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Reyner Banham

THE NEW BRUTALISM

1 Architerture, ¢ rl, aver des matibres bouta flaldir des sapports tescuvaste” Le Cortapdar Fors wae Lonhidevhare.,

Introduce an observer mto any field of forces, mfluences or communscations and that
ficld becomes distorted. It 15 common opinion that Day Kapital has played old harry
with capitalism, so that Marxists can hardly recognize it when they see it, and the wide-
spread diffusion of Freud's weas has wrought such havoe with clinical psychology that
any intelligent patient can make a nervous wreck of his analyst. What has been the
mfluence of contemporary architectural historians on the history of contemporary
architecture”

They have created the idea of 8 Modern Movement—this was known even before
Basil Taylor ook up arms against false histonicism—and bevond that they have offered
a rough classification of the “sms’ which are the thumb-print of Modermity into two
main types: One, hke Cubism, 15 a label, a recognition tag, appled by critics and
historians to a body of work which appears to have certain consistent principles running
through it, whatever the relationship of the artists; the other, hike Futurism, 13 a banner,
a slogan, a policy consciously adopted by a group of artists, whatever the apparent
simulanty or dissimilarity of their products. And it is entirely characteristic of the New
Brutalism—our first native art-movement since the New Art-History arnived here—that
it should confound these categories and belong to both at once.

Is Art-History to blame for this? Not in any obvious way, but in practically every
other way. One cannot begin to study the New Brutalism without realizing how decply
the New Art-Hsstory has bitten into progressive English architectural thought, into
teaching methods, into the common language of commumication between architects and
between architectural cntics, What s interesting about R. Fumecaux Jordan's parthian
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footnote on the New Brutalism—". , . Lubetkin talks across time to the great masters,
the Smithsons talk only to each other’—is not the fact that it is nearly true, and thus
ruins his argument, but that its terms of valuation are historical. The New Brutalism
has 1o be scen against the background of the recent history of history, and, in particular,
the growing sense of the mner history of the Modern Movement itself,

The history of the phruse itsell is revealing. Its and so could their friends in other arts, The
form B clearly dcdwd from THE ARCHITECTURAL term lud no sconer got into public circulation
REVIEW'S post-war froscaille ‘The New Empnnchm. than its meaning began to narrow. Among the
# termn which was intended to describe visible non-Marxist gmm there wos no  particulnr
tendencies in Seandinavian architeoture to diverge unity of e or intention, but there was a
fromn another historical ‘The International certain community of interests, a tendency to look
Style.” This usage, like any involving the word new, lmrndl.e(.a ,nullobe-mufmthl:t
upcuupm tive. It postulates that called le befon brut, to know the quotation whic

iricism can tified by the historian, » ut the head of this article and, in the case
and that the new one can be distinguished from it the more sophistioated and aesthetically literate,
methods of historieal com n, which will to know of the Art Bewt of Jean Dubull’ct and his
distinguish it from a mere ' Empirical Revival.” connection in Paris, Words and ideas, personalities
The Abihly to deal with such fine shades of historical and discontents chimed m and in & matter of
meaning s in itself & measure of our handiness with before the rogramme and the
thchhuwu‘lmtlndtodly,mdﬂmuuufphm monthlies .uthuklul'llw it had been
of the form 'ﬂleNewx:ﬂn—-whmxetbw Apmrhlednlhmown. &nwn&mwmﬂ
adjectival root—became commonplace in mly nsent, by two young architects, Alison and
nineteon-fifties in fourth-year studios and other Peter Smithson,
places where architecture s discussod, rather than  The phrase had thus changed both its meaning and
proctised. ‘ ‘ its Adopted as between o

