Moreover, the thesis explores the 

quality of  a “foundation,” to understand the historical might that has 

since distinguished valley from mountain, shore from sea.  Though the 

mountain builds up towards the sky, the subterranean quality of  that 

archetypal rock, the underneath, shall be exposed and contemplated for its 

beauty and for its internal meaning for identification of  Western Sweden.            

191. Lundin, Lars. 
“Bedrock.” MarkInfo. Department 
of  Soil and Environment, 17 Mar. 
2006. Web. 18 Nov. 2015. <http://
www-markinfo.slu.se/eng/
soildes/berggr.html>.

192. “Geology of  Sweden.” 
Geological Survey of  Sweden. N.p., n.d. 
Web. 18 Nov. 2015. <http://www.
sgu.se/en/geology-of-sweden/>.

193. Johansson, Åke. 
“Geology of  Fennoscandia.” 
Swedish Natural History Museum. 
N.p., 13 Nov. 2015. Web. 20 
Nov. 2015. <http://www.nrm.
se/faktaomnaturenochrymden/
geologi/sverigesgeologi/
fennoskandiasberggrund/
geologyoffennoscandia.1117_
en.html>

194. “Geology of  Sweden.” 
Geological Survey of  Sweden. 



Figure 147.  Perspective of  the 
granite clearing at the top of  the 
hillside on Walpurgis night with 
the communal bonfire light
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Figure 148.  Diagram isolating the 
locations of  the granite clearings, 
one on the Kvarnberget and the 
other down in the valley.
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Figure 149.  Diagram of  the  
geologic path of  the former 
glacier that covered Göteborg and 
at one point during the Last Ice 
Age spanned all of  Scandinavia
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At various fragmentary points along the walk through Kvarnberget, one 

can currently see granite gneiss rock reaching out and over the grass and 

through the granular dirt that makes a thin ground cover.  The thesis 

proposes then to uncover these moments and make the expanses of  

granite along the hill larger to actually become one amorphous clearing 

that splinters off  at its edges into the forest.  This clearing is devoid of  

trees, celebrating the highest point of  the hill  with an uninterrupted view 

of  the sky above for which it seeks to climb up to.  With rock below, 

sky above, and trees along the periphery, this clearing is the site for the 

traditional celebration of  Walpurgis Night, a ritualized performance of  

the primeval fire and gathering of  the harvest.  Visible from all around, 

this tradition is existential for its connectedness to the elements of  the 

season and the land of  the North.  Its essence of  light in the night 

and gathering around a protecting fire stems from the first instance 

of  dwelling, the rest after the hunt, the spot declared safe to settle.

In the valley, this granite clearing is complemented with a newly created one.  

Here, however, the rocks are more disparate and distinct, forming various 

areas for people to picnic and play between the rock and grass.  The areas of  

gneiss granite are formed to begin at the edge of  the brick court, penetrating 

through the southern birch grove and extending down the meadow towards 

the ferry stop and the water’s edge.  These rocks create a visual consistency 

between the lowland and the highland, while representing a shared geologic 

history.  To abstract this idea, the striation of  the glacier’s path shall be subtly 

decorated with seashells embedded into the rock, recalling the nutrient rich 

waters that supported an initial shoreline of  shells when this coast was first 

formed.    As one moves along the meadow - from the water-filled brick 

court down across the granite rocks rooted in the grass - they will arrive 

again at that edge between various realms and between various histories. 

   



Figure 150.  Floor plan of  the 
granite clearing and kyrkoruinen
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Figure 151.  Section through the 
granite clearing, kyrkoruinen, and 
hillside looking north
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Figure 152.  Panorama of  the 
existing kyrkoruinen
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Design Interventions 

