INGERID HELSING ALMAAS
AND EINAR BJARKI MALMOQUIST

Describing the architectural activities of a
particular nation inevitably brings up the
question of whether there is such a thing as
a national identity, and whether there can be
an institutionalised consensus of form that
expresses and safeguards this communal
identity, for example in a set of building
codes or regulations.

Following the publication of Modern Architec-

ture = A Critical History, Kenneth Frampton
has become a reference figure in internatio-
nal architectural discourse. In Scandinavia,
his essay “Towards a Critical Regionalism
from 1983" expanding on Liane Lefaivre and
Alexander Tronis' concept of critical regio-
nalism® has been particularly important, as
it seemed to hold up the Nordic countries

as examples of an architecture that had in-
ternational value because it represented a
locally rooted alternative to current interna-
tional trends. Nourishing these local roots,
however, seems increasingly difficult. Inter-
national legislation as well as an increasingly
internationalised building industry tends to
homogenise building construction. National
cultures are creaking at the seams trying to
accommodate large immigrant populations.
Where is the core that fuels architectural
activity today? Ingerid Helsing Almaas and
Einar Bjarki Malmouist met Kenneth
Framplon in Oslo.

Cultural sustainability
—an interview with Kenneth Frampton

Ingerid Helsing Almaas: Let us start with the idea of place. The importance that for example
Christian Norberg-Schulz, particularly in his later works, gives to the idea of Genius Logi,
has had far-reaching consequences here in Norway. | would go so far as to say that a simpli-
fied interpretation of this idea is the foundation for what has actually now become part of our
building legislation, namely the idea that the aesthetic quality of the built environment can
be safeguarded by referring to local, traditional building forms.! To put it bluntly, that you
can build what you want as long as it has a pitched roof, One thing is the conserving effect
that this has on the architecture of a small country, another thing is the political consequen-
ces of such an idea: Norberg-Schulz connects place very strongly to the definition of identity,
personal as well as national. Norway has been at peace for over 50 years, we are an affluent
nation. For the past couple of generations, the idea that where you come from defines who
you are has not been very problematic. But you don't have to look very far before this concept
actually becomes deadly. Look at Serbs, Croats and Bosnians in the former Yuposlavia for
example,

Will this retrospective idea of place be able to adapt to the increasing movement of people,
to globalisation? How could one develop an idea of place that made room for the diverging
experiences of life that is the reality in most European countries today?

Kenneth Frampton: When Modern Architecture — A Critical History was published in 1980,
the Czech architectural theorist Dalibor Vesely recommended me an essay by Paul Ricoeur
entitled "Universal Civilisation and Mational Cultures™ which to a certain extent is a discus.
sion about the crisis of identity of decolonialised nations, but which also implies the predi-
cament that even the nations of the so-called first world find themselves in. Ricoeur defines
universal civilisation as universal technology, whereas national cultures are characterised by
him in plural, as the ethical and mythical nucleus of mankind.

One of the reactions introduced by modernisation is to deal with the problem of maintai-
ning psychological security in a time of rapid change. Hence the average suburban house
with its pitched roof and so on helps to sustain the fiction that we are still agricultural peo-
ple. People feel comfortable with this iconography. In order to sustain some kind of psycholo-
gical security, ordinary people - and bureaucrats on their behalf- feel that it is necessary that
such fundamental icons should be sustained, even if it just means a pitched roof instead of 2
flat one. This may explain, in my view, why Alvar Aalte is the most important architect of the
2oth and now even the zst century. He is still one of the very few architects who have been
able to conceive of an architecture capable of providing a certain level of security for ordinary
people through his subtle use of form and material.

Einar Bjarki Malmquist: In your essay "On Reading Heidegger™ from 1974, you seem to be
introducing another definition of place, based on tectonics and on the actual production, the
making of a building, In terms of our discussion about the value of a sense of place, how
would you speak about place differently?

KF: Over the last two or three years | have become inereasingly preoccupied with landscape
and topography. Polemically, [ am categorically against the idea of a building as a freestan-
ding object. The question of place, then, becomes a question of how the built form is integra-



ted with the ground.

In terms of Gottfried Semper's four elements of architecture; 1. the hearth, 2. the
earthwork, 3. the framework froof, and 4. the enclosing membrane®, the earthwork is surely
the mest fundamental, more so even than the reofwork, It is curious that the building regu.
lations should put such an aesthetic emphasis on the roof when the earthwork is critically the
more comprehensive feature.

IHA: How does your interest in earthwork translate to an urban condition?

KF: One always has to put the building into the ground and this raises the issue of how the
ground is treated and how you pass from the existing ground conditions to the new base of
the building. Surely, one of the tragic things about modernisation is that there is a constant
effort to turn built form into a commaodity. In this regard, the freestanding object is always
maving towards its own commodification. An object that is integrated with the ground has
the capacity to resist commodification. I think this applies irrespective of whether a building
is within the city or outside it.

Another important thing is the experience of the body. We live in a modern world that
iz constantly inundated with images. This proliferation of stimuli has a tendency to make
people rather insensitive to other more time-honoured culture manifestations. Ultimately,
one experiences building on a tactile level, which is perhaps even more important than the
visual,

IHA: Going back to that sense of security that was your explanation of our municipal guide-
lines... Is this common physical experience, the phenomenoclogical level of architecture, a way
to replace or develop this image of security that the pitched roof provides? Do you think that
if this phenomenological level of experience was made more explicit, more available, that it
could be a way for architects to communicate with the general public?

