
Pop art and postmodern 
architecture



Å It has long been tempting to see the art of the late 50s, the 60s and after 
as being a rejection of the introspective emotionality of abstract 
expressionism, to see pop art and conceptual art as art which seeks to 
ǊŜƳƻǾŜ ǘƘŜ ǎƛƎƴǎ ƻŦ ǘƘŜ ŀǊǘƛǎǘΩǎ ƘŀƴŘ ŀƴŘ ǇŜǊǎƻƴŀƭƛǘȅΦ  .ǳǘ ǘƘŜǊŜ ƛǎ 
probably no artist who can succeed in removing all vestiges of him or 
herself from the work of art.  Whether we choose to interpret the artwork 
ƛƴ ǘŜǊƳǎ ƻŦ ǘƘŜ ŀǊǘƛǎǘΩǎ ǇŜǊǎƻƴŀ Ƴŀȅ ōŜ ŀ ŎƘƻƛŎŜ ǿŜ ƳŀƪŜ ŀǎ ǘƘŜ ǾƛŜǿŜǊ 
and interpreter of the artwork, but the choice which the artist makes 
seems to revolve around this: not whether we see the artist, but how 
much of the artist we are privileged to see.

Å For the moment, set aside your preconceptions about pop art and 
encounter it as something unfamiliar and unknown: what is it?  What is its 
subject?  Its style?  Its significance for later 20th century art? Is pop art 
about the domain of consumerism?  The domestic domain? Is pop art 
about the world of popular culture, made into an object for the museum? 
Is it a statement of support for the social status quo of the 60s, or is it a 
subversive challenge not only to the political and social status quo but to 
the boundaries between expression, formalism, and representation which 
seemed to have emerged by the end of the 50s?



Still Life #20, 1962
Still Life #36, 1964

Å1. Tom Wesselmannςmoves away from an early abstract 
expressionist style to a style that seems to use the billboard as 
its model: large paintings, which become collages and then 
assemblages, eventually extending into the space of the 
exhibition room. 
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Å These all use similar techniques and settings, usually a modest suburban 
kitchen with the necessary appliances, representative of middle class 
living.  They differ in terms of the window view we are given, a view which 
ǳǎǳŀƭƭȅ ƎƛǾŜǎ ǳǎ ƛƴŦƻǊƳŀǘƛƻƴ ŀōƻǳǘ ǘƘŜ ƻŎŎǳǇŀƴǘΩǎ ƭƛŦŜǎǘȅƭŜ ōȅ ǘŜƭƭƛƴƎ ǳǎ 
where he or she lives.  They generally involve a mixture of crisp, hard-
edged painting in saturated colors, collaged magazine pictures of items 
which might have been bought in the neighborhood supermarket, and 
occasionally real objects, making the final picture an assemblage.  

Å In most cases we can say that there is nothing about this kitchen, which is 
usually the room he chooses, that is exceptional, either in terms of being 
above the norm or below the norm for life in the 60s. If abundance was 
the condition of the average American life, this imaginary family belonged 
to the mean and the painting documented the reality which the 
government wanted to believe; this image, of the American Way of Life, 
was an image which claimed that the middle class life style was in fact the 
life style of everyone; the middle class was the national norm.
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Å²ŜǎǎŜƭƳŀƴƴΩǎpaintings might be seen as a picture of this national 
ƴƻǊƳΣ ƳƻŘŜǊŀǘŜƭȅ άƛƳǇǊƻǾŜŘέ ƻǊ ǘƻǳŎƘŜŘ ǳǇ ōȅ ²ŜǎǎŜƭƳŀƴΩǎaesthetic 
taste which was largely consistent with the taste promoted by 
magazines intended for women (Good Housekeeping, for example), but 
good taste, as promoted by these magazines, was intended to assert 
membership in the middle class, even as the government insisted that 
the prevalence of a middle-class life style had eliminated classes.  