Kyrkoruin

The site of  origin for this author, the kyrkoruin, stands currently as a lieu 

de memoire, a place of  memory “deritualized” in the contemporary by 

a place marker for “producing, manifesting, establishing, constructing, 

decreeing, and maintaining by artifice and will.”195  Through the thesis 

design, this seeks to become an environment of  memory as part of  a 

larger discourse developed throughout the site.  In its internal dialogue 

with the site’s history and nature, the external (material) manifestation of  

Being and dwelling now makes the kyrkoruin a sacred site to visit.  This is 

not a node or the monumental dénouement of  the plot, it is a chapter or a 

phase in the existential reality that these archetypes mean for time.  These 

kyrkoruinen are consequently from the 17th century, but also transformed 

to be part of  all that has come since, and metaphysically symbolic 

of  the origination of  the world.  As Mircea Eliade posits, within the 

homogenous, man comes to live in the “center of  the world...a cosmogonic 

value of  the ritual orientation and construction of  sacred space.”196 

When projected though upon the intent of  Färjenäsparken and this thesis, 

it is the symbolic and natural characterization of  the kyrkoruin that makes 

it sacred, rather than its overt religious one.  Through a collective memory 

of  Sweden and Göteborg,  the kyrkoruin is a site for internal contemplation 

and admiration.  In fact, the depth of  this space goes beyond the literal 

confines of  the former kyrka footprint and becomes part of  the space of  

the granite clearing.  It becomes part of  the picnic area that winds up the 

hill towards the ruins.  It becomes part of  the bedrock that has formed 

Kvarnberget.  Asking, with a slight wink to Louis Kahn, what it means to 

be a foundation, the kyrkoruinen are part of  a passage that reconstructs the 

archetype of  the rock from surface to wall.  What does it mean to take time 

out of  its linear construct and become a timeless specimen alterable in the 

imagination?  If  the numinous is about transcendence, then the mundane - 

the rock - becomes uplifted and archetypal under a vaulted ceiling of  the sky.   

195. Nora, Pierre. “Between 
Memory and History: Les Lieux de 
Mémoire.” 12

196. Eliade, Mircea. The 
Sacred and the Profane: The Nature of  
Religion. 22



Figure 153.  Perspective of  the 
kyrkoruinen standing at the lowest 
point and looking up to embrace 
the ancient rock and sky
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Figure 154.  Diagram isolating 
the location of  the kyrkoruinen 
remaining from Karl IX’s 
Göteoborg
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Figure 155.  Diagram of  the  
kyrkoruinen with the 1603 
plan overlaid on the new one, 
emphasizing its high point and 
newly designed space as a rock 
clearing
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The movement from the granite clearing - the large expanse of  exposed 

rock at the highest point - you begin a descent towards the ridge of  the 

hill on one's way to the kyrkoruin.  An axial path of  smaller broken rock  

comes out onto the granite clearing and leads the way back onto the grassy 

terrain, maintaining its natural, material property.  This path leads to the 

western threshold of  the kyrkoruin, open and modestly sitting at just a half  

meter above the surface of  your feet.  Crossing through that boundary, the 

pathway becomes slabs of  rock about two meters wide and dug into the 

earth on one end so as to gently terrace down the newly formed decline 

of  the church ground.  Blades of  grass and wildflowers separate each step 

and surround them, running right up to the historic foundation walls, 

which are now dug deeper and fused with the carved bedrock of  the hill.  

Descending down into this space, slowly becoming cut off  from the 

horizontal context of  the landscape, you pause at the foot of  the apse 

where a new pool of  water emerges from the ground.  The damp ground 

of  water, dirt, rock, and grass become the focus and recall the mythic 

origin of  water.  The descent is not a literal passage through history, 

but rather an emotional journey to origin(s).  The presence of  water is 

most palpably connected to a small natural pool which currently exists 

just south of  the kyrkouruin and is now made visible for discovery.  The 

natural sensation of  these bodies of  water turns the paradigm of  water as 

originator somewhat in reverse.  Instead of  it being a place to come from, 

it is now a place to go to.  And having arrived, you stand with water at your 

feet, courses of  stone directing your gaze upward one by one towards the 

sky that presides over Scandinavia.  The sky that defines its light and makes 

its land appear.  That sky that gives the world its mood.  “Where between 

the heavens and the earth shall I put you?” asked Sverre Fehn.197  In this 

instance, there is no tangible answer to that prompt; one becomes the 

embodiment of  both, connected as an axis mundi to that which is above 

and that which is below.  Man is outside the present, but inside that location 

which preserves the manifold gathering of  sky and earth within the body.  

197. Fjeld, Per Olaf. Sverre 
Fehn: The Pattern of  Thoughts. New 
York: Monacelli P, 2009.



Figure 156.  Floor plan of  the 
kyrkoruinen
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Figure 157.  Section through the 
kyrkoruinen looking north
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Archetypes