KF: I think one of the predicaments for architects today is the uncomfortable opposition
between kitsch, on the one hand, and a kind of self-perpetuating neo-avant-gardism on the
other. In my opinion they are both equally negative. Neo-avant-gardism is like an endless stri-
ving for ariginality that affords virtually no references that are accessible to ordinary people.
On the other hand, reducing popular aesthetics to the mere presence of a pitched roof tends
towards kitsch: One is not just looking for the cheap signs that one can sell to people.

Today, in schoals of architecture this issue of social accessibility is never discussed. Ulti-
mately, the problem is how to make housing that is accessible to a generalised middle class
identity, without descending into kitsch. And why middle class identity? What else are we
programmed to become? Even if our parents were born in Pakistan our children aspire to
becoming middle class Norwegians, if this is where they live. And then the problem for ar-
chitects is: How to be both middle class and modern and vet not fall into kitsch?

But it is one of the peculiar things of the modern world, that human beings are able to
sustain a great deal of schizophrenia; in some areas of their life they want reassurance, in
others they want surprise. An average western living room contains both fake antiques and
the latest electronic gadgets. Humans are split figures, which takes us back to the issue of



security, because I think this split only takes place at a subliminal level for most people and
while they are unconscious of this schism they nonetheless search for reassurance as a way
of overcoming it.

IHA: You think this schism is actually that uncomfortable to people? Are they not simply
happy to live with it? Does the experience of holding a eeramic cup in one hand and a2 mobile
phone in the other actually cause that much pain?

KF: Well, it is an unconscious disjunction, of course. but 1 think, ultimately, at a subliminal
level, people are looking for reassurance. [f you think we're sliding into politics rather heavily
here,..

IHA: Yes, let's get into politics,

KF: Well, the compensatory popularity of the Oscars for example, Hollywood s provision of
dream worlds, even nightmares, that enable people to overcome their difficult, boring, aliena-
ted lives in order to sustain themselves. Thomas Frank wrote a book after Bush was elected
for a second term with the title What's the Matter with Kansas? Kansas is a very impoverished
state, yet they voted for the Republican Party. The question is why did these people vote for
this party, which is so manifestly the government of the super-rich? This question is not easy
to answer, Do they compensate for their poverty by identifying vicariously with power, with
the glamorously famous and wealthy?

IHA: It is strange how certain things are excluded from the common level of discourse
- there's sex of course, and money - but it is strange that the discussion of issues that have
political implications seem to embarrass people,

KE: Itis a kind of repression, unconsciously absorbed repression. What else is it? It's as
though people feel if the discussion goes in the direction of politics it will inevitably lead to
painful truths and even to more painful conflices. .

But we cannot reduce the discourse of architecture solely to politics. I think a really com-
plex work of architecture ought to have more than one level to it, that it ought to be able to
deal with this question of elass and national identity, without reducing everything to that,
But the aesthetic regulations of the building code tend, by definition, to be reductive,

IHA: But conceiving and realising this multi-levelled work or architecture — is that a question
of personal talent? Or is there something you can do in schools of architecture that can give
architecture in general a richer background of reference?

KF: I think there are things vou can do in schools of architecture, but vou have to really work
atit. I think there is a lot of architectural theory today that has a somewhat obscurantist ef:
fect... And then there are other kinds of theories that are ultra-technological, tending towards
universal civilisation, to quote Ricoeur again. Typical of that is the current trend for digital-
ised draughting and, more crucially, the digitalised generation of form. This is ence again, a



subliminal effort on the part of architecture to legitimise itself through technology, similar
1o the modular rationalised prefabricated production in the 1gha’s for example.

IHA: Going on [rom Ricoeurs cssay “Universal Civilisation and National Cultures”, you have
often brought up the issue of resistance toa Universal Civilisation, and you quote Ricoeur
saying that one of the resources a national culture needs is independent funds. A nation that
is financially dependent on another nation will never be able to assert its own cultural identi-
ty. Norway is a very rich country, but | think it is up for discussion whether we are culturally
Jssertive — the influence of Anglo-American culture, for exa mple, is very obvious throughout
the last half of the zoth century. The building industry, for example, is very standardised and
dominated by internationally available products. And on the other hand, if you look at how
Norway is marketed as a tourist product, for example, it is clear public culture has tended
towards a very traditionalist image - kitsch, in your terms. Clearly, money is not enough. 5o
what else do you need in order to resist universal pressures? There is always a temptation
amongst architects to think that if you just have enough money, you can get quality in ar-
chitecture. That if you can pay for polished plaster and solid brass and Japanese quality conc
rete, you will achieve tectonic quality. But what else does it take?

KF: A key word here is maximisation. | have increasingly felt that architecture has to confront
more conscientiously the question of gustainability, of ecology, of the embodied energy of
building materials on one side, and to set this against the maximisation of technology. The
wery term maximisation is the problem; from the maximisation of profit to the maximisation

of suburbanisation.
[HA: So having enough is not enough?

KF: Our relationship to nature is surely the fundamental issue. The attitude of the talking
animal has always been the maximal exploitation of natural resources. But it is clear that
nature is going to have the last word in this game in the end, Tt already is reacting to our

profligacy.

1HA: It's interesting that you say that nature will win: Many environmentalists would say the
opposite, that nature is losing, being destroyed.