Å This notion of a middle-class life style in a society without classes is 
inherently a contradiction.  Further, this middle-class life style was 
condemned or disparaged as being the product of feminine taste and a 
culture of conformity.  This second problem may not have been seen as 
a contradiction, but in terms of a painting which was intended to enter 
the domain of fine art, it was.  And ²ŜǎǎŜƭƳŀƴƴΩǎpaintings 
confounded the boundaries in another way: he incorporated 
references to high art alongside his references to popular culture. 
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Great American Nude #6, 1961

ÅOften, these references took the form of low culture: a postcard, 
for example, of a high art painting, or a wallpaper pattern which 
imitated a painting by Matisse or Modigliani.  And the very subject 
of the Great American Nudes (his second major series of paintings) 
is itself a two-sided reference to high art.  The classic nude was the 
classical symbol of high art, but the American nude essentially did 
not exist in art.  The paintings themselves are inherently ironic, not 
only with their imitation of poses used in paintings by Matisse but 
in some of them, Wesselmannhangs one of his own paintings on 
the wall.  The paintings do become increasingly erotic, bordering on 
the pornographic, but always complicated by the fact that he has 
ŎƘƻǎŜ ǘƻ ŜƴƭŀǊƎŜ ŘŜǘŀƛƭǎ ǘƻ ǎǳŎƘ ŀ ǎŎŀƭŜ ǘƘŀǘ ǿŜ ŎŀƴΩǘ ƳŀƪŜ ƻǳǘ ŦƻǊ 
ǎǳǊŜ ǿƘŀǘ ƛǘ ƛǎ ǿŜΩǊŜ ƭƻƻƪƛƴƎ ƛǘΦ



Å²ŜǎǎŜƭƳŀƴΩǎstrategy of confusing boundaries does three things: 
first, it treats the work of high art as though it is part of popular 
ŎǳƭǘǳǊŜΦ  {ŜŎƻƴŘΣ ƛǘ Ƴŀȅ ōŜ ŀ ǿƻǊƪ ǿƘƛŎƘ ǊŜǇǊŜǎŜƴǘǎ ŀ άƳŀǎŎǳƭƛƴŜ 
ŀŜǎǘƘŜǘƛŎέ ōǳǘ ƛǘ Ƙŀǎ ōŜŜƴ ǇƭŀŎŜŘ ƛƴ ǘƘŜ ƳƛŘǎǘ ƻŦ ŀ ǎǘŜǊŜƻǘȅǇƛŎŀƭƭȅ 
female domain. The third thing that ²ŜǎǎŜƭƳŀƴΩǎstrategy achieves 
is that it treats high art as though it is just another element of the 
interior designςanother mass-produced, commercially available 
product, and one which is part of the female domain, which, by the 
1960s, may have been true.

Å In many respects, his paintings, regardless of the visible subject, 
replicates the social differences of popular and consumer culture.  If 
this is a fair description of ²ŜǎǎŜƭƳŀƴƴΩǎactions as a painter, then 
pop art, in these terms, is art which deals with reality and illusion as 
a function of art, society, and gender, but in the context of 
recognizable representations of popular culture. 
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VannaVenturi House, Robert Venturi and Denise Scott-Brown, 
Chestnut Hill, 1961-4

Å At just about the same time that Wesselmanwas painting his domestic 
interiors and great American nudes, Robert Venturiwas speaking out 
against what he identified as the reductive simplicity of modernism, 
especially as modeled in the architecture of Miesvan der Rohe, with his 
ƳŀȄƛƳ ƻŦ άƭŜǎǎ ƛǎ ƳƻǊŜΣέ ŀƴŘ ǎǇŜŀƪƛƴƎ ŦƻǊ ŀƴ ŀǊŎƘƛǘŜŎǘǳǊŜ ƻŦ ŎƻƳǇƭŜȄƛǘȅ 
and contradiction.