Locus Sacer

Tell me (since you are so sensible to the effects of  architecture),

have you not noticed, in walking about this city,

that among the buildings with which it is peopled,

certain are mute; others speak and others, finally - 

and they are the most rare - sing?198

The above excerpt, said by Socrates in a fictional conversation between 

him and Phaedra in Valéry’s Eupalinos, reflects the quintessential quality 

of  Asplund’s addition to the Göteborg Rådhus.  Entering from Gustav 

Adolfs Torg through the historic portico, one passes through a wooden 

vestibule to the right into the singing annex.  The space, open to the second 

and third level above, seems to be illuminated more by natural light than 

anything artificial.  Moreover, the direction of  the light comes from the 

south, which on all three levels is a clear glass curtain wall with wooden 

mullions, adjoining the existing courtyard and merging them together with 

a light from above and from an angled side.  With the extreme latitude of  

Sweden and the rest of  Scandinavia, the light has this low lying directionality 

that emphasizes a soft light from the side.  And in the skylights above, they 

are angled towards the south, concealed in a curving body that diffuses and 

reflects the light further.  In essence, the light is reflected to diminish its 

harshness and pointed verticality.  There is familiarity with this ephemeral 

characteristic, and Asplund has captured it so as to harness the genius-loci of  

Göteborg’s atmosphere.  He furthers this pursuit with a delicate precision 

in detailing throughout its interior (and intimated with accented wooden 

window frames from the outside), giving an overall movement of  light and 

air through unbounded spaces and details.  Stuart Wrede called it a “sense 

of  interior suspension of  gravity,”199 noting the curved fusion between the 

columns, beams, and floor slab, the manner the elongated staircase is hung 

from above, the glass elevator, and the separation of  the lamps and clocks 

from the walls or columns to float in the open space above.

198. Valéry, Paul. Selected 
Writings of  Paul Valéry. New 
York: New Directions P, 1950. 175

199. Wrede, Stuart. The 
Architecture of  Erik Gunnar Asplund. 
170
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When standing on the ground floor of  this internal courtyard, the 

ubiquitous presence of  wood and its dialogue with light reaches the climax 

for an emotional sense of  the sacred.  One appears to be standing at the 

navel of  a clearing in the forest, with tree trunks surrounding them on 

all sides, paradoxically dense and spacious.  Asplund has diversified the 

expression of  wood through the building, as one’s eye moves from the 

planar sheets used for a balcony to the thinly spaced vertical boards of  

the courtrooms, and then to the alternating panels in the wooden flooring 

- now marked by the age of  use and footsteps.  As if  training the eye, the 

veins of  the marble tile and the painted concrete emerge to add a holistic 

variation on a theme.  It is, quite organically, a gardened forest of  Swedish 

types - all once again reflected in the specific and changing light of  the 

day.  This sacred light is made clear on the north, east, and west balconies, 

which are flat panels of  wood, as opposed to the typically more ‘airy’ metal 

pole railing used on the south side.  This design decision allows the sacred 

sunlight to be better expressed within the space, however, as its contrast 

between the shade caused by girders and mullions is visually painted on 

these panels, now serving as a wrapped canvas.  It is the primordial oculus 

effect, informing logically and psychologically the nature of  outside.    

One of  Asplund’s former employees, Carl-Axel Acking, has reflected 

upon his boss’ deep concern with humanism, and though Asplund did not 

actively engage in scientific research, his understanding of  the architectural 

senses on the human spirit was well developed.200  The long main stair, 

with its shallow risers, is a well-documented instance of  this, as they were 

intended to slow the pedestrian down from rushing through the space too 

quickly and would subsequently calm their nerves on the way to court.201  

Asplund has also said this of  the light in the space, though, that “precisely 

because people are filled with worry and anxiety here, a friendly, sunny 

light has been let in.”202  Other subtleties, such as the variation in hand-

railing from one that cusps gently to the form of  a gliding hand to one that 

lays more flat for the resting forearm, reflects the desire for this space to 

200. Acking, Carl-Axel. 
“Asplund as Architectural 
Psychologist.” International 
Symposium on the Architecture 
of  Erik Gunnar Asplund. 
Arkitekturmuseet, Stockholm. 14 
Oct. 1985. Speech. 

201. Jones, Peter Blundell. 
Gunnar Asplund. London: Phaidon, 
2006. 182

202. Fredlund, Björn. 
“Gunnar Asplund’s Extension 
to the Gothenburg Law Courts.” 
International Symposium on the 
Architecture of  Erik Gunnar 
Asplund, Arkitekturmuseet, 
Stockholm. 14-17 Oct. 1985. 
Speech. 105
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Figure 158.  Interior perspective of  
Asplund’s Law Court Annex

216



217

be one of  comfort with the justice system and its place in civil society.  In 

fact, the freestanding stair to the west ascends seamlessly into the space of  

the roof, which is painted blue like the hue of  the sky and similar to the 

underside of  its concrete treads and risers.  The archetypal sky imparts a 

legitimized approval to the function that orders and establishes the given 

community.  Without order, it is obvious that no state could be founded, 

so out of  nature is marked a decision that law shall be established.  Yet, 

with his eternal embrace of  the calming qualities of  nature, Asplund in 

turn reminds those that judge to be honest to the “nature” of  humankind.