KF: Of course. Nature is losing, but we are going to go with it. And in that sense the earth
will have the last word,

EBM: Many architects and engineers scem to hope that the future of sustainability rests in
histech technology, that more advanced, better systems will allow us to retain our level of

consumption.
[HA: But you are arguing for a kind of cultural self-restraint?

KF: Yes, and for a more complex attitude towards nature, or towards the interface between
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subliminal effort on the part of architecture to legitimise itself through technology, similar
i the modular rationalised prefabricated production in the 1960's for example.

IHA: Going on from Ricoeurs essay "Universal Civilisation and National Cultures”, you have
often brought up the issue of resistance to a Universal Civilisation, and you quete Ricoeur
saying that one of the resources a national culture needs is independent funds. A nation that
is financially dependent on another nation will never be able to assert its own cultural identi-
ty. Norway is a very rich country, but | think it is up for discussion whether we are culturally
assertive — the influence of Anglo-American culture, for example, is very obvious throughout
the last half of the zoth century. The building industry, for example, is very standardised and
dominated by internationally available products. And on the other hand, if you look at how
Norway is marketed as a tourist product, for example, it is clear public culture has tended
towards a very traditionalist image — kitsch, in your terms. Cleatly, money is not enough. 5o
what else do you need in order to resist universal pressures? There is always a temptation
amongst architects to think that if you just have enough money. you can get quality in ar-
chitectire. That if you can pay for polished plaster and solid brass and Japanese quality conc-
rete, you will achieve tectonie quality. But what else does it take?

KF: A key word here is maximisation. | have increasingly felt that architecture has to confront
more conscientiously the question of sustainability, of ecology, of the embodied energy of
building materials on one side, and to set this against the maximisation of technology. The
very term maximisation is the problem; from the maximisation of profit to the maximisation
of suburbanisation.

[HA: So having enough is not enough?

KF: Our relationship to nature is surely the fundamental issue. The attitude of the talking
animal has always been the maximal exploitation of natural resources. But it is clear that
nature is going to have the last word in this game in the end. 1t already is reacting to our

profligacy.

[HA: It's interesting that you say that nature will win: Many environmentalists would say the
opposite, that nature is losing, being destroyed.

KF: Of course. Nature is losing, but we are going to go with it. And in that sense the earth
will have the last word.

EBM: Many architects and engineers seem to hope that the future of sustainability rests in
hi-tech technology, that more advanced, better systems will allow us to retain our level of
consurmption.

[HA: But you are arguing for a kind of cultural self-restraine?

KF: Yes, and for a more complex attitude towards nature, or towards the interface between
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nature and culture. Technology is not encugh. You cannot legislate one maximised solution,
say certain insulation criteria, thicknesses of windows, maximum glazing areas etc without
taking into consideration the overall cultural result.

Sometimes | say to students that building eulture is anachronistic, and that’s its big
strength. When you dig a hole in the ground or when you put a building into a site, there
are no refined technologies at play. The ground is a mess; you have to use wet material, con-
crete... It's as primitive as putting a building into the ground during the Roman period. And
I think that the coexistence of different technologies in architecture gives us the message
that certain techniques, very old techniques, are still available to us; that you don't necessarily
only have to use the latest inventions. We are all victims of an ideology of technology, as ap-
posed to being able to choose, on cultural grounds, why one should use this solution and not
that. Without excluding the advantages of refined technology, I think that one has to have a
more discursive attitude towards the choices one makes in building,

IHA: In several of your recent essays, you place a great deal of responsibility for architecture
on the client. In Norway at least, architects often feel very alone in trying to fight for quality
against the windmills of building finance for example. At the same time, current practice
and contractual conditions have meant that the design and production of a building is actu-
ally a collaborative effort. Would a higher level of general public discourse on architecture
and planning be an advantage?

KF: The paradox is that architecture gets more media exposure now than it used to get. The
spectacular side of architecture gets a lot of attention. But 1 don’t have an answer to your qu-
estion about public discourse. Perhaps it's a question of the general level of education about
the environmentas a whole, and about the built environment in particular, This ought to be
part of national educational policy.

IHA: If you extended that imaginary architectural curriculum to take in the environment

as a whole, rather than just the built environment, that could potentially ignite a completely
different public interest in architecture. “Environment”, rather than "built environment”, is a
term that is already deeply rooted in public discourse. That angle could give architecture, and
architects, a new and different public role, if they were willing and able to take it.

EBM: So the angle of the question is: Is there any mission left for architects in the modern
warld? Is your idea of resistance the architects’ mission?

KF: This also has a political dimension. Even if it might be somewhat quixetic, I'm someone
who thinks that even though it was a totalitarian state, the collapse of the Soviet Union was
some kind of a disaster. Not for the Russians, but for us, because it meant the triumph of
global capitalism, that is to say of one sole system.

IHA; Well, it means there are no alternatives left.

