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This project is a critical reflection of ‘the everyday’ in urban environments. Our awareness 

of space and place diminishes over time - fading into a normative backdrop of mundane 

familiarity. Urban environments are, however, designed. They embody cultural, political, 

societal, and economic values. This project focusses on the architectural ideologies of 

modernism and brutalism that defined the housing estates of post-war Britain. 

Introduction: statement
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‘Design is a paradox in our lives, both anonymous and conspicuous, familiar 
and strange. It surrounds us while fading from view, becoming second nature 
yet standing apart from the world in which it exists, an alien presence aginst 
the grain of everyday life.’1 

1 Blauvelt, Andrew Strangely Familiar: Design and Everyday Life (Walker Art Centre: US)

Introduction: quote
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I wanted to create something that allowed the user to feel excited about the world around them, 
because I believe it is very easy to become bored in everyday modernity. The normality begins 
to overwhelm how we walk through our urban environment (designed space). The awareness of 
space and place fades as we walk past unique places that have become habitual. 

Introduction: drawing
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After World War II it was estimated 
that 475,000 British homes were 
uninhabitable. 

A housing crisis meant that Politics 
at the time made this a key point to 
their election campaigns. 

Prefabs were the first solution to handle 
the crisis. 

Social housing came after, funded by the 
government these estates were inspired 
by Le Corbusier and many embodied 
Modernist ideologies of urban design.

Introduction: context of period of interest 
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Utopia is the ideal place (or state of 
things). 

Utopia is subjective for this very reason 
because it is ideal to that person but 
perhaps not others. The word derives 
from the Greek language meaning ‘no-
place’ and has been imagined in numer-
ous ways. 

For the modernist of the post-war period 
they believed that the new method of 
construction and theories about the urban 
environment was the progressive future. 
The boom and lack of housing made it 
opportunistic to apply their theories. 

During the period of mass production and 
new technologies these ideals become 
increasingly focused on urban planning. 
These designed places were built high, 
with layer upon layer, going high into the 
sky and linking the city together in end-
less streets. 

Le Corbusier’s architecture had signif-
icant implications on  Britain’s urban 
environment that can still be noticed 
today. 

Le Corbusier’s design is a reflection of 
mass production, an age of the ma-
chine as Reyner Banham put it. Le 
Corbuiser was once quoted saying the 
‘house is a machine for living in’. He 
is arguably the father of Brutalism, 
with these straight form rising from 
the ground; he referred to his use of 
material as bénton brut (raw concrete) 
which was later adapted to New Bru-
talism. 

His ideologies consist of housing blocks 
- self contained communities rather 
than the sprawling cities with rows of 
housing. 

Introduction: Le Corbusier
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The Smithson’s were part of a collaborative studio called 
The Independent Group, they worked with other practi-
tioners and friends one of whom was Nigel Henderson, 
a photographer from the East End. He had an influence 
on how the Smithson’s designed Robin Hood Garden by 
introducing them to an understanding of the place, using 
photography as a way to detail the experience of the 
space. 

His photographs captured ‘the everyday’ in post-war 
Britain’s urban environments from a real perspective that 
reflected the true lifestyles of people and place. 

Introduction: Insight into working method
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The Royal Academy talk - Forgotten Estates

The talk was about post-war housing estates 
(especially Robin Hood Garden) and essen-
tially how we have forgotten these are simply 
places people call home. It was a fascinating 
insight and the discussion was well rounded. 
The image above is a slide about Alison and 
Peter Smithson. Here Mark Crinson compares 
Sir Leslie Patrick Abercrombie and John Henry 
Foresaw - who wrote The County of London 
Plan in 1943 for the London County Council 
(LCC); This was the plan put forth to rebuild 
London after WWII and was a major factor 
behind many housing estates. He compares 
the Smithsons appearance from their short film, 
‘The Smithsons on Housing’ with the tradition-
al architects before them. Arguing that British 
architects began to reach out from the norm. 



My research lead me to the study of the everyday, philosophical 
understandings of ‘being’ as Martin Heidegger’s book Being and Time 
puts it.