This fusion between existentialist interpretations of  nature and the 

programmatic role of  the courthouse in society reflects the monumental 

locus sacer of  this building.  There is a greek civitas establishment of  the bond 

between pride and climate that reaches out to the populace of  Göteborg.  

“[Asplund’s] work,” writes Wrede, “appears to have followed a course 

which closely parallels developments in modern literature and psychology, 

with their interest in archetypes, dreams, and the unconscious.203”  I submit 

it is most importantly the collective “unconscious”  that Asplund appeals to 

in order to establish this design rhetoric; an unconscious that slumbers in 

the memories of  ideas had, lessons learned, and symbols experienced first 

hand.  For instance, as Asplund describes his second story courtrooms 

as a “U shaped body oriented towards the old courtyard” this could be 

a primeval image of  the female body or of  the symbol of  Justitia.204  By 

referencing the conception of  human forms, this architecture is not merely 

a biophilia born of  imitation, but rather one sculpted of  empathy.                             

Asplund put forth his own ideas about monumental architecture in a critical 

review of  the Stockholm Concert Hall – a competition won by one of  his 

teachers – before he had begun work on the Stockholm Stadsbiblioteket.  

Mainly criticizing its location within the site and the urban network, Asplund 

makes it clear that these monumental buildings, which the Library would 

surely become, should be communal focal points in a traditional sense 

203. Wrede, Stuart. The 
Architecture of  Erik Gunnar Asplund. 
224

204. Ibid. 170
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of  a landmark.205 This understanding seems to give legitimacy to the idea 

of  the Stockholm Stadsbiblioteket as sacred – despite its secular nature, 

it is monumental and a place for the communal institution of  ultimate 

enlightenment.  The more genuine sacred character however, comes in 

the form of  Asplund’s hybridization of  various architectural precedents 

and emotional memories to achieve novelty within the archetype.  By 

reaching into a past of  origination that links geometry and body through 

a heightened awareness of  the psyche, the library’s (imagined) past is that 

of  knowledge from all societies.  Antiquity and Egypt are interlocked with 

that of  the French and Italian rebirth of  reason, while biblical symbolism 

and landscape imagery add nuance to detail and to context.  Traveling 

through Germany, England, and America with the library commission, 

Asplund took note of  the manners in which the library system worked 

and how this informed the architecture.206  Moreover, his earlier travels 

to Italy exposed him to the ancient architecture of  the former masters, 

the medieval towns, and the nearby monumental villas, that challenged his 

ideas about spatiality and the question of  the mass.207  Like the recently 

completed Stockholm City Hall by another one of  Asplund’s teachers, 

Ragnar Östberg, the building collages motifs from abroad.  The motifs, 

as Peter Blundell Jones writes, “surpass quotation and evoke the essential 

experience.”208 The allusions range from Italy’s Villa Rotunda, Castel Sant 

Angelo, and Santa Costanza, to Paris’s Barrière de la Vilette, to the British 

Museum’s Reading Room, to Copenhagen’s Thorvaldsen Museum, and 

ultimately to America’s University of  Michigan Library and the University 

of  Minnessota Library.  Again though, it is the hermeneutical attitude 

to creating these quintessential experiences and challenging the analysis 

of  past wisdoms that makes this building “novel”209 and subsequently 

archetypal.  

The sense of  arrival - from the outside, to the sheltered and compressed 

vestibule, and up through the gentle ladder into a space-of-the-sky – 

reevaluates the relationship between monumentality, linearity, mass, and 

205.  Ibid. 111

206. Wrede, Stuart. The 
Architecture of  Erik Gunnar Asplund. 

207.  Larsson, Lars Olof. 
“The Stockholm Public Library.” 
International Symposium on the 
Architecture of  Erik Gunnar 
Asplund, Arkitekturmuseet, 
Stockholm. 14-17 Oct. 1985. 
Speech. 36 

208.  Jones, Peter Blundell. 
Gunnar Asplund. 118

209.  Wilson, Colin St. 
John. “Sacred Buildings & Sacred 
Sites.” 27
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Figure 159.  The entry axis to the 
Stockholm Public Library off  of  
Sveavagen.  It is here that the true 
ascent to knowledge begins 
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light.  Foreshadowing the sensibility change towards transparency, Asplund 