Å Venturiargued against the universal glass box which seemed to be the 
implication of high modernism in architecture, especially as promoted by 
MiesόǘƘƛǎ Ƴŀȅ ōŜ ŘŜōŀǘŀōƭŜ ōǳǘ ǘƘŀǘΩǎ ŀ ǘƻǇƛŎ ŦƻǊ ŀ ŘƛŦŦŜǊŜƴǘ ŘƛǎŎǳǎǎƛƻƴύΦ 
VenturiǿŀƴǘŜŘ ŀƴ ŀǊŎƘƛǘŜŎǘǳǊŜΣ ƘŜ ǎŀƛŘΣ ǘƘŀǘ ǿŀǎ άƘȅōǊƛŘ ǊŀǘƘŜǊ ǘƘŀƴ 
ǇǳǊŜΣέ άŎƻƳǇǊƻƳƛǎƛƴƎ ǊŀǘƘŜǊ ǘƘŀƴ ŎƭŜŀƴΣέ άŘƛǎǘƻǊǘŜŘ ǊŀǘƘŜǊ ǘƘŀƴ 
ǎǘǊŀƛƎƘǘŦƻǊǿŀǊŘΣέ άŀƳōƛƎǳƻǳǎ ǊŀǘƘŜǊ ǘƘŀƴ ŀǊǘƛŎǳƭŀǘŜŘΣέ άǇŜǊǾŜǊǎŜ ŀǎ ǿŜƭƭ 
ŀǎ ƛƳǇŜǊǎƻƴŀƭΣέ άōƻǊƛƴƎ ŀǎ ǿŜƭƭ ŀǎ ƛƴǘŜǊŜǎǘƛƴƎΣέ ŀƴŘ ŦƛƴŀƭƭȅΣ ƘŜ ǿŀƴǘŜŘ ǘƘŜ 
άŘƛŦŦƛŎǳƭǘ ǳƴƛǘȅ ƻŦ ƛƴŎƭǳǎƛƻƴ ǊŀǘƘŜǊ ǘƘŀƴ ǘƘŜ Ŝŀǎȅ ǳƴƛǘȅ ƻŦ ŜȄŎƭǳǎƛƻƴΦέ  
Inclusion, in his case, meant inclusion of the signs of the environment, the 
characteristics that made a place identifiable as a member of a type, the 
ornaments and signs which the glass box excluded in favor of the 
expression of structure



http://www.artstor.org/library/secure/ViewImages?id=8CJGczI9NzldLS1WEDhzTnkrX3kpfFx4fyc=&source=ppt


Venturi saysthat a house should be a house. So did A. J. Downingςbut
±ŜƴǘǳǊƛΩǎhousedoesnot really look like 5ƻǿƴƛƴƎΩǎ. Venturi deliberately
exaggeratesthe traditional signsof a house: the gabledroof, the chimney,
the doorway with both a lintel and a curved molding. Like²ŜǎǎŜƭƳŀƴΩǎ
interiors: nothing is quite right: everything has been repositioned and
reality has been redefined as illusion, or vice versa. But in both cases,
Wesselmanand Venturi, everythinglooksfamiliar becauseeverythinghas
beentaken from popularculture. Thisis a housewhich announcesto the
world that it isa housebut how doesit do this?



ωtǊƻƳƛƴŜƴǘ ƎŀōƭŜŘ ǊƻƻŦ ǿƛǘƘ ŘŜŜǇ ǎƭƻǇŜ ςbut the notch in 
the center should tell us that this is a false facade, and if we 
look at the house from the side, we see that this is the case 
and that the roofline is actually lower than what we see

ωǘǿƻ ǎƛƎƴǎ ƻŦ ŘƻƻǊǿŀȅǎΥ ŀ Ŧƭŀǘ ƭƛƴǘŜƭ ŀƴŘ ŀ ŎǳǊǾŜŘ ƳƻƭŘƛƴƎ ōǳǘ 
neither of them appear to be strong enough to actually 
support the presumed weight of the roof

ωǘƘŜ Ǉƭŀƴ ƛǎ ƭƛƪŜǿƛǎŜ ŘŜŎŜǇǘƛǾŜ ςwhen we enter, we find that 
the entrance way is not on axis and we must actually turn 
right to enter the house