KF: The fact there is no “other” way forward is surely very negative for the current historical



situation. And perhaps only by stressing the complexity of things, the complexity of the rela-

tionship between nature and culture, can we move on from here. The question of the envi-
ronment, is already becoming quixotic. in that there seems to be overwhelming evidence that
if things don't change in the next ten years, or even five years, the so-called tipping point will
be reached; in which case, if one believes the scientists, the ice caps are going to melt, and
the consequences are beyond belief,

In this regard, with reference to our earlier points about erdinary people and the need
for unconscious repression of inconvient truths, 1 think people really don't want to know.
The topic surfaces from time to time in the newspapers and so on, but no one knows what
to do about it. Only at the point at which some people are forced to do something, even if it's
a bit late, the political climate will change. Because the idea that one can go on consuming
at today's rate is patently a fallacy. And perhaps some kind of collective awareness will even-
tually manifest itself. This is where architecture, if it had already developed the tools to deal
with the problem at the necessary level of complexity, could really present itself once again as
an avant-garde.

NEW YORK.
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NATIONAL MUSEUM FOR PHOTOGRAPHY / PREUS FOTOMUSEUM, HORTEN ~ SVERRE FEHM SIVILARK. MMNAL

Address: Karljohansvern, Horten. Client: The Morwegian
Defence Estates Agency. Architect: Sverre Fehn Sivilark.
MMAL, Team: Henrik Hille, Ervin Strandskogen, Baard Er-
lend Hoff. Completion: 2001, References: Byggekunst
2003 na. 2, Arkitektur | Norge - drbok 2003, Photao: Guy
Fehn, Henrlk Hille, Astrid Roberg J/ Marsk museum for

fotografi - Preus fotomusewm,

The museum is located on the top floor of
an old depot from 1861, part of the former
navy base, Karljohansvern, at Horten south
of Oslo. The existing building was construct-
ed with solid brick vaults, covered with
earth and stone to withstand artillery fire.
The strong geometry and structure of the
building gives the museum has an almost
urban character, with a central promenade
and adjoining galleries on both sides. All
new services have been visually separated

to farm the existing structure. The solid oak
floor is raised to make room for water-borne
heating and electrical cabling, and finishes
with a steel edge profile just short of the
puter wall. The project has a powerful and
simple expression with steel, glass, oak and
brick contrasting the fine mechanics of the
Camera.
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with docks, depots and other military facilities, As a result of a
restructuring of the Norwegian defence, large parts of this area
have been replanned for recreational use, and parts of the
building stock have been adapted for museum PUTpOses,
T}u-Nnnuuuiﬁlum1uu1ﬁfﬂudugnuﬂu'—I’nwmlﬂuﬂugnuﬂﬁu
Museum is located on the top floor of one of the large brick
depot buildings from 1861, with a gross area of approx. 2,400
sipuare melres and a footprint of some 158 X 15 metres, To
protect the depat from artillery and fire, this storey was
originally eonstructed with solid brick vanlts measuring 4 X 5
metres, covered with a laver of earth and stones.

Later a hipped limber roof was added above the original
slructure, containing an ordinary lofL,

The other floors of the depol are used by the Naval museum.
The geometry and characteristic structure of the building set
the frame for a simple plan, where the vaults and the brick
structure have been retained. The museum has an almost urban
character, with a central promenade with galleries on hoth
sides,

The museum contains a permanent exhibition of cameras, a
gallery for temporary photo exhibitions, cafe, library amd
administration offices. Cool storage for the museum collections.
plant rooms and service ducting are all in the loft. From there
the ducts penetrate down through all the vaults, giving a
concealed service system.

The solid oak floor has been raised 10 give space for waler-
borne heating and electrical ducting, The floor is kepl away
from the existing brick wall by a steel section. This section also
serves as the anchoring point for exhibition cases and other
furnishings, and contains connection points for electrical
equipment.

Underneath the vaults there is a steel channel carrying sprinkler

system and lighting.

The technical installations have as far as possible been visually
separated from the structure of the building,

The project has a strong and simple expression, in contrast Lo
the fine mechanics of the photographic apparatus. The main
materials are steel, glass and oak, harmonising with the exisling
coarse brickwork. The temporary exhibition galleries have
freestanding pillars, which gives a greater openness and
flexibility than elsewhere in the museum. The walls here are
whitewashed, 1o give a more neutral background for the
photographs.
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Mytt spesialtilpasset bygg bak
forlagets opprinnelige

| 800-tallsfasader. Byggets
hovedkonstruksjon er av
plasstopt lys betong. Gulv i
fellesarealer og fast inn-
redning er av lys oljet eik.
Samspillet mellom den
plastsiske, monaolittiske
betongen og den varme eiken
preger bygget. Hamsunsalen,
et nedsenket auditorium ved
vestibylen, og det innvendige
uDanskehuset», kopi av det
opprinnelige forlagshuset i
Kabenhavn, er markante
arkitektoniske elementer.

A new specialized buiiding behind the
publisher's original 1800’ focodes, The
buitding’s main construction is of kght
colored, poured concrete. The floors in
common areas a5 well as buif-in
furnmshings are in ight colored oiled ook,
The play between the heavy, monslithic
concrete and the warm oak saturgies the
buiding. The Hamsun Hall, a sunken
auditarum near the vestibule, and the
interior «Dane Houses, o copy of the
origingl publishing house in Copenhagen,

are dominating architectural elements.
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Avdresser Bankplassen 3, 0151 Oslo
Bymrherre: Statshyvge

Arkiteki: Sverre Felin AS, v/ Svermme
Fehn, Martin Dicirichson Marius
Mowe, Kristoffer Moe Baksle oy
Henrik Hille

Fotir: Boswre Hostland, Morten
Thorkildsen

De gamle bankbygningene til
Grosch og Bucher er rehabili-
tert og feyet sammen med et
tredje frittstiende bygg; en ny
utstillingspaviljong. | Grosch-
bygningen ligger vandrehall
med resepsjon og bokhandel,
kafé, utstillingsrom, toaletter
og garderober. Fra hallen
ledes publikum til utstillings-
arealene i Paviljongen eller
Magasinet. Paviljongens
grunnplan er kvadratisk med
fire kraftige soyler som barer
et svakt skallformet tak i lys
betong. Fasadene av glass er
som et tynt sjikt mellom ute
og inne. Paviljongen er omgitt
av utenforliggende betong-
murer.