creates space not by enclosure, but through connections of  contiguous 

adjacencies.  All the while, intersubjective memories of  literacy’s role 

within history and place making are subconscious factors to the sense of  

discovery and discovering.  As Alvar Aalto wrote as an obituary to his respected 

friend, “a newer architecture has made its appearance, one that continues 

to employ the tools of  the social sciences, but also includes the study of  

psychological problems- ‘the unknown human’ – in his totality.  The latter 

has proved that the art of  architecture continues to have inexhaustible 

resources and means which flow directly from nature and the inexplicable 

reactions of  human emotions.  Within this latter architecture, Asplund has 

his place.”210

The architects Hans Borgström and Bengt Lindroos faced the issue of  

sacred and profane with the approach and movement through their new 

parish church in Söderled.  The physical context of  the site, as opposed to 

the nearby Lewerentz church in Björkhagen, established a conversation with 

modernity and the sacred quite differently.  The need for these churches to 

be a worship space, a ceremonial gathering space, and a community center 

meant a complex could be formed.  Markuskyrkan preserves the route that 

students take on their way to the adjacent school, traversing the church’s 

plaza everyday.  Similarly, Härlanda Kyrka has three widely separated 

buildings to give ample space for parking, gardening, picnics, and outdoor 

gathering whether attending church or simply walking through town.  

Söderledskyrkan on the other hand, is located at the intersection of  two 

busy roadways and a metro stop about 100 meters away, thus the church’s 

offices and communal spaces make a L-shape buffer from this world.  

The actual worship space is placed at the Northern edge, at the highest 

point in the topography, with austere brick walls that have an exaggerated 

scale due its grounding elevation and the surrounding spaces.  The select 

bridges to pass from the everyday to the large courtyard are through a 

“dark, processional, seren[e]...prolonged porch.”138  The passageway is a 

210.  Wrede, Stuart. The 
Architecture of  Erik Gunnar Asplund. 
225

211.  Palmer, Henrietta. 
“Sweden: The Last Churches.” 101



Figure 160.  Light reflects through 
the Meditation Garden onto the 
brick floor of  the sanctuary space 
at Soderledskyrkan
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highly intentional decision to make; it is by no means a shortcut.  From 

the compression to the open courtyard, one can enter any three of  the 

buildings, all of  which shield visual recall to the roads.  One has entered 

onto the island.  But like rings of  hierarchy, one can enter the main building 

and still not be on the most sacred of  space.  This building once again 

forms its own interior courtyard, called the Meditation Garden139, that acts 

like a cloister as one gets closer to the center of  the island: the sanctuary.  

From here, light is pulled in from above -without views - as well as from 

the Meditation garden, which is entirely internalized.  The distinction 

from the profane world is clear.  This complex is diverse enough that 

212. Palmer, Henrietta. 
“Sweden: The Last Churches.”
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it can have its own distinction between ceremonial and communal, but 

because of  its location it is still placed within the realm of  the sacred.   

At S:t Petri Kyrka, the archetype of  the sacred space is expressed through 

the water.  This thesis has established the sacred as both a catalyst for 

the moment of  origination and identification.  The reflective pool to 

the west of  the church is a body that emerges once again on the interior 

through a fissure in the brick floor.  Swelling up like a mother’s womb, the 

baptismal font is the conceptual origin of  the church.  The singular column 

supporting the cross beams, like a relic of  an aging cross, has often been 

referenced as the center of  the church.  Certainly, it is the most visually 

striking element one can see, and appears to be in the center of  the square 

sanctuary.  But off  axis and approaching the corner, the baptismal water 

that emerges to give life to the land is the true center point.  Like King 

Gustavus Adolphus pointing down at the main square in Göteborg,213 so 

to Lewerentz points down and declares this spot as sacred.  Moreover, the 

baptism serves not just as an origin for the church, but an origin for a new 

life.  When one enters the threshold through the singular door – thereby 

forced to continue on momentarily alone – they recognize their own prior 

sins, admitting and accepting their infallibility.  But through the archetype 

of  the sacred, one is cleansed by water.  The tradition of  St. John was to re-

enact the death and resurrection of  the self, beginning anew as a purified 

whole.  This heightens the sense of  the depth, the sense of  returning to 

the ground.  Yet now the dimension of  return completes the architectural 

experience.  Climbing back up the sloped ground, the double door exit 

sees the congregants leave as a collective mass. 