ωǿŜ ŀƭǎƻ ƴƻǘŜ ǘƘŀǘ ǘƘŜ ǿƛƴŘƻǿ ǇŀǘǘŜǊƴǎ ŀǊŜ ƴƻǘ ǘƘŜ ǎŀƳŜ ƻƴ 
each facade

ωLƴ ƻƴŜ ƛǊƻƴƛŎ ƎŜǎǘǳǊŜΣ ǘƘŜ ǎǘŀƛǊŎŀǎŜ ǘǿƛǎǘǎ ǘƻ ǘƘŜ ǎƛŘŜ ǘƻ ƳŀƪŜ 
room for the fireplace (see the plan and next picture)
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Å The VannaVenturihouse is true to ±ŜƴǘǳǊƛΩǎbelief that complexity 
and contradiction are the keys to exciting architecture, just as they 
are the keys to life.  At the same time, the house was intended to 
meet the needs of a particular person: 

Å±ŜƴǘǳǊƛΩǎmother was 70 when he built the house for her. She 
already had a strongly defined character and set of beliefs about life 
along with her collection of antique furniture. She was independent 
at the time but the possibility of needing live-in assistance in the 
ŦǳǘǳǊŜ ƘŀŘ ǘƻ ōŜ ŎƻƴǎƛŘŜǊŜŘΦ LǘΩǎ ƛƳǇƻǊǘŀƴǘ ǘƻ ƴƻǘŜ ǘƘƛǎ ōŜŎŀǳǎŜ ǘƘŜ 
house has generally been analyzed in terms of its postmodern 
critique of domestic architecture and not examined as a house 
which accounted for functional needs. In this respect, primary 
functions, including the master bedroom, the kitchen, living and 
dining area, and guest room, were located on the main floor, 
grouped around the central staircase and fireplace. The second 
floor contained a studio/bedroom and bath, where Venturihimself 
planned to live, which he did until a few months after his marriage 
to Denise Scott-Brown. 



Å VenturiŜƳǇƘŀǎƛȊŜŘ ǘƘŜ ŜƭŜƳŜƴǘǎ ǘƘŀǘ ǎŀȅ άƘƻǳǎŜέ ŀƴŘ ƘŜ ŘƛŘ ǘƘƛǎ ŦƻǊ ǘǿƻ 
reasons: one was to capture the vernacular concept of house, the other 
was to convey what might be thought of as the essence of a house, the 
Ǿƛǎǳŀƭ ƳŜƳƻǊȅ ȅƻǳ Ŏŀƭƭ ǳǇ ƻŦ ǎƻƳŜǘƘƛƴƎ ǿƘŜƴ ȅƻǳ ŎŀƴΩǘ ǎŜŜ ƛǘ ƛƴ ŦǊƻƴǘ ƻŦ 
you.  The house makes references to the Low house by McKim, Mead and 
²ƘƛǘŜΣ ŀƴŘ ǘƻ ²ǊƛƎƘǘΩǎ ǇŜǊǎƻƴŀƭ ƘƻǳǎŜ ƛƴ hŀƪ tŀǊƪΣ ōǳǘ ǘƘŜǎŜ ǊŜŦŜǊŜƴŎŜǎ 
are not intrusive and do not interfere with the more generic or collective 
ideas of house that most people harbor in their cultural memory.  Unlike 
²ǊƛƎƘǘΩǎ ŀǇǇǊƻŀŎƘΣ ǿƘƛŎƘ ƛƴǾƻƭǾŜŘ ŘŜǎƛƎƴƛƴƎ ǘƘŜ ƛƴǘŜǊƛƻǊ ǘƻ ŜȄǇǊŜǎǎ ŀ 
consistent aesthetic, Venturimixed materials, styles, and elements on the 
inside. Both on the inside and the outside, he was making a deliberate 
statement about modernism and in particular, he was responding to MiesΩ 
ǎǘŀǘŜƳŜƴǘ ǘƘŀǘ άƭŜǎǎ ƛǎ ƳƻǊŜέ ōȅ ǎŀȅƛƴƎ άƭŜǎǎ ƛǎ ŀ ōƻǊŜΦέ Lƴ ǘƘŜ ŜƴŘΣ Venturi
has more in common with 16th century mannerism than with modernism, 
although the relationship is not one of reviving the look of another period. 
Venturirevives the idea ςan idea in which the architect disrupts 
convention by engaging in a dialogue with it. This type of dialogue does 
presume that the audience will have the ability to enter it, to know what 
to look for, and to recognize how it has been subverted.