Mpmmdmhdmi‘hqlmmﬂy_m- and n brick-bat flung in the 's face, The New
hanced by the clanity of its polarization—Communists limtnlm censed to be alabel iptive of a tendency
versus the Rest it was somewhere in this common to most modern architecture, and became
puluuwllutthetcm “The New Brutalism' was first  instend i programme, a banner, while retaini
coined, It was, in ‘mzmn ing, & term of Communist  some— ruther restricted —sense as a descriptive .
abuse, and it was in the normal vocabu- It is beeanse it is both kinds of -lsm at onece that The
lary of Modern Arr-lutr::uu-—— t roofls, glass, mbhem.d oW Bl'nl‘.nlnf.n elut:u pl‘:em deseription, while
structure—considered rornlly - remaining a liv oree porary
tions from ‘The ij; Htm:nahpmb ndﬂleeh:'um. - a1 —_—
means something different in xist tﬂlhl! As a descriptive lnbel it has two overlapping, but
meaning  which might be expected. The New pot Hanﬁul.p:m Non-architecturally it dﬂcnbu
Human meant, i architecture at that time, the art of Dubuffet, some of Jacksan Pollock
brickwork, segmental arches, pitched M‘I. small  and of Appel, snd the tings d Alberto
windows (or small al any ntr)—q Burri foreign  artists—and, n llagd-
detailing without preturesque lrlannnﬁ t was, in Cordell or o Paolozzi and Ni
fact, the Io-uliul ‘Williazn Marris Revival,' now English artists. With these tvm,
%‘,ﬁ”"’ since Kruschev's reversal of the Smithsons collected and hung the LC.A. exhlbuiuu
of ¥'s architectural line, though this reversal has, Parallel of Life and Art, which, though it probably pre-

course, taken the guts out of subsequent ceded the coining of the phrase, is nevertheless
Butitwiﬂbeohcrmdu-l'fhcﬂ'ewu.mmn( the movement, The more
umhm wos & quasi-historical concept,  instructive of this exhibition will be con-
m toward that mid-nine-  gidered later: for the moment let us observe that
Imulh century was Marxism’s Golden crities (and students at the Architectural Association
Aeemvirmmmld recognize a capitalist when you of the deliberate flouting of the traditio
met him mmphofphomlrhmhun , of & cult of ugliness,

However, London architectural eircles are a small
wm""ﬂiwml&l-pﬂemmduykmﬂ,.ﬁ and dmy:ne spiritual in " The tone of re-

sponse
abuse must be directed at :m'umm rather  hostile crities knew what to eall it, and there was an

thnnchmnrpamm

unanimity (except Marxists) to allow a class  different direction other younger architeets
ththnwlmﬂnr:ist hu..d:m_ P

the words in publie

ns

to coalesce. The New

her own in n description of a t for a small
wigetesl te that lisbe of Saders Muvement : Daigu.ﬂ vember, 1058)
Comtutaments macd 1l Yomwn sad Coustry Mw'.:m dm before the Phl‘lle existed, and ENVM_
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tagged ‘The warchouse aesthetic'—a very fuir desorips

The Architectural Review, Decomber 1955

tion of what The New Bmtnlimztond for in its first
nse. Of this house, she wrote: *, . . had this been
It, it would have been the first exponmt of the
waBmtllnmmﬂnglmﬂ.nthc preamble to the
specification shows: "It is our intention in this
building to have the structure enl.lrel .
without interior fnishes whm
contractor should aim at a hlt-nduddhme
construction, as in & small w "." The publica-
unnofumpoydkdlnmcxtmewdoﬂm
hilarious correspondence in various periodicals through

the summer of 1654, a which wandered
further and further from its puint because
most writers were in  fact either the

exhibition Parellel of Life udalrt.orthe'h'yﬂ]
unpublished school st Hunstanton., When Wi
finally published (AR, ber, 1054) the dis-
eussion took a sharper less humorous tone, for
here in lhm-dlmnmuul and photographic reality,

and in the classic Modern Movement materials of

canerete, lt!ﬂ and %nn. was the Smithsons' only

completed The New Brutalism
was hnmedillaly ppll«l to it it had been
designed in the of 1950, long even the

house in Scho, but Brutalists themselves have
' this appellation, and it has become the
tag for Hunstanton wherever the building has been