Finally, the relationship between archetypes and the locus sacer is palpable 

at the Skogskyrkogården through the role of  the forest and the beauty 

of  the landscape, and now in the manner that ritual can replace religion 

and become sacred for a community.  As Pierre Nora writes of  the 

spontaneous, lamenting the absence of  true milieu de memoire, he focuses 

on history vis-à-vis nationality and memorializing.  His theories however, 

213.  Bengtsson, Lise-Lotte, 
and Ronald Bengtsson. Göteborg, 
Trans. Ilya Meyer. Göteborg: 
Vontolla, 2005. 7
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particularly the idea of  a bygone “ritual repetition of  a timeless practice 

in a primordial identification of  act and meaning”214 seems to ignore the 

collective unconscious, the Jungian acts of  habit and significance that 

are at the heart of  experiencing this cemetery.  The circulation through 

the Skogskyrkogården is an ancient march filled with the invisible in a 

sensed progression.  One is meant to face their own mortality in a first-

person perspective of  birth, death, and eternal lasting as a cycle occurring 

naturally.  As is inscribed above the gateway to the Woodland Chapel, hodie 

mihi cras tibi (today it is me, tomorrow it will be you).  The recognition 

of  the archetypes and the minimalist dichotomy between land and 

sky, illuminated by a shallow light, are appeals to the essence of  Being.  

Lewerentz and Asplund stripped down the landscape for a calm, uniform 

conversation with the visitors and their grief.  They are beckoned to move 

from the clearing - the sign of  a dwelling - into a forest, as going back in 

time.  The burial occurs there, yet the sequence is not over.  

The Chapel of  the Resurrection is designed with the use of  the transitory 

“rite of  passage,” seen not just as the passage from life to death, but more 

importantly from grief  to acceptance.  The family enters through the large 

northern portico after somberly walking the elongated Way of  Seven 

Wells, turning almost perpendicularly to face the center catafalque and 

altar beyond.  The ineffable silence of  the space - with its lone southern 

window placed at a higher level so as to make the space feel sunken into the 

earth with the body - remains behind as the family then turns from facing 

the rising sun, towards the setting sky and exits out the small western door.  

Here, the ritual comes to an end in the sunken graveyard and the serenity 

of  the landscape.  The cemetery’s pathways, bordering on romantically 

winding and rigidly conceived, paints a holistic image of  the relationship 

between artifacts and person.  This is not just an individual’s subjective 

view of  parallax, it is in fact a site of  communal healing.  Healing is, quite 

simply, a ritual made sacred for it initiates the range of  emotions in life 

and the acceptance of  the ultimate fact of  existence.  “Rather than...

214. Nora, Pierre. “Between 
Memory and History: Les Lieux de 
Mémoire.” 8
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threatening the viewer to subsume the world into himself  and remain 

alone,” writes Caroline Constant, “the architects posited mutuality, the 

possibility of  overcoming isolation through human fellowship.”215  Just 

like the collective exit through the main doors of  S:t Petri Kyrka, families 

leave the cemetery together.  Unlike his later church however, the entrance 

and the exit are one in the same.  The pathway makes a complete circle, 

though the ritualized practice of  burial and grieving in nature has altered 

the person who first entered.        

The communal aspect of  this is crucial, and it became the central topic of  

Caroline Constant’s book, “The Woodland Cemetery: Toward a Spiritual 

Landscape.”  In it, she argues that the Skogskyrkogården is indicative 

and simultaneously born out of  the cultural trend of  Swedish equality 

and community that marked the first half  of  20th century modernism.  

Modernism, in Sweden, “lacked a utopian direction” and  “was [a] more 

realistic, socially responsible attitude entailing engagement and care for 

human life.”216  The appeal to art and nature in an aesthetic and civic manner 

helped ease concerns for cremation, while bolstering the humanely driven 

ethics of  Lewerentz and Asplund.  Lewerentz later wrote about cemetery 

design and describes an ideal image of  that landscape, uninterrupted by 

the verticality of  a tombstone.217  The horizontal marker, on the other 

hand, speaks to the atmosphere of  the land and of  the unison between 

earth and man.  There is no room for individual, honorific memorializing 

in this belief, but that is in no way tragic.  More specifically, the anonymous 

Grove of  Remembrance, designed by Lewerentz from 1958-1961, was the 

first one in the country.  There are now many of  these types of  spaces 

in cemeteries, including Lewerentz’ Östra Kyrkogården.  The hill has no 

markers or name plates and the family is shielded away from seeing the 

precise location of  where the ashes are scattered.  Flowers are placed 

beneath elm trees or in a well, but the hill stands as an anonymous gathering 

of  the deceased.  There is no final resting place in a singular spot, rather 

the ashes are part of  the larger portrait of  the organic terrain, mixed with 

215. Constant, Caroline. 
Woodland Cemetery: Toward a Spiritual 
Landscape. 135

216. Caldenby, Claes, 
et al., eds. Sweden: 20th Century 
Architecture. 52

217. Lewerentz, Sigurd. 
“Modern Cemeteries: Notes 
on the Landscape,1939.” Flora, 
Nicola, et. al., eds. Sigurd Lewerentz. 
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the elements in a state of  equality.  This condition reflects the uniquely 