To understand ‘the everyday’ in modernity there for the urban en-
vironments, so my research lead me to Henri Lefebrve, De’Certeau, 
Vilem Flusser and The Situationists who all critiqued lifestyles, using 
writing, design, film, publications, talks in the 20th century, through 
means of discussion and promoting critical thinking about the ordi-
nary. Furthermore more recent writers like Ben Highmore and Andrew 
Blauvelt, who give more contemporary outlooks.

By doing so starting to build up how the places we exist in become 
a back drop for the mundane how the design around us gets forgot-
ten because of the attachments to modern life. 

Introduction: Study of the everyday
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The image is of an over head shot of a factory worker, it is a critique 
of the regularity in modern life. The containers and components stay 
the same as he builds though never really progressing, it is an endless 
assembly line. For me the image represents an idea of the mundane 
day to day and how our lives fade into what is normal, which in turn 
disconnects us to what is ‘real’. 

This image is a shop front ablaze, caused from the Watts riots in Los 
Angeles. The cause of any riot is a form of critique in many ways, as 
people stage a united case against establishment. It is how it was re-
ported by the Internationale Situationniste in March 1966 that becomes 
of instant interest to me. They titled the report ‘Critique of Urbanism’ 
which is a insightful proposal, that a critique of something can be 
nothing more than a discourse of the norm, however much I disagree 
with violent disagreement in society.

Introduction: examples of critique
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Photobook

20



A photographic examination of place – capturing the archetypal characteristics of London’s post-war estates.

This project looked at examining post-war British estates using photography to draw out 
patterns that could be materialised. 

Each photograph was taken at the earliest stage of the project - they were when I was 
still unsure how to communicate what I meant to make as an intervention. They were 
essential in the development and understanding of these places. 

Each space was different and they each have their own stories. Both Golden Lane and 
the Barbican are very close, they are basically the same place, although they still have 
their own identity in their design. Robin Hood Garden is completely different, both its 
space and story. 

Golden Lane and Barbican are central London. Golden Lane was made in the 1950s 
while the Barbican was built during the 1960s to 70s. Because they are central the 
area is better established in terms of care and active residents.

While Robin Hood Garden is East London, close to the Docklands, a very industrial area 
of London. Comes from another place, not kept, dew to be demolished it is forgotten 
as a original post-war housing estates. That has floors and needs refurbishment, yet the 
area is not suited for sure a iconic piece of design which is a shame.

The photographs taken over the project are tools to express the architecture and highlight 
the design in these places.       

Estates: photobook: A overlook of the work 
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I wanted to work out how best to position the photographs and if to add shapes or forms representative of the 
architecture, using bold colour. 

Estates: photobook: Development
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Golden Lane

Estates: photobook: Photographs from Golden Lane estate 
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Barbican  

Estates: photobook: Photographs from Barbi-
can estate28



Robin Hood Garden

Estates: photobook: Photographs of Robin Hood Garden estate 
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Estates: photobook: Photo essay research 
32

David Bauckham’s photo essay about Assyria is a delightful insight into a football 
team of peoples from a place that now doesnt exist, which was part of Syria. 
The photographs talk about the place and give context to the text that accompa-
nies them. 

The photographs explore the place and capture the feeling of the clubs training 
ground - as well as the people who are as much a part of the space. 



Estates: photobook: Photographers research
34

Nigel Henderson Martin Parr

Nigel Henderson photograph captures the 
moment of a young boy looks into the 
distance in a litter filled alley, with graffiti 
marking the walls.  

Martin Parr is one of Britain’s most 
critical photographs of the ‘everyday’, he 
expresses deep meaning through images 
that are simple shots of daily life. 



Estates: photobook: Further research 
36

Mark Power

Chris Killip 

Alex Currie 

I watched a program on Iplayer about pho-
tography and I saw his work - it captures 
northern Britain in a time of great change 
and the industrial landscapes positioned in 
thought provoking ways. 

Mark Power is a exciting photographer who 
makes magic out of the ordinary spaces of 
our environments.

Alex Currie is a more recent, his work captures the place’s 
we exist in. By composing the photograph he captures unique 
patterns and form usually missed. 



The Smithsons on Housing demonstrates a similar 
method of examination using imagery. The film 
shows a series of photographs that give the 
viewer an understanding of the place (you could 
even watch it without sound). 

This became an important stage for my project 
as it gave me a reasoned investigation into these 
places and begin to distiller the design used.