Hunstanton, and the house in Soho, can serve as
the points of architectural reference by which The
New Brutalism in architecture may be defined,
What are the visible and identifiable characteristics
of tbuen two ttnmmm‘? Boh:l: have lnrnul.m axial

~Hunstanton, in fact
axial symmetry, and the unullm:anm block
thrubonlhukhuldcmnphrmhttb
nl]mtlwwfmmlmemmpmerlmmm
have been—and this formality s immediately legibde ki
from without. Both exhibit their basie structure, and
both make a t of exhibiting their materinls—in
fnct, this on basic structure is so obsessive
that many superficial critics have taken this to be the
whole New Brutalist Architecture, Admittedly,
this emphasis on basie structure is important, even
lfithnulllu-whksm'y and what has caused
liumtantuutubdr&uthe ag.:.ltththfm
that it is almost unigque
mulcofwlntlt tuhem-dcul Wluum:t
has suid about est use of materials, most
ings appear to be made of whitewash
or patent even when they are made of
concrete or steel. Hunstanton appears to be made of
gluss, brick, steel and concrete, and is in fact made of
$u. brick, stoel and concrete. Water and electricit
- come out of
to

lhingtomcxwpttlnplayof

This ruthless adherence to one
of the Modern Movement —humlty

structure and mntcﬂ-l—-—hu pmci pitated o llhl.llnn

to which only the pen bsen could do justice. The

mass of moderate mh heommex maogens amnu-h

have found their accepted practices for waiving the

5

requirements of the comscience-code suddenly called
in question; they have been put rudely on the spot,

they have not liked the ex nee, (O course, it
is not just the building itself which has precipitated
this situation, it is the things the Bmtnlma have
;:hl n%dm;‘;d‘l’. but, .l'hrﬂpt: tl::‘mfmtc:bbpn

An Enemy eople, the play of personalities
focuses around a physical object.

The qualities of that objeet may be summarized as
follows: 1, Formal legibility of plan; 2, clear exhibition
of struct ure,audl.nhnunnolmlcnnhfwlhm'
inherent qualities ‘as found.” This sums can be
used to answer the : Are there other New
Brutalist buildings besides Hunstanton? It is interest-
ing to note that such n summary of qualities could be
made to deseribe Marseilles, Prumnnry and Lake-
shore apartments, General Motors Technical Centre,
much recent Dutch work and several projects by
younger English architects affilinted to CIAM., But,
with the possible exception of Marseilles, the Brutal-
ists would probably reject most of these buildings
from the canon, and so must we, for all of
structures exhibit an excess of swazifer ia mado,
even if there is plenty of forfiter in re about them.
m hl::mhi e in ting is pret::elu?'

ism tecture ns n i
hmhllty. its je-in'en . .P: bloody - mmdedxzan.
-nﬁ one other building conspicuously carries these
qualities in the w:{etlnt Hunstanton does, awd that
is Louis Kahn's Yale Art Centre, Here is »
which is uncompromisingly frank about its materials,
which is hmmnbleapm from its boldly exhibited
structural method which—being a concrete space-frame
1% ns revoluti ancd unconventional as the use of
the Plastic Theory in ;tmmg llunstmtna s steel
H-frames. Furthermore, the is very formal in
the disposition of its main ts, and makes a
kind of symmetry about two clearly defined axes at
m t;mu:lmmer.wthtl;isubuddin
soame ists can apparently accept as a
constituent New HBrutalist structure.