Grosch and Bucher's old bank buildings
have been rencvated and connected via a
third freestondig building: o new
exhibition pavilion. The Grosch building
contains a large holl with reception area
and bookstore, café, exhibition room,
bathrooms and wardrobes. From the hall
the public is fead 1o the exhibition spoces
in the Povilion or the Magazine. The
Pavilion's floor plan i= a square with four,
solid cofurmns carrying @ subtly rounded
roof in light calared concrete. The gloss
fagades function as a thin layer between
inside and outside, The Pavilion i
surrounded by concrete walls that have
been set back.




nal ballet and opera
ith 400-600 seats, which is

ormances, providing an

usti vironment with the possibility for
g stage arrangements. In addition to this the building
n vast public areas, workshops, rehearsal rooms ete.
a staff of 600 persons working with the artistic production.

ailing of the stone clad roof and the metal facades are done
in close collaboration with artists.

- The building i currently under construction and will apen in

2008,
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O5L0 OPERA

range of proposals, from the breathtakingly accomplished to the outright silly. The public
was obviously desperate for an opportunity to fantasise about their city.

The Norwegian practice Snahetta's winning entry is in the words of the jury ‘both a
concrete and a poetical answer to a demanding problem’. The simple profile of the build-
ing, two inclined planes rising from the ground and the water to meet in a prominent fly-
tower, seems to satisfy both the capital’s urbanists and those who feel that Norwegian
architecture does best by reflecting nature at every given opportunity. “We will make this
the best opera house in the world,” said an overjoyed Kjetil Traadal Thorsen, one of the
Snahetta partners, after the prize-giving.

It remains to be seen how far he gets. A preliminary design will be presented to par-
liament in 2002. Ground works are scheduled for January 2003, completion for 2008. The
opera house is like a huge circus, it travels with a whole roadshow of interested parties,
with a trail of debating politicians, budget controllers and cultural delegates. Norway is a
small demacracy, everyone is entitled to an apinion. The opera is a story under construc-
tion. The jury decision will not determine how the opera house in Bjarvika is going to look.
Their task was to draw up the framework for the next chapter of this communal narrative,

by choosing a vision which can give direction to the many discussions yet to come.

ADDRESS Bjervika, Osla [Cap 61, |11]
CLIENT Statsbygg

SIZE 35,000 square metres maximum
COST 1.8 billion NOK maximum

GETTING THERE walk to Bjervika site alang the Palékaia from the end of Tollbugata

Snehetta 2000-2008




NORWEGIAN DESIGN AND ARCHITECTURE CENTRE, OSLO - JENSEN & SKODVIN ARKITEKTKONTOR A5

Address: Hausrmanns g. 16, Oslo, Client: Norsk Farm The two design organisations Morsk Form
and the Nerwegian Design Council, Architect: Jensen &  and the Norwegian Design Council have
Skodvin Arkitektkontor AS. Team: Jan Olav Jensen, Barre  moved into shared premises in a former

skodvin, Siri Moseng, Annelise Bjerkan, Kaja Poulsen, industrial building, The centre comprises
Torunn Golberg, Themas Liv. Completion: 2005, Refer- work-space for about 4o people, with ex-
ences: Byggekunst 2005 no. 8, Arkitektur | Norge — br hibition hall, restavrant and a formlab for
bok 2005, Photo: the architect, schoolkids. Mew technical services are integ

rated throughout. Internal surfaces have
largely been retained, whilst new elements
provide a clear contrast to the existing spa-
tial and material structure
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DogA - New headguarters and exhibition

space for the Norwegian Design and
Architecture Centre

Dtslo; Nooway 2004




e Morwagian resign and Architecture
Centre decided to move to this old trans-
formatien station in 2003,

The planning and building work was done in
appigximately 15 monihs, resuiting in an ex-
tremely hectic process. The bullging consisted
of a conglomerate of different additions and
alterations from around 1860 until 1980, We
thought it would be appropriate and interest-

ing o reveal 1his inlense and dramatic history

of contimuous physical change by unGovering
a5 many as possible of the “voices™ from the
past. This was done with different technigues
that we deviloped during the building pro-
cess, like removing only the plaster that was
In bad shape and never covering amything that
was uncovered. Our hypothesis was that by
revealing such a huge amount of extrascted ar-
ehitestural infarmation we would come close

1o some sort of a very complex natural quality,

a sort of white nolse that would m%‘
different kind of white bax for all the i
on display. The new additions insida :r:,:_
structed with primitive and very simple %
sian grometries, making them stang Ot i
ruin like emvirenment, because of tha Simpig
instructions necessary 1o define them ‘W&_
furniture, stairs, restrooms etc.). It wag Iteg
that the restrooms were placed hemh

oldest and newest part of the hui":liﬂi.‘mt

5 Area was actually i
ol rectangular restrog
i 1 COMETs in the resty
¢ cul. Combined with thy
steel sheet bending mact
ne South of Norway offan

! THE CLUFWES ) propase

pates as walls. In this w,

ace all the restrooms i

small arga,

This Page: Concrefe sleps heading
dan [ Yormighban"

Next page, left: Curved steal nafs
amound the restroom cutical

Next page, right: interior of rst.
oo Cutvcais

Mext page, below: Eusting interiar
facades, ssembling from photos.