Estates: photobook: The Smithsons on Housing
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Estates: photobook: Tracing with pen
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I tried cutting out the photographs to play with certain shapes and create patterns / collage. This 
was another medium to explore these places to start a dialogue of shapes to make. 

Estates: photobook: Cutting out shapes, forms, patterns
42



The idea was to take from the photographs patterns, shapes, colour and forms. Taking the photographs was 
a great experience to better my relation to the places, by going to these places I understood the spaces 
(design) more. 

I wanted to create something from the photographs but without distorting the image itself. I begin by tracing 
the lines in the photographs and fill these lines into a solid form, by adding a bold colour I can make the 
form stand independent. 

Estates: photobook: Experiments with position of forms
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Parasitic forms

46



Parasitic forms: Final photographs 48

‘Parasitic Forms’ – a series of three-dimensional works that act as ‘instruments of critique’ making explicit the defining shapes, 
colours and forms, of these spaces.



Building blocks - forms that introduce playfulness to critique and create ‘architectural’ space.

Parasitic forms: Final photographs - Building blocks50



Proposition piece - An ornament that acted as a vehicle to rediscover the design in a space. (Parasitic form) 

This piece of work really informed the direc-
tion that the work developed. 

‘Proposition piece’ is not a refined, not 
even highly crafted, however, it does start a 
conversation and has come to represent the 
main focus of my work this year. 

You could imagine finding this ‘object’ in 
your grandfathers garage, pulling it out dust-
ing it off and discovering what it really is, 
a cultural remnants of the architecture from 
that time or an ornament that honours the 
design. 

Parasitic forms: Final photographs - Proposition piece52



Thomas Heatherwicks Vessel is where I started - I wanted to create 
designs that stood out, not necessarily functionally but innovative in how it 
questioned the world. Using creativity to better understand the world which 
we exist.  

Le Corbusiers d’Habitation Unite photographed like a gaint in the hills of 
France. Dwarfing all other buildings around it this structure that seems to 
have landing from out of space. 

Parasitic forms: Context of work54



The work became more focused on the design used in the space, how was the 
place created. 

Even though this was another key point to the project - A critique of princi-
ples  used in these places (urban spaces) that I could recreate or apply to a 
everyday object. 

A book called The burglar’s guide to the city expresses a comparable outlook, 
which is to use a knowledge of architecture as a means to burgle places very 
easily! As put in the book ‘ They misuse it (architectural knowledge), pass 
through it (the building) and ignore any limitations a building tries to impose.’

I wanted to create ‘objects’ that used my design knowledge to this extent, in 
order to rediscover the design around us. 

Parasitic forms: Taking principles of design 56



Apply Brutalist principles to everyday objects. For 
example: a design that slots over the top of a hand 
railing.

Beginning to look closer at the principles of design 
methods (design philosophy) and how to materialise 
this.

Both of these use simple, clever, and inno-
vative design solutions to clarify the everyday 
design.

Parasitic forms: Everyday objects altered. Research 58



I wanted to take the principles of Brutalist architecture and apply them to everyday objects, to create designs 
that highlighted the design used (in this case Brutalism). I hoped that the work would be a conceptual piece 
of design that sparked conversation, by using this intervention in an everyday space that people would uninten-
tionally interact with and perhaps make them question its purpose and be informed of the design of the space. 

Rough unfinished surfaces

Unusual shapes

CORE 
PRINCIPLES 

Massive forms

Heavy-looking materials 

Small windows in relation 
to other parts

WHAT 
ARE 
THE 
CORE 

PRINCIPLES?

Parasitic forms: Development. Applying principles 60



My making process is multidisciplinary - I use materials 
and process necessary, yet still a high level of attention to 
craftsmen-ship. 

This piece of work was meant to be rough and unfin-
ished - estates are known for there rough stereotype. But 
the design has come to represent itself as a relic to early 
post-war British architecture.

Parasitic forms: Development of proposition piece62

This was the start of my making process - I wasn’t 
sure how to create this thing that represented Brutalism 
so I got some wood and started to copy forms from 
Brutalist buildings. 

This was before I had completed the photobook, howev-
er, it was still a similar approach of -
observation / intervention / contextualisation

This was the start of wooden forms that reflected the 
design of these places (estates). 