But, with all due diffidence, the present author
submits that it still does not guite answer to the
standard set Hunstanton. For one thing, the
Wﬁnum work is charnoterized by an abstemious

of the details, and much of the
impact of tl:‘%(nldmg comes from the incloguence,
but absolute eco v, of such components as
the stairs and handrails. By comparsson, Kahn's

is arty, and the;hnrnilmd balustrading

(if that s the word for stainless netting )a).rrm.ghy
out of key with the rough-shuttered concrete of the
main structure, This may be ‘only & matter of
detailing’ but there is another short-fall about Yale
Artbmtn- which could not be brushed off so easily.
E Smithson has been, obwow-ly or lmhtly.

i

a and uppnhumhh visual entity, but this
Losiis Kahn's design !uh to be, internal
spaces will be dumm:d ~screens which,
in the nature of his solution of it,
must be susceptible of bei mnval. so that formal
clarity is always threatened. But beyond this the

relation of intenior to extenor fals to validate the
axes which the plan. Available vie nt« the
placing of t cntrmru. the handling of the exterior



walls—all tend to lose or play down the presence of
planning axes. No doubt there arc excellent funetzonal
reasons for the doors being where they are, and
excellent structural reasons for the walls being treated
in the way they are—but if these reasons were so
mmprlllng. why bother with an axial plan anyhow?

This is & hard thing to have to say about a seriously
considered building ﬁ}' n reputable architect of some
standing, but contact with Brutalist architecture
tendds to drive one to hard judgements, and the one
thing of which the Smithsons have never been accused
i n ruk of logie or consistency in thinking through a
design. In fact it is the ruthless logic more than

else which most hostile entics find distressing
tl unstanton-—or perhaps it is the fact that they
logic is worn on the sleeve. One of the reasons for
this obtrusive logic is that it contributes to the

wehensibility and coherence of the building as o
visual entity, because it contributes to the building
as ‘an image.’

An Image—with the utterance of these two words
we bridge the gap between the possible use of The
New Bruulii-m a8 & deseriptive label covering, in
:';‘?mg ves of accurney, two or more buiklings,

The l\c'l' Brutalism as a slogan, and we also pgo
some way to bridge the gap between the meaning of
lhc term as applied to architecture and its meaning

applied to painting and sculpture. The word image
in this sense s one of the most intractable and the
most useful terms in contemporary aesthetios, and
some attempt to explain it must be made.

A great many things have been called "an im
S. M. della Consolazione at Todi, & painting b\.Turk
son Pollock, the Lever Building, the 1054 Cadillac
eonm'hhh: the roofscape of the Unitd at Marscilles,

y of the hundred phntugrn;ﬂm in Parallel of Life
lll!d Art, “Tmage’ seems to be a word that describes
anything or nothing, Ultimately, however, it means
something which s visually valuable, but not neces
surily by the standards of classical nesthetics. Where
Thomas Aquinas supposed beauty to be guod vigum

(that which seen, pleases)® image may be
defined as guod viewm perfurdat-—that which seen,
affects the emotions, a situation which could subsume
the pleasure caused by beauty, but is not normally
taken to do so, for the New Brutalists' interests in
image are commonly regarded, by many of themselves
ay well ns their crities, as being anti-art, or at any rate
anti-beauty in the classical aesthetic sense of the word,
But what is equally as im t as the s iﬁ{' kind
of res . i the nature of its cause, What pleased
St. nas was an abstract quality, lrumlv -what
moves & New Brutalist is the thing itself, in its
totality, and with all its overtones of human sssocia-
tion. 'E\m deas of course fie close to the peneml
body of anti-Academie acsthetics curvently in ecircula-
tion, though they are not to be identitied exactly
with Miche! Tapié's concept of wn Art Aulre? even
though that concept covers many Continental Brutal.

. R M‘Mﬂ B 1) sxvil, | The passsge b normally
e it Magiah as '. . . Bul that wheose very apprehatsion plessss bs
ealbd heantiiul