Learning from Las Vegasand Learning from Levittown

Å In 1972, Venturiand Scott-Brown began to formulate their thinking 
about architecture in a book which asserted the belief that 
άƻǊŘƛƴŀǊȅέ ƭŀƴŘǎŎŀǇŜǎ ƘŀŘ ŀ ƭƻǘ ǘƻ ǘŜŀŎƘ ŀǊŎƘƛǘŜŎǘǎΣ ŜǎǇŜŎƛŀƭƭȅ ǿƘŜƴ 
it came to the role of symbolism. This was a deliberately anti-
modern position and rejection of the glass box. Their book, 
Learning from Las Vegas, illustrates their beliefs. Their model exists 
in the billboards and signage, and a building, they say, can be a sign: 
aŎ5ƻƴŀƭŘΩǎ Ƙŀǎ ōŜŎƻƳŜ ƻƴŜΤ tƛȊȊŀ Iǳǘ ƛǎ ŀ ǎƛƎƴΦ  .ǳǘ ǎƻƳŜ 
buildings are interchangeable unless they have a sign which tells 
you what it is. They also state that architects should learn from 
Levittown, the prototype of American post-war suburbs.

Å But is this a condescending position? Or is it a position which 
embraces the status quo when perhaps the status quo should be 
changed?
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Archigramand the Living City

Å This is the work of a group of British artists associated with the British pop 
art movement. The Living City was intended less as a model for futuristic 
architecture than as commentary on class, lifestyle mobility, a rejection of 
monumentality, a promotion of a machine-based sci-fi aesthetic

Å ¢ƘŜ ǎƻŎƛŀƭ ǎǘǊǳŎǘǳǊŜ ƻŦ IŜǊǊƻƴΩǎ ŎƛǘƛŜǎ ƛǎ ōŀǎŜŘ ƻƴ ƳƻǾŜƳŜƴǘ ŀƴŘ 
ŦƭŜȄƛōƛƭƛǘȅΤ ƛŦ ǇŜƻǇƭŜΩǎ ƭƛǾŜǎ ƘŀǾŜ ŦƭŜȄƛōƛƭƛǘȅΣ ǘƘŜƴ ǘƘŜƛǊ ŎƛǘƛŜǎ ǎƘƻǳƭŘ ƳƻǾŜ ŀǎ 
well, and they should be as easily assembled and dissembled as the 
{ƳƛǘƘǎƻƴΩ ǎ ŎŀǊκƘƻǳǎŜ ƻŦ ǘƘŜ ŦǳǘǳǊŜΦ

Å They spoke of creating a new vernacular, something which would be as 
common place as a computer and as a throwaway package; in fact, they 
believed that architecture should be as dispensable as any other product. 
¢ƘŜ άǇƭǳƎ-ƛƴέ ǳƴƛǘǎ ǘƘŜȅ ǇƭŀƴƴŜŘ ǿƻǳƭŘ ōŜŎƻƳŜ ƻōǎƻƭŜǘŜ ōȅ ƛƴǘŜƴǘƛƻƴΥ ŀ 
bathroom or kitchen might be planned to last 3 years; a bedroom perhaps 
5. Cities would be able to pick themselves up and relocate, and by 1990, 
houses would be able to adjust to individual needs. (Remember, they were 
drawing and writing in the 60s.)
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Å Very little of what they envisioned has come to pass although we 
might be able to imagine how useful it would have been if some of 
their ideas did exist. The ultimate irony, however, is that their ideas 
seem to predict the rise of buildings like the Pompidou Center, 
Rogers and Piano, Paris, 1971

(see the next slide)