Parasitic forms: Research - Assemble studio 64

Assemble studio are a a collective of practices, they work towards 
addressing the typical disconnection from the public and the pro-
cess to which places are made. 

They worked with Simon Terrill to recreate the playgrounds of 
Britain’s post-war estates. Brutalist playground is made from foam 
and materialised from photographs of these places. 



Jesmonite was the material I was going to start using to create these forms that credit 
there origin, it has many qualities of concrete and allows me freedom to push what I 
can make. 

My process of making was now set, like the concrete foundations of estates I will cast 
jesmonite (concrete) forms from wooden formers, I make from hand out of scrap wood. 

This process allows me to be hands on in my practice, which I really enjoy. It links to 
the process of concrete construction and give an affect to the finished forms that relates 
to the places. 

Parasitic forms: Development 66



Parasitic forms: Development - attachment68

My work focused on principles of design and the spaces/
places. I was going to create forms and attach them or 
join them into a space of that place. 

This is where I started to look into methods of attaching 
these forms to space. 

I wanted to look an type specific attachments that slotted 
in, or latched onto, or strapped to; so that these forms 
could be created to reflect the design of the place to 
make people more aware of their surroundings. 

I wanted to forms to connect, like how bugs stick to 
walls. Parasitic to there surroundings, feeding off the de-
sign.  



Working outs for next ‘objects’ to make70



Streets in the sky - Decks (streets in the air) at the Park Hill 
estate, Sheffield is another example. 

Japan also had ideas of utopian vision in the later period of the 
post-war era of architecture - metabolism. This is a similar ideol-
ogy of Britain’s streets in the sky. 

The exhibition at the Barbican was one of the best exhibitions I’ve 
been to in a while, intellectually stimulating and engaging. 

Parasitic forms: Research - ideologies of post-war period72

Streets in the sky - Golden Lane proposal by the Smithsons 

These ideologies relate to utopian ideas of the post-war period 
and showcase ways in which the urban environment is designed 
and has potential to be exciting in its outcomes. 



Parasitic forms: Development of forms - drawings74

The forms taken from the estates needed to become something that I 
could manipulate and use to create ‘objects’ that were parasitic to the 
space and encompassed the design into these single forms. 

The materials to use became a priority, I wanted to create something 
that relfected the materials in the space. Concrete was the primary op-
tion. However, the material has limitations and a more readily  available 
alternative would allow be better control and varied outcomes. (jes-
monite) 

Process to make these forms was hand made methods, that limited 
details but meant it gave a authentic feel. 



Parasitic forms: Development of process - research 76

The next ‘object’ I started was inspired 
by the façades of post-war British hous-
ing estates, repetition that comes from the 
same fronts of a large building. 

At first I wanted the form to bar like, to 
link a trapped like form that would be 
placed into a space and show this ‘object’ 
reflecting the design and the ideas of 
being trapped. 

My process became simple, wooden 
formers that I made from scrap wood that 
I could alter and construct in any way. 
Then make a mold from these forms or 
make/use the original pieces. 

The process relates to Unto This Last and 
for how I am using minimal processes and 
quick outcomes. As well as Punkt who 
with the product you can see designed 
really stripped back everyday objects.

 



Parasitic forms: Development of outcome - research façades 78

The forms I was casting were inspired by the façades 
of the places I was studying. When put together they 
started to create their own front - the texture, feeling, 
aesthetic all fit to the purpose of the piece and inspi-
ration that was intended to be communicated. 

Charles Andersons work above, is a façade of the late 
20th century on a shopping strip. Below is a contem-
porary approach, with not quiet the same outcome (as 
this is a domestic use) but still these square windows 
look very much like the façades of Britain’s estates. 



Apply these designs to a commercial outcome 
that look to use the process and material to 
make something desirable, like this house in Ho 
Chi Minh, China by Sanuki Daisuke. 

Or using the process and materials to challenge 
the regularity in our urban spaces and reveal 
the design through exposure of work in everyday 
spaces, like Evol - a artist/street artist. 

Parasitic forms: Development of façades 80



Parasitic forms: Research - ‘Fit’ exhibition and Racheal Whiteread82

White Cube, SE1 3TQ - ‘Fit’ an exhibition by Antony 
Gormley, explored the human body in relation to architectural 
space. 