Swedish and Social Democratic ideal of  the folkhem (a major movement 

that defined the birth of  the Swedish welfare state in the 1930s)218 as well 

as the general mood of  stämning.  This latter word has no direct English 

translation, but literary critic, Leo Spitzer, explains that “what is missing 

in the main European languages is a term that would express the unity 

of  feelings experienced by man face to face with his environment (a 

landscape, nature, one’s fellow man), and would comprehend and weld 

together the objective (factual) and the subjective (psychological) into one 

harmonious unity.”219  In other words, the Skogskyrkogården, in its design 

and its experience, contributed to the civic virtue of  a widespread and 

deep sense of  humanity that belongs together with the things of  nature.  

I argue then, that this defines a Swedish community and sense of  belonging 

over isolation.  Whether a community is religious or not, this type of  

commitment to belonging is a primordial feeling.  Skogskyrkogården is 

somewhat unique, however, in that belonging firstly occurs between those 

in grieving with the social designing of  the spaces and promenades, then 

conceptually between the bereaved and nature with the ever-present reality 

of  the landscape to be experienced (even when inside the fully artificial 

buildings and chapels), and lastly existentially between the living and the 

dead - past and present.  Expanding upon Heidegger’s understanding 

of  dwelling, Karsten Harries calls for building “responsive not just to 

our individuality and mortality, but to that love which lets us experience 

ourselves as essentially incomplete, in need of  others, in need of  

community.”220   Skogskyrkogården then, is a settlement, both cosmic and 

earthly, collective and individual, timeless in presence, and sacred for those 

who love the place.             

218. Caldenby, Claes, 
et al., eds. Sweden: 20th Century 
Architecture. 52

219. Constant, Caroline. 
Woodland Cemetery: Toward a Spiritual 
Landscape. 13

220. Harries, Karsten. The 
Ethical Function of  Architecture. 



Figure 164.  The grave sites 
immersed in the pine and spruce 
forest at Skogskyrkogården 
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Figure 165.  The approach to 
Asplund’s Woodland Chapel, a 
true vernacular temple for the 
woods.  Here is both a view 
towards the chapel, as well as from 
the chapel outwards
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Thesis Design

Conclusion: Reflecting on the Sacred

Taking this thesis from a state of  research (in which I had been spending 

time in libraries and on trains traveling across Scandinavia) to a design 

project, I was confronted with a paradoxical situation.  It was evident how 

I could use the lessons of  philosophers to analyze and read the world 

around me, but now I was tasked with designing through that same mode 

of  thinking and in such a way that others could readily insert their own 

“readings.”  If  I were to construct too strict of  a narrative, the thesis project 

would ultimately become a mere treasure map of  semiotics in which the 

intended symbolism would become indoctrinatory.  And conversely, to 

design with unruled whimsicalness would be to undermine the seriousness 

of  the sacred and the organic.  This document has attempted to explain the 

numerous thought processes of  how I see the design moves of  the thesis, 

just as I have explained my experiences of  visiting Skogskyrkogården or the 

Stockholm Stadsbiblioteket.  While designing and returning consistently 

to the development of  a theoretical framework, I was able to come up 

with new interpretations and see the archetypes, the elements, and the 

intersubjective factors of  the sacred in various ways.  These moments of  

enlightenment justified the designs, meaning they proved they were open 

enough for reevaluation and strong enough to possess presence.

In an informal group discussion with Professor Juhani Pallasmaa, I 

asked him about this paradox - how can one most effectively take the 

phenomenological and hermeneutical analysis of  the world and use it to 

actually create?221 His response made reference to the process of  Alvar 

Aalto, who had unending rolls of  sketches.  But then he spoke more 

profoundly about the need for architects - creators - to develop a strong 

awareness for “empathy.”  The notion of  empathy goes beyond the altruistic 

virtue that architects should inherently create spaces that function well or 

benefit society, and gets at the idea that architects can design spaces that 

illuminate the creative senses of  the visitors.  And this is precisely one of  

the fundamental goals of  the thesis.  By using Nordic archetypes that were 

discovered and analyzed in my research, spaces were designed that go back 

221. Pallasmaa, Juhani. 
University of  Washington. 
Architecture Hall, Seattle. 11 Nov. 
2015.
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to the depths of  origins and ask the existential question of  how one finds 

their place in the world.  These archetypes, as poetic images, call upon the 

“imagination, logos, and intersubjectivity [as] hermeneutic agents” which 

will ultimately “constitute our mythos and determine our ethos.”222  This 

collectivity is intentional, for even though the experience may be solitary 

and reflected upon in silence, the spatiotemporal  attributes of  multiple 

narratives create the individual realities of  the world.                                                                                                              