ωŘƛǎǇƭŀȅǎ ǘƘŜ ƴŀǘƛƻƴŀƭ ŎƻƭƻǊǎ ƛƴ ǘƘŜ ōǳƛƭŘƛƴƎ ŎƻƳǇƻƴŜƴǘǎ
ωŜȄŀƎƎŜǊŀǘŜǎ ƳƻŘŜǊƴ ƛŘŜŀǎ ōȅ ƳŀƪƛƴƎ ǘƘŜ ǎǘǊǳŎǘǳǊŜ ƳŀƴƛŦŜǎǘ ŀƴŘ 

putting it on the outside
ωŜȄǇƻǎƛƴƎ ǘƘŜ ǘŜŎƘƴƻƭƻƎȅ
ωƳŀƪƛƴƎ ǘƘŜ ŎƛǊŎǳƭŀǘƛƻƴ ǎȅǎǘŜƳ ǘƘŜ ŘƻƳƛƴŀƴǘ ŀŜǎǘƘŜǘƛŎ ŦŜŀǘǳǊŜ
ω¢Ƙƛǎ ōǳƛƭŘƛƴƎΣ ǿƘƛŎƘ ƛƴ ŜŦŦŜŎǘ ƛǎ ǘƘŜ ƻǇǇƻǎƛǘŜ ƻŦ ǿƘŀǘ Archigramwas 

calling for, was made possible by the kinds of experiments 
Archigramengaged in. The contradiction of seeming to stand for or 
to enable something they might have rejected may be the crisis of 
pop art and postmodernism.
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[ƛŎƘǘŜƴǎǘŜƛƴΩǎ ŎƻƳƛŎ ōƻƻƪǎ
Å [ƛŎƘǘŜƴǎǘŜƛƴΩǎ ŀǊǘ ƻŦ ǘƘŜ слǎ ǿŀǎ ŘƻƳƛƴŀǘŜŘ ōȅ Ƙƛǎ ƛƳƛǘŀǘƛƻƴ ƻŦ ǘƘŜ ǇǊƛƴǘƛƴƎ 

techniques used in comic books, and his decision to borrow comic book scenes.  
Yet, he did not literally copy what he saw: he chose, he selected, he enlarged, he 
composed, and most of all, he eliminated.  His primary sources were war comic 
books and romance comic books, intended for an audience of teenagers.  The war 
scenes were scenes dominated by male characters who are challenged, who meet 
their challenge, and who prove themselves, becoming close to the equivalent of a 
machine in the process.  Consistently, he chooses the characters who look 
anonymous rather than the immediately recognizable ones.  His are recognizable, 
but as types.  Finally, he omits the connecting scenes of everyday events and 
occasional defeats; in the stories of male war heroes, these setbacks  never made 
ƛǘ ƛƴǘƻ [ƛŎƘǘŜƴǎǘŜƛƴΩǎ ǇŀƛƴǘƛƴƎǎΦ  IŜ ƳŀƴƛǇǳƭŀǘŜǎ ǘƘŜ ƳŀƭŜ ŎƻƳƛŎǎ ƳƻǊŜ ǘƘŀƴ ǘƘŜ 
female comics, taking pieces from different scenes and putting them together to 
create his own.  The romance scenes, focused on the anxious face of one female 
character, eliminated the moments of happy resolution or fulfillment, making 
femininity into a synonym for helplessness and emotional distress.  The men not 
only engage in tests which prove their strength; they are given voices which 
demonstrate their superior knowledge and command.  
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ÅGirl with Hair Ribbon, 1965

ÅEddie Diptych, 1962
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Å The women are not given exterior voices; their interior thoughts fill the captions 
and they are thoughts of self-doubt, stuttered and incompletely spoken.  While it 
is true that these scenes exist in the comics, they exist there in a larger context.  In 
the context of the painting, the image and the words are more closely connected, 
and more demanding of our attention.  Further, in the real comic books, scenes 
are filled with details which attempt to make the settings and characters look real.  
Lichtenstein, just as he eliminates much of the text and story, eliminates the 
details and suggestions of naturalism, exaggerates the linearity, flatness, and size 
of the ben-day dots, and calls attention to the representational role of the 
medium.  