I saw a lot of my own practice in the work at this exhi-
bition. I was an informative visit on how to present and 
express the meaning of my work

Rachel Whiteread’s work looking at empty space, playing 
around with the spaces of our everyday. The idea of the 
work means the forms are expected - simple by affective.



Concrete is a mix of aggregates and paste. Aggregates: sand and 
gravel or crushed stone. Paste: water and portland cement. Portland 
cement: chalk and clay

So I wasnt sure if to still try and create some forms using this ma-
terial. However, jesmonite offered a more practical solution to create 
forms from silicone molds that would give me an aesthetic but make 
high quality casts. 

I wanted to create a piece that critiqued more 
modernist architecture, the tall tower blocks 
that came from ideals of Le Corbusier. 

I tried cement and a vacuum formed mold to 
create this tall form. There were limitations and 
the material had less applications. I liked the 
aesthetic but it was less practical. 

This is some designs that use 
concrete as a material to create 
stationary. I like to use of wood 
and concrete, solid colour and bold 
forms. 

Parasitic forms: Development of form and material - research84



Brick was a major construction material for the estates - by cutting wood into smaller pieces and ad-
justing which way the grain ran it is possible to create a piece that is similar to a brick wall. 

This was a new process that I wanted to try, as another form to place into the space. Golden Lane 
for example has exposed brick work and this method could work well.

So I attempted a piece that was long and thin to mimic the high-rise of the architecture. Smaller 
components built up to form a large piece.

Parasitic forms: Development - brickwork façade86



These piece could be applied to products or be ornaments that symbolise façades by using 
wood to make the work detach its self from the negative reactions to concrete blocks. 

A piece that is pleasurable to the touch and soft on the eyes, dew to the calming nature 
of wood and the systematic arrangement of the material cast in a solid coloured block. 

Parasitic forms: Final photographs façade88



Parasitic forms: Development of idea - research 90

I wanted the work to become more modular and structured - so 
that the forms were connected and could be used to arrange 
space to critique as well as adding a playfulness to the pieces.  



Parasitic forms: Hand made wooden forms 92

These simple geometric wooden forms embody the starting point of the forms cast. They 
are very basic and for me have become important originals to the project that connect 
unconsciously with the ideas of cultural remnants. Wooden building blocks and hand 
crafted wood, they are key to the process and relation of the places to the ideologies of 
the period.   



Playing with scale was an idea - using a light weight ma-
terial and covering it in jesmonite. 

Parasitic forms: Development of building blocks - research94

These are the building blocks cast from jesmonite in a 
variety of finishes. I used the black back drop to make 
the piece seem as though they are forgotten in time 
and that they hold their own in the dark space. 

Works like Sophie Smallhorn and Takefumi Adia’s Adia 
Blocks demonstrate a similar outcome. 



I wanted these forms to be sculptural 
as well as purposeful. Charles Anderson 
was a sculptor who works have a simi-
lar aesthetic, like David Umemoto. Whos 
work is similar in both practice and 
concept, he creates forms that are sold 
as ornaments for a contemporary home 
furnishing. Material Immaterial studio 
created these functional pieces inspired 
by the architect Carlo Scarpa. While the 
steps by Universal Favourite and Bake-
down Cakey are architecturally-inspired, 
modular chocolates 

Parasitic forms: Research - forms and meaning of work96



I continued to explore possiblities to make forms that critiqued 
the estates as a urban environments and communicate their 
design. Magnets were when the design became more adapt-
able to the places, the work above is a sample of using sheet 
metal to create an ’object’ by building up the existing structure. 
The ‘totem’ inspired the work of taking these individual forms 
out and putting them into the space using magnets as the 
method to attach the design to the pre-existing space. 

Parasitic forms: Development - magnets and colours 98



This idea of using small but powerful pieces that critique the space 
through discourse of the unusually in the everyday space of our urban 
environment. 

Connecting to cameras? Confusing people, by them not understand what 
the ‘alien object’ is. Like Graffiti Research Lab who used tiny LEDs and 
Magnets to critique the norms of the urban everyday. 