Ovarlaad: Stalr leading up fram he

Plan. 1:3500
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suld eonstitute 5

ir all e abje

& Inside &g oo

pry simple Cart

m stand out i a

se of the simp),

fine therm fw

e, ) It was ideg

cird batween the

the bulbding,

this area was actually too small for conven
tional rectangular restrooms. Wi realized that
all the corners in the resrooms could actually

e cut. Combinid with the possibililies a neéw

b steel sheet bending machine a1 @ shipyard in

the south of Morway offerad (direct creating of

gpline curves) we proposed o use Bmm sleel

-pli‘.lll?:.‘\. as walls, In this way we were able to
-pl{ibl: all theE resireoms in an olhersise too

all area.

Cllant: Aspelen Ramms / Norespan Deslgn o Achileciues
Centre Project architects ISA: fan Olaw jeemen (pl], Berre
shncvin, Sl Monesy. Toruna Golbenl. Armal e Diecan, Raja
Poudsen, Torsliin Boch, Fhomas Ly Landscaps architect:
in iy Statlc conmsltant: iaras & nitanes A% Tear Plansed:
2002 = F004 Yeur Buifiz PO0T - J004 Fwtue: Compieled

drga: 3000 m2 Costr 5,0 Milon Ewm Publahed b pesiedl-

cali: Bygaakunst, Foium, Lising Aichine

Published In Booka: Furcpe Real Eilala, A0

i, Akt L

| Morge ExhibMest Transform 2005 Preject spacific swards:

Mrerwndian 5
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This new Metro Station is one of the sta
tlons on the new Metro Ring In Oslo, The
station |s inserted into the city fabric at a
place with lots of visual chaos. The main
task is to ensure that the travelers will bo
able to orentate themsolves.,

The main strategy has been o USE & New Vi
sual language, namely a roof structure which
is also a very large three dimensional paint-

ing. The glass rool acted as a gréal ranspar-

F

T
|

=
&
= iy e e

Eection. 1.750

enl camas for an artist, Hilmar Fredriksen, All
the glass panes have been decorated by Hil
miar Fredriksen and have been arbitrarily as
sambled, The result is an urksan elemeant (thi
reof) that attracts attention because il uses a
ditferent visual language, and which of Course
also fulfilis all the functional requirements of
the statian. In this way one could s&y that the
puilding is both @ station and an arl gallery.

Clent: Ouln Matre Peejee] arohitects 1S4 Buprdw Shnadiin

@i}, dan Dlav Jenasn, Todatein Kooh, Sin Moseng l-tuq“

seehitaot: Barbeks & Lindherm SLathy conmseitat:
A5 Year Plansed: 1054 - 1907 Year Baill: 2001 - Jnny
SEatun: Completed Arse 3000 = Sent: 4,0 Wilhon By

Published In parlodicals; Byggebonst, Kuns?, Bllediimgg

lass roof above @
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MORTENSRUD CHURCH, O5LO — JENSEN & SKODVIN ARKITEKTKOMNTOR AS

Address: Helga Vaneks vei, Oslo. Client: Kirkelig Felles-

rid | Oslo, Architect: Jensen & Skodvin Arkitektkontor
AS: Jan Qlav Jensen, Team: Annclise Bjerkan, Einar
Bjarki Malmquist, Torunn Golberg, Barre Skodvin, Siri
Moseng, Vibeke lenssen, Torstein Koch. Completion:
2002, Referances: Bygpekunst 2002 no. 4, Arkitektur i
Norge - drbok 2002, Photo: Per Berntsen, Jiri Havran,

the aichitect.

The church complex is located on a small
wooded hill and consists of two buildings,
the parish centre and the church itzelf, sot
on a common sloping concrete floar. Same
of the pine trees have been retained within
the complex, and the bedrock protrudes
up through the church floor. The tension
between these disturbing elements and
the desire for a "guiet”, self-referential in
ternal space is a conscious choice, The main
structure is a composite of steel profiles and

drywall slate. The weight of the stone gives
bracing support to the external glass walls
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The Churcn 15 sltuated on Ve Lo O o
amall crest with large pine trees and some
exposed rock. Geometrically speaking

the church Is an addition to the existing
ground, no blasting and excavation was
necessary except carefully removing the
thin layer of soil.