Å We can understand this in two ways, much as we did with Wesselmanand Venturi: 
within the comic book, the roles of women and men are conventionalized 
ŀŎŎƻǊŘƛƴƎ ǘƻ ǎƻŎƛŀƭ ŜȄǇŜŎǘŀǘƛƻƴǎΤ ǿƛǘƘƛƴ [ƛŎƘǘŜƴǎǘŜƛƴΩǎ ǇŀƛƴǘƛƴƎǎΣ ǘƘŜǎŜ ǊƻƭŜǎ ƴƻǿ 
appear to be the constructed artifacts, constructed by the medium which 
ǊŜǇǊŜǎŜƴǘǎ ǘƘŜƳΦ  {ƻƳŜ ǿǊƛǘŜǊǎ ŘŜǎŎǊƛōŜ [ƛŎƘǘŜƴǎǘŜƛƴΩǎ ǇŀƛƴǘƛƴƎǎ ŀǎ ŘŜǘŀŎƘŜŘς
because he focuses on style, he remains detached from the content. They find his 
work to be a study in signage: signs of emotion, signs of gender, signs of violence, 
and signs of the popular media.   But in fact, the opposite may be happening.  By 
focusing on style, at first glance, his work may seem to be an endorsement, even if 
detached, of what it contains; but again, by focusing on style, Lichtenstein 
foregrounds the constructed nature, not only of comic books but of gender roles in 
popular culture.  That does not make his work any less about signage.  But it is 
about the sign as something which is constructed, and if it is constructed, it is not 
invariable.



ÅComic book architecture?

ÅSITE, inc: Best store, Peeling Facade, and Best 
store, Indeterminate Facade
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ÅThese are influenced by Venturi in their understanding 
of the building as a decorated shed.

ÅωtŜŜƭƛƴƎ ŦŀŎŀŘŜΥ wƛŎƘƳƻƴŘ .ŜǎǘΣ ŀ ŦŀƭǎŜ ŦǊƻƴǘ ƳŀŘŜ ƻŦ 
brick, but deliberately undermines the notion of a 
building

ÅYet we might attribute a more sophisticated narrative 
ǘƻ {L¢9Ωǎ ŦŀŎŀŘŜǎΥ ǘƘŀǘ ǇŜǊŦŜŎǘƛƻƴ όŀƴŘ ǿƛǘƘ ƛǘ ǘƘŜ 
capitalist base that allows it) is a form of oppression 
ŀƴŘ ŘƻƳƛƴŀǘƛƻƴΦ LŦ ǿŜ ŘƻƴΩǘ ǊŜƧŜŎǘ ƛǘ ŜƴǘƛǊŜƭȅΣ ǿŜ 
should at least question it.
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ÅNew Orleans: Piazza d'Italia: Ext.

Å1976-9

ÅCharles Moore
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ÅUnlike Venturi, Moore did not embrace the everyday 
vernacular but he does want to create a sense of place 
and although it may not have been that apparent in 
the early works of Venturi, both Venturiand Moore 
approached architecture as being about the creation of 
a stage set for fantasies.

ωŀ ŎƛǊŎǳƭŀǊ ǎƛǘŜ ƛƴ ǘƘŜ Lǘŀƭƛŀƴ ǎŜŎǘƛƻƴ ƻŦ bŜǿ hǊƭŜŀƴǎ
ωǘƻǇƻƎǊŀǇƘƛŎ ƳŀǇ ƻŦ Lǘŀƭȅ ǿŀǎ ŎŀǊǾŜŘ ƛƴǘƻ ǘƘŜ ǎƛǘŜ ǿƘƛŎƘ 

is a series of cascading steps in concentric circles
ωǊƛƴƎŜŘ ōȅ ŀƴ ŀǎǎƻǊǘƳŜƴǘ ƻŦ ŎƭŀǎǎƛŎŀƭ ŎƻƭǳƳƴǎ ŀƴŘ ŀǊŎƘŜǎΣ 

using all 5 orders and undermining them all
ωŀ ŎƻƳōƛƴŀǘƛƻƴ ƻŦ hƭŘ ²ƻǊƭŘΣ ƴŜǿ ǿƻǊƭŘΣ ŎƭŀǎǎƛŎƛǎƳΣ 
ƪƛǘǎŎƘΣ ƘǳƳƻǊΥ άIŜǊŜ ƛǎ LǘŀƭȅΦ Lǘŀƭȅ ƛǎ ƴƻǘ ƘŜǊŜΦέ
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