In working on this thesis, I came to understand the search for collective 

reality and Being as something that is sacred.  For Sweden, its eternal reliance 

and relationship to nature became apparent.  But it also became apparent 

that the role of  boundary and the extremes of  transgression were not a 

mere duality between good and evil, sacred versus profane, and life versus 

death.  Instead, it was a more modest conclusion that I came to: the idea 

of  the serious picnic.  In the routine, the vernacular, and the mundane, one 

can find nuance for the sacred.  These humble, empathic human experiences 

better reflect man’s connection to the past through his traditions and way 

of  sensing the world around him.  In the words of  French writer, Nöel 

Arnaud, “I am the space where I am.”223  The hegemony of  this experience 

and of  being present in landscape, reflects the ubiquitous and thus 

existential role of  intuiting meaning upon things and upon oneself  in turn.  

Carving out a space to dwell lets man identify with the land below, around, 

and above.  It is a re-enacting of  the primordial rituals in the macrocosm 

of  the universe down to the microcosm of  the self.  We experience the 

sacred everyday, and it experiences us.  We experience the archetype, like a 

work of  art, with “the entire world reflected in it as in a drop of  water.”224                  

222. Patterson, Paula Anne. 
Architecture of  the Poetic Image: The 
Visible and the Invisible in the Sacred 
Architecture of  Sigurd Lewerentz. 
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References

Terminology

Adversus Populum: Latin phrase for “against the populace,” an idea used by Lars 
Ridderstedt when discussing Sigurd Lewerentz and Peter Celsing's churches

Bagsvaerd Kirke: Bagsvaerd Church on the northern outskirts of  Copenhagen, designed 
by Jørn Utzon

Bohuslän: Province of  Sweden on the west coast that extends approximately from 
Gothenburg north to the border with Norway

Folkhem: Literally, the people’s home, this was a major movement in the introduction of  
Sweden’s Welfare State 

Färjenäs: In Swedish, literally means ‘place of  the ferry.’  Name of  the region that this 
thesis proposes redesigning.

Gamla: Swedish for old, as in the name of  a city: Gamla Lödöse

Göta Älv: Gota River that crosses Gothenburg 

Göteborg: Swedish name for the city of  Gothenburg

Hisingen: The island on the north bank of  the Gota River.  The thesis site and Färjenäs 
are on the island of  Hisingen. 

Härlanda Kyrka: Harlanda Church by Peter Celsing

Kattegat: Body of  water off  the North Sea that separates Sweden from Denmark

Kullar: Swedish for hills

Kvarnberget: The name of  the hill at Färjenäsparken

Kyrka: Swedish for church

Kyrkoruin(en): Swedish for church ruin, or ‘the church ruins’

Lagom är Bäst: Swedish characterization about the ideals of  a middle or modest path

Lieux de memoire: French for places of  memory, a phrase coined by Pierre Nora

Locus sacer: Latin for sacred place

Markuskyrkan: St. Marks Church in Björkhagen, Stockholm by Sigurd Lewerentz

Masthuggskyrkan: Masthugget Church in Göteborg by Sigfrid Ericson
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Minneslund: Grove of  Remembrance, the name of  a part of  the Woodland Cemetery, 
Malmo’s Eastern Cemetery, and now a feature common in cemeteries around Sweden

Momento Mori: Latin idea of  reflecting upon mortality 

Mostri Sacri: Latin for “sacred monster”

Norra Älvstranden: The North Bank of  the Göta River

Nya: Swedish for new, as in the name of  a city: Nya Lödöse

Skogskyrkogården: Woodland Cemetery in Enskede, Stockholm by Sigurd Lewerentz and 
Erik Gunnar Asplund 

Stadsbiblioteket: City Library, as in E.G. Asplund's Stockholm City Library

S:t Knut: St. Knut Funerary Chapel in Malmo's Eastern Cemetery by Sigurd Lewerentz

S:t Petri Kyrka: St. Peter’s Church in Klippan by Sigurd Lewerentz

S:t Tomas Kyrka: St. Thomas Church in Vällingby, Stockholm by Peter Celsing

Söderledskyrkan: Soderlds Church in Stockholm

Uppstandskapellet: Resurrection Chapel in the Woodland Cemetery by Sigurd 
Lewerentz

Urskog: The ancient Swedish forest

Waldfriedhof: German woodland cemetery movement

Östra Kyrkogården: Eastern Cemetery in Malmo by Sigurd Lewerentz
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