This technigue, among other things, makes
it easier o presarve the existing vegetation

and topography, thereby adding a dimension

This page :
Top: Early shefch section.
Bedow: Drystong gaehbe facing main enlranog

MNaxl page:

Tog left: Atrim

Top right: “church slape” IGoAIg fowarnts maim
EAIFaIce

Bottom: lntesmal gandgen

A AN SAPRCTICERLGD U LTS RASHLN s O FRARTILIET
trees are preserved in atriums within the en-
closure, Some of the rock formalions emerge
like iskpmdds in the concrete fioor of the church,
batween the congregation and choir. Thus the
church takes its major divisions from ele-
ments already on e site. This s possible
because there are relatively large lolerances
in dimensioning theé rooms, Mo module has

been used to determing the exacl positoms

A e T . R

structuras are chosen 50 that a gradual “'iH‘I
incremantal adjustment of dimensions, with.
out steps or modubes, is possible. The an_
sion between the wish 1o credte 8 “silengss
selireferring room, and a variety of obstaciag
limiting this possibility, has been Gelll:leatﬂr
chosen Bs a strategy to architeclusally “dis S
tury™ @ process in which a wide range of pag

ple and interests ane imalved, and which oth

mional and ot

jain structure
rie wall caaryin,

10 cm off |

cow palbery arou

e in this wall i

g light througs

s LINEVEN a5

« of e intema



Oslo. To get this bulbkding realiped we had 1o

Inta the
salhiery arou e church room, The stiffen this wall anly
1 Uhis wall is built without

litecturally “dis

walls, floors eflc. RHatk

methods and techn
, and which att




VILLA DYSTHE / LYNGSTAD, BARUM — KNUT HIELTNES AS SIVILARKITEKTER

Address: Brekketunet 23, Rykkin, Bazrum, Clients Dysthe
I Lyngstad. Architect; Knut Hjeltnes AS Sivilarkitekier.
Team: Knut Hjeltnes, Karen lansen, Completion: 2004,
geferences: Byggekunst 2004 no, 5. Arkitektur i Morge
= brbok 2005, Phate: Knut Hjeltnes,

The length of the house was given by the
site, an existing garden. The falling terrain
gives direct contact between the garden
and the main living space to the east, whilst
the bedrooms access the garden to the
west. The childrens’ bedrooms on the lower
level can be connected to form cne space.
The gable walls are prefabricated concrete
sandwich elements, and floor slabs are oo
mim solid timber elements. The roof struc
ture consists of two solid timber elerments,
spanning the entire length of the house.



Knut HI]eltneS

Single Family House Dysthe / Lyngstad
Beerum, Norway 20004

GRA=Fk - AzbxX
FAAFT -V F A5
ANz —, M=Lh 2004

The house is built in the garden of an existing honse. The width LOEERRFOEEOE-RTSAL RNy OFEAOLIEMEEALE

of the site gave the house its maximum length; a bit more than ~ FEOSZEROSL SWOO13mEL ATWS. VD9 - - LRERE
13 m. The sloping terrain is exploited to give the main living EHEh TS, BEOEBEERRTS FoaTCELTEYN. 2aaEXET
room direct contact with the garden on the east side, while the CEICEY, Uy =L EWN T FRAZU -8 bean, B
lower floor containing the sleeping rooms has direct contact CRHESEEoZE) . EErEon1 BSUEME BEROEECLVLTR
with the zarden on the west side, B PEMOEEE E BIZ 2 d S 2 TS LTLS

The house had a very modest badget, but we still tried Lo FRUBAGCATROAY, FATHN IMESETATOWESNGYLARTY
achieve a house with exeellent materials and elegant details, OEOEHEBELF s F—ILTRTS 190k & e LTRET S L3I
The house is built with conerete 12t foor and |u|l: k-wall, This THAdLIERAL, cOBTRIME ShTsy, ErAMCTIOEETIE

floor is polished, The gables are prefabricated concerete, while EiMME Oy — b BB ST AT EIEHTES (IR
the main foor and the roof construction are massive wood LWE, EREERIrh TV S, GBS

construction. The floor is only a 10 mm thick massive-wood CRTL%r R b -T2 — FFREL

slah, while the roof spanning 13 m consisting of two halves, is a Bh. £, A1 OFEMEERONE

hyvbrid-construction utilizing a folded massive-wood slab,
reinforced by glue-lam beams and plyvwood. The inner volumes
are painted contrasting the concerete and wood.

EHEvERFfELDATVS, FRRES
100mm@O M usAdd 72 1F THRAE & 1 7 Ly This peager, belowe right: General view
&, Art1amOeRINE ORI EoA  from the east. Living voorn on the 2

The main living room is one big room divided with three lesser EXELS L. BEHORESETME 00 with direct access 1o the cast
elements, ereating space For both practical and atmospheric e e garden. Opposite: Fiew from the
Ta&NnSA TV FEMBER TS i =n_=0. [ i ]
= 2 B £ # E southcest, pp. 38-59: Living room. (Al
needs. The room is completely open lowards the valley, like a

: : : ) MEEmS 4+ ) 2o — L2 0— kipk fecndons earn g, =61 B Kt Hieltnes
oiant wide-sereen, while the gables are closed off towards e i : et e et ;
HEa S rEETLoBBFEE

houses on both sides. 0. 45F S LS 4
A a - " . *L?:l..\‘é * 1 L] " = 20 -

I'he 1st floor is arranged in such a way that all the sleeping . o PR S PN S )
rooms can either work as individoal rooms or as one big space, Aty e mana :tm"‘a it CEHMTED, A
they have all direct access 1o the garden. FoTwT, 30OBAFEFPASCET, M-BHIVFIx¥ -4

Credits amd Data
Progect title: Simgle Family House Dysthe / Lyngstad

Client: Kim Dvsthe and Siv Hege Lyngstal '-l.. L3 = mwm
Loscation: Brekketunet 23, 1349 Hvkkinn, Baerum, Norway !
Dhesigem and constrsction: 200220404 "'. ‘ 1 [ ]