“ Ser Ms ook of the sarne tnese, poldished 6 1088, A chowrly assmdoguus
develigpemni n thatl of svvscrein, wiokh wees rewml soundds | amijraleted
n s nmrmsr whick resrmbies e songpulstios of somse of the phatogragda
h Paraliel, snd does net concern taelf with Garmcey or meboly s eay reag-

ey

Reyner Bunhum: TRHRE NEW BRUTALISN

ists ax well s FEdouardo Paolozea,

Nevertheless this concept of Image is common 1o
all aspects of The New Brutalism in England, but the
manner in which it works out in architectural practice
has some surprising twists to it. Basically, it requires
that the lnllrhm: should be an lmmwlla!rlv appre.
hensible visual entity, and that the form grasped by
the eve should be confirmed by experience of the
building in use. Further, that this form should be
entirely proper to the functions and materinly of the
building, in their entirety. Such a relationship between
structure, function and form is the basic commaon-
place of all good building of course, the demand that
this form shoukd be apprehensible and memorable
is the apieal uncommonplace which makes pood
building into grest architecture. The fact that this
form-giving obldigation has been so far forgotten that a
great deal of good building ean be spoken of as if it
were architecture, is a mark of a seriously decayed
condition in English architectural standards. It has
become too easy to get away with the assumption
that if structure and function are served then the
result must be architecture —so easy that the mean-
ingless phrase ‘the conceptual building” has been
codned o defend the substandard  architectural
irnctices of the routine-functionalists, as if ‘conceptual
mitldings ' were something new, and something faintly
reprehensible in modern architecture.

All great wrchitecture has been ‘conceptual,’ has
beenn image-making —and the idea that any great
buildings, such as the Gothic Cathedrals, grew um-
consciously through snonymous collaborative atten-
tion to structure and function is one of the most
ingidious myths with which the Modern Movement
i saddled. Every great building of the Modern
Movement has been a conceptual design, especially
those like the Bauhaus, which go out of their way
to ook as if they wore the products of *pure’
functionalism, whose aformal compositions are com-
monly advanced by routine-funetionalists in defenee
of their own abdication of architectural responsibility.
But a conceptunl buillding is as lkely to aformal
as it is to be formal, as a study of the Smithsons'
post-Hunstanton projects will show,

Hunstanton's formality is unmistakably Micsian,
as Philip Johnson pointed out, possibly because 1IT
was one of the few recont examples of conceptund
form-giving design to which a young architect
turn at the time of its omwt'ptwn and the formality
of their Coventry Cathedral competition entry is equally
marked, but here one can safely posit the interference
of historical studics agnin, for, thou thc exact
priovity of date as between the Smithsons' «
and the Fublunmm of Professor Wittkower's A
tectural Principles of the Age of Humanism is disputed
(by the Smithsons) it cannot be denied that they were
in touch with Wittkowerian studies at the time,
and were a8 excited by them as anybody else,

The general impact of Professor Wittkower's book
on a whole generstion of post-war architeety
students is one of the phenomena of our time. .lh
expasition of a body of architectural theory in which
funetion and form were significantly linked x
objective laws governing the Cosmos (ml

and Palladio understood them) surhlml\'
]MM“”"
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way out of the doddram of routine-functionslist
abdications, and neo-Palladinnism became the order
of the day. The effect of drehilectural f'rl‘ru'l"n'r-:l has
made it by fur the most important contribution—for
evil as well as good-—by any historian to English
Architecture since Pioneers of the Modern Movement,
and it precipitated s nice disputation on the proper
uses of history, The question beeame: Humanist
principles to be followed? or Humanist principles
as an example of the kind of principles to look for?
Many students opted for the former alternative,
and Routine-Palladians soon became as thick on
the ground as Routine-Functionalists. The Brutalists,
observing the inherent risk of a return to pure
scademicism —more pronounced at Liverpool than
at the AA —sheered off abruptly in the other direction
and were soon involved in the organization of Paralled
of Lafe and Art.