Parasitic forms: Development and research - magnets 100



Brutalist Brooch 

102



Brutalist brooch: Final photographs104

Brutalist brooch - a series of wearable pieces linking people and place.



Brutalist brooch: Studio photographs 106



Brutalist brooch: Development of idea108

The piece was developed out of the link of people and place. Jewellery 
seemed ideal, the forms I was making at the time could be applied to the 
human body with little alteration and still clearly represented the ideologies of 
post-war estates. 

The façade piece - the jesmonite block that worked well large scale yet 
seemed perhaps less powerful at a larger scale was the starting point. 

A brooch has always been worn as an ornament, it symbolises something. 



The idea to take place and people and connect the two so that people 
promote the place and the design of the place is rediscovered through 
wearable pieces. 

Brutalist brooch: Development of idea - place and people 110



The two artists use their practice to reconnect people to place. Jessie-
Brennan on the Right uses the door mats from apartments at Robin Hood 
Gardens to reconnect the people and show their own individuality.

While Evol uses his to critique a everyday product like a plastic bag and 
some cardboard that becomes the side of a building. They use people at 
the certain of the work to talk about place.   

Brutalist brooch: Research - people and place112



Paint prints using the blocks from the 
original pieces to print out various lay-
outs for the brooch design. 

Brutalist brooch: Development - paint prints 114



3D printed the same form from the first façade piece after making them 
on Rhino. This was the best way to create such small piece and meant 
the they were perfectly measured.

Brutalist brooch: 3D printed forms to cast from116



The problem with the manufacture of the brooch was casting was slow 
and you have to push the jesmonite right into the corners. And I was not 
sure how to do the pin for the back. First I bought some cheap brooch 
pins, but after they arrived and I tried them on samples they were not 
right.

The design took shape once I was informed on brooch back pins and 
kept with the computer aided design. 

Brutalist brooch: Casting the components for brooch118



Mehdi Ghadyanloo creates surreal comput-
er generated pieces that places you into a 
abstract architectural world. His work uses 
computers to make work that uses people 
and forms to critique modernist architecture. 

Brutalist brooch: Research - forms and place120



JG

JG

Brutalist brooch: Development - Brooch backs122

The brooch backs were a major change in the 
design and made the piece feel more authentic. 
By lazer cutter the backs this continued the CAD 
design and meant manufacture was quick with 
batch production. The Nickel wire was simply tread 
through the backs after cut out a shallow groove 
on the back and I bent the hooks and sharpened 
the point. 

I decided on a back that kept the sharp corners of 
my work, one pin along the top which meant the 
brooch stayed flat on the body, finishing by putting 
my initials as a trade mark of such. 

Tested where to place the 
pin and what edges to use 
on the backs. As well as 
different sizes (It could 
be possible to make new 
designs by simply cutting a 
different shaped back) Also 
whether to use a frame. 



Inspired by the concrete fa ades of post-war British architecture 

BRUTALIST JEWELLERY
Jack Griffin 

BRUTALIST JEWELLERY
Jack Griffin 

Inspired by the concrete fa ades of post-war British architecture 

Brutalist brooch: Development - Brooch packaging 124

The packaging was to stay in theme 
with the design of the piece. I used 
grey cardboard, as it was ridged but 
light and was a regulated grey. I 
lazer cut these too and used a rasta 
cut to achieve readable text. They 
sat flat like the brooch but because 
it comes out a fair bit it stands 
apart independently. 

Brutalist jewellery best placed the 
work because I want this so de-
velop. With a single sentence to 
describe the work.



The brooch is a barge that supports Brutalism and 
celebrates it ideologies - that of the façades of post-
war Britain. To create stunning pieces that link people 
and place and symbolise the architecture of estates 

Brutalist brooch: Research - contextualise the work 126



Summary 

128



The work is a critique of urban environments through the introduction 
of forms that reflect the spaces design. The ideologies of estates have 
shaped these forms and the way they are positioned in a space makes 
them stand out from the mundane and invite new interest to the design 
of place that we inhabit. 

They work as relics to Modernist and Brutalist ideals, or ornaments that 
decorate space while respecting their design and cultural remnants of 
place that critique our urban environments.  

They work as playful interventions that observe these places and serious 
components to critically analysis the invisible intentions of our designed 
environment. 

Summary of project130
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