Architect: Knut Hjeltnes AS Sivilarkitekter MNAL by kot Hjelines ‘
Collaborators: arch, karen lansen, civ.eng. Tere Orlien " &
Contractor: Krelling & Thiis A % -

Gross area: 157.7 mf ‘ ‘- = -
= 3 ‘ II ‘
| Wi ‘ -

= - Tas

Site plart (sciale: /A8, 000) < REFRE (BERD 14,000

Fesi elevation soale: 172000 i miE (fE D 100

Wt efevadion. 0 W faE
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O5LO SCHOOL OF ARCHITECTURE AND DESIGN — JARMURND / VIGSMNAS AS ARKITEKTER MMAL

Address: Maridalsveien 29, Oslo. Clent: Directorate of The new Oslo school of architecture is based
Public Constructicn and Property. Architect: eriginal in an existing building from 1938, located
building: Dslo Byarkitektkonter. Oslo School of architec- by the Akerselva River in the eastern part

ture and Design: larmund £ Vigsnass AS Arkitekter: Einar of central Osle. The exterior of the existing

Jarmind and Hikon Vigsnas. Team: Alessandra Kos- building has conservation status. The archi-
berg. Harald B, Lode, Christian Dahle, Trand Olav Erga, tects have kept the block open towards the
Elina Furst, lan Aasgaard Stavik, Completion: 2001 river, and combined the new programme
feferences: Byg-pekunst 2002 no. 2, Arkitektur | Norge with the logic of the existing building in a

- irhok 2002 Photo: Nils Petter Dale. set of transformative steps, weaving the

building together with the surroundings in
one spatial sequence: An access court has

been cut out of the existing 15t floor slab,
marking the entrance and bringing daylight
in to the ground floor foyer. A strip has been
cut out of the existing slab along the inside
of the existing building, bringing daylight to
surrounding functions. A simple, U-shaped
circulation zone is established along the
strip, & new string of teaching rooms com-
pletes the U and forms a bridge across the
entrance area,
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NATIONALTHEATRET STATION

NYE NATIONALTHEATRET STAS|ON

The area around the National Theatre is one of the hubs of Oslo's public transpart net-
work. There is a constant stream of people to and from buses, underground, trams and
trains coursing through the heart of the city, with commuters gushing forth to the pulse of
the timetables. These days no one would think of locating a major infrastructure node in
such a tight place, but this one has grown over the years into a beautiful example of the
impossible juxtapositions which give cities their intensity.

The latest addition is the Ruselakkvelen entrance which primarily serves the com-
muter train lines. The project comprises a new underground train hall and extensions to
the technical infrastructure, but the main element is the street entrance and vestibule. The
design is an ambitious solution to the complicated task at hand. LPO have opted far a dy-
namic exterior expression as a termination to Vikaterrassen, a heavy two-tier concrete
shopping arcade from the late 1960s. This strategy works surprisingly well - the irregular
concrete and steel formations effortlessly resolve the complicated knot of pedestrian
routes thraugh, over and under ground, and in a very different way to Lund & Slaatto’s
granite grnd system from 1981 which controls the existing main entrance. The entrance
from the corner of Drammensveien and Parkveien is by Arne Eggen Arkitektkontor.

ADDRESS Ruselakkveien, Oslo [Cap 61, Gg]

CLIENT |ernbaneverket Uthygging

SI1ZE vestibule 3455 square metres, platform hall so00 square metres
COST gz2o million NOK

GETTING THERE tram, underground or bus to Nationionaltheatret station
ACCESS open

LPO arkitektur & design (ticket office NSB BA Arkitektkontor/Beate Ellingsen) 1999
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ST HALLVARD ABBEY

ST HALLVARD KIRKE OG KLOSTER

On top of a small knoll in the eastern centre of Oslo stands the square building housing
the Franciscan abbey of 5t Hallvard. The regular arrays of concrete and brick strike up a
quiet and unassuming dialogue with the surrounding housing blocks, giving nothing
away of what they hide within their orthogonal walls: a circular church, covered by the ter-
rible and magnificent weight of an inverted concrete dome.

Lund & Slaatto's churches count among the masterpieces of European architecture,
and St Hallvard, the first of them, was started just a year after Kjell Lund had finished his
architectural training. It is still one of the most beautiful. Through the eight years the pro-
lect took to complete, the relationship between the circular church and the surrounding
square monastery, the meeting of two different systems under the enormous, parabolic
dish of the dome, has produced a church space with the complexity and power to match
the best of Jarn Utzon or Le Corbusier.

Kjell Lund says about the combination of the circular and the rectilinear spaces of
the existing building, which culminates in a brick prism under the main parabaolic hang-
ing vault: *Who could have imagined that in our ignorance we were to stumble across
such a fundamental archetype = a universal mandala, representing unity and totality? If
one had known in advance that the circle in all cultures is a symbaol for the eternally uni-
versal and the square for earthly presence, 5t Hallvard would at best have become a
banal cliché. It was the investigations along the way which laid the necessary basis for
the thematic variations.'?

Though the symbalism might have been accidentally conceived, nothing Is acci-
dental here. The sequence and intrigue of its spatial and material detail, and the merci-
less texture of the concrete descending on you from above, forcing thought and emotion

1 Lund & Siootto: 5t Holivard Kirke og Kloster, ARFO 1997

Lund & Slaatto Arkitekter 1966, extension 1993