Introducing this exhibition to an AA student
debate Peter Smithson declared: ‘We are not poing
to talk about proportion and symmelry’ and this
was his declaration of war on the inherent academi-
cism of the neo-Palladians, and the anti-Brutalist
section of the house made it clear how justified was
this suspicion of cryplo-academicism by taking their
stand not only on Palladio and Alberti but also
on Plato and the Absolute. The new direction in
Brutalist architectural invention showed at once in
the Smithsons’ Golden Lane and Shefficld University
competition entries. The former, only remembered for
having put the idea of the street-deck back in eircula-
tion in England, s notable for its determination to
create a nntwll‘n( visual image by non-formal means,
emphasizing visible circulation, wdentifiable units of
habitation, and fully validating the presence of
human beings as part of the total image—the per.
spectives had photographs of people pasted on to the
drawings, so that the human presence almost over-
whelmed the architecture,

But the Sheffiedd design went further even than
this—and aformalism becomes as positive a fopee
in its composition as it does in a painting by Burmi
or Pollock, Compowition might seem peetty strong
langunge for so apparently easual a layout, but this
15 clearly not an "unconceptual’ design, and on
examination it can be shown to have a composition,
but based not on the elementary rule-and-compass
geometry which underles most architectural com-
position, so much as an intuitive sense of topalogy,
As a dscapline of architecture topology has always
been present in a subordinate and unrecognized way
qualities of penetration, circulation, inssde and out,
have alwavs Lm'n important, but elementary Platonic
jpeometry has been l'lu' muaster discipline. Now, in the
Smithsons' Shefficld project the roles are reversed,
topology becomes the dominant and geometry becomes

the subordinate discipline. The ‘connectivity* of the
circulation routes is Hourished on the exterior and no
attempt is made to give n geometrical form to the
total scheme; large blocks of topologically similar
spaces stand about the site with the same graceless
memorability as martello towers or pit-head gear,

Such n dominance accorded to topology-—in whose
classifications a brick is the same ‘shape’ as a
billiard ball (unpenctrated solid) and a teacup is the
same ‘shape’ as a gramophone record (continuous
surfnce with one hole) s clearly analogous to the
displacement of Tomistic “beauty”™ by Brutalist
"Image, "t and Sheffield renains the most consistent
and extreme point reached by any Brutalists in their
search for Une Adrchilecture Awlre. It s not likely to
displace Hunstanton in architectural discussions as the
prime exemplar of The New Brutalism, but it is the
only building-design which fully matches up to the
threat and promise of Paralld of f.a'{r and Ari,

Andd it shows that the formal axiality of Hunstanton
5 not integral to New Brutalist architecture, Miesian
or Wittkoweriun geometry was only an ad hoc device
for the realization of *Images,” and when Paralld of
Life und Art had enabled Brutalists to define their
relationship to the visual wordd in terms of something
other than geometry, then formality was discarded.
The definition of a New Brutalist building derived
from Hunstanton and Yale Art Centre, nbove, must
be modifled so as to exclude formality as a hasie
quality if it is to cover future developments and
jzcmu more properly read: 1, MCI‘IHH!J!”"}' As an
Image: 2, Clear exhibition of Structure: and 8,
Valuation of Materials ‘ss found.” Remembering that
an Image is what affects the emotions, that structure,
in its fullest sense, is the relationship of parts, and that
materials ‘as found' are raw matenals, we have
worked our way back to the quotation which headed
this article *L'Architecture, ¢'est, avee des Matidres
Brutls, établir des ra ports dmous ants,” but we have
worked our way o !Lm point through such an aware-
ness of hastory and its uses that we see that The New
Brutalism, if it is architecture in the grand sense of Le
Corbusier's definition, is also architecture of our time
and not of s, nor of Lubetkin's, nor of the times of
the Masters of the past., Even if it were true that
the Brutalists -cpra[ only to one another, the fact
that they have stopped speaking to Mansart, to
Pallsdio and to Alberti would make The New
Brutalism, even in its more private sense, a major
contribution to the architecture of today.

' Thie wondeagpy emild probebly b rendesed cpmlorsbagpically @rut - bath
Vomaity asal peevrartry. Miberino reguithad s ullinests pirgertivs af 1he ceses,
sow aoear ws lisgrawtically ovlboed spevind coses 1 saore grisvaliond rencepts
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Sewary Fudenn fie July, 1054,



