Pop art and postmodern
architecture



A 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
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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
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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.

A 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? lIts style? Its significance for latef 2@ntury 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, oris 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

A 1. TomWesselmangmoves away from an early abstract
expressionist style to a style that seems to use the billboard a
Its model: large paintings, which become collages and then
assemblages, eventually extending into the space of the
exhibition room.





http://www.artstor.org/library/secure/ViewImages?id=8CJGczI9NzldLS1WEDhzTnkrX3kicl9wcyc=&source=ppt

A These all use similar technigues 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
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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.

A 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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A 2 S3aasSt pdinghygs@aght be seen as a picture of this national
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taste which was largely consistent with the taste promoted by
magazines intended for womes0od Housekeepinfpr 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 middielass life style had eliminated classes.

A This notion of a middlelass life style in a society without classes is
Inherently a contradiction. Further, this middbtass life style was
condemned or disparaged as being the product of feminine taste and ¢
culture of conformity. This second problem may not have been seen a
a contradiction, but in terms of a painting which was intended to enter
the domain of fine art, it was. AdS & & S WdinghysQ &
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

A Often, 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 Nuddhis second major series of paintings)
IS itself a twesided 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
iIn some of themWesselmanrhangs one of his own paintings on
the wall. The paintings do become increasingly erotic, bordering or
the pornographic, but always complicated by the fact that he has
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A 2 S &3S fsiategy®@ficonfusing boundaries does three things:
first, it treats the work of high art as though it is part of popular
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female domain. The third thing that S a a S { sifategfyQéhieves
IS that it treats high art as though it is just another element of the
Interior desigmanother masgproduced, commercially available
product, and one which is part of the female domain, which, by the
1960s, may have been true.

A In many respects, his paintings, regardless of the visible subject,
replicates the social differences of popular and consumer culture. |
this is a fair description 6f S & & S t ¥ctiofis/aQ 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, Rober¥Venturi and Denise ScoiBrown,
Chestnut Hill, 1964

A At just about the same time thalesselmarwas painting his domestic
Interiors and great American nudes, Robéenturiwas speaking out
against what he identified as the reductive simplicity of modernism,
especially as modeled in the architectureMdiesvander Rohe with hIS
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and contradiction.

A Venturiargued against the universal glass box which seemed to be the
implication of high modernism in architecture, especially as prgmoted by

MlesouK)\aAYI-e S BSO|‘I,\I|;OfSAOdZU 0 KI i
Venturig I YU SR Iy | NOKAGSOUdzNBEY KS al J
LIZNB e aOZ2YLINEYAaAy3d NI UKSN UKFYy
AUNFAIKGF2NBI NRZ&é al YOAJdz2dza (NI UK
4 AYLISNREZYIf XS Go02NAYy3I Fa gStft |

ORATTAOMZ G dzyAlé& 2F AyOfdzaAzy NI U
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
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Venturi saysthat a house should be a house Sodid A. J Downing ¢ but
+ S Vv (I Hedisedodsnot really look like 5 2 ¢ y A WehtQradeliberately
exaggerateshe traditional signsof a house the gabledroof, the chimney,
the doorway with both a lintel and a curved molding Like2 S& 4 St Y|
Interiors. nothing is quite right: everything has been repositioned and
reality has been redefined as illusion, or vice versa But in both cases,
Wesselmarand Venturi, everythinglooksfamiliar becauseeverythinghas
beentakenfrom popularculture. Thisis a housewhich announcedo the
world that it isa housebut how doesit do this?
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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
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neither of them appear to be strong enough to actually
support the presumed weight of the roof
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the entrance way Is not on axis and we must actually turn
right to enter the house
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each facade
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room for the fireplace (see the plan and next picture)
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A TheVannaVenturihouse is true ta: S V' { loeléRti@agicomplexity
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:

A + Sy { uotdEr@as 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 hut the passibility of needing Inne assistance in the
FdzidzNBS KFR (2 06S OZ2yaA RSNBER® L
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, wheventurihimself
planned to live, which he did until a few months after his marriage
to Denise ScotBrown.
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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
OAadzd £ YSY2NE &2dz OFff dzJ 2F &2 Y8
you. The house makes references to the Low houdddiim Mead and
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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
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consistent aestheticyenturimixed materials, styles, and elements on the
Inside. Both on the inside and the outside, he was making a deliberate
statement about modernism and in partlcular he was respondingites
auldSYSyu GKIFU afSaa Aa Y2NWenturd @
has more in common with 6century mannerism than with modernism,
although the relationship is not one of reviving the look of another period.
Venturirevives the ide& an 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 Vegasd Learning from Levittown

A In 1972 Venturiand ScotiBrown began to formulate their thinking
about architecture in a book which asserted the belief that
O2NRAYI NeE€¢ fl yRaOlILISa KIFEIR | f 2
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 Vegabustrates their beliefs. Their model exists
In the billboards and signage, and a building, they say, can be a sig
aO52yl ftRQa KIFIa 06SO2YS 2yST t Al
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 pestar suburbs.

A But is this a condescending position? Or is it a position which
embraces the status quo when perhaps the status quo should be
changed?



LEVITTOWN

Common functional alterations made to Levittown ornaments bought in stores. The fact that
houses are conversions of garages and attics to residents' alterations in general reinforce the
living spaces. Most other alterations are decora~ styling of the house as acquired suggests that
tive and consist of the addition of masonry or many Levittowners are basically happy with thei
siding facades or the applique of house and yard houses despite what the critics say.
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Archigramand the Living City

A This is the work of a group of British artists associated with the British por
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 machirdsased scfi aesthetic
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well, and they should be as eas |Iy assembled and dissembled as the
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A 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
CKS dabMEdzAzyAGa GKSeé LI IFYyySR ¢g2dz R
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 wer:
drawing and writing in the 60s.)
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A 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 tRempidou Center,
Rogers and Piano, Paris, 1971

(see the next slide)

WRAALIX I éa GKS ylFaAz2y
WSElI 33SN)} GSa Y2
putting it on the outside
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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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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 wa
scenes were scenes dominated by male characters who are challenged, who mee
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
AU )\)fuz [)\OKusyauSAyQa LJI)\)fu)\YEIaCD |
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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A Girl with Hair Ribbon, 1965
A Eddie Diptych, 1962
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A The women are not given exterior voices; their interior thoughts fill the captions
and they are thoughts of setfoubt, stuttered and iIncompletely spoken. While it
is true that these scenes exist in the comics, they exist there in a larger context. Ir
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 tg_e ben-day dots, and calls attention to the representational role of the
medium.

A We can understand this in two ways, much as we did Wtsselmarand Venturi
within the comic book, the roles of women and men are conventionalized
F O0O2NRAYy3A (G2 &a20Alf SELISOGIGAZ2YAT HA
appear to be the cg)nstructed artifacts, constructed by the medium which
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because he focuses on style, he remains detached from the content. They find his
work to be a study in signage: signs of emaotion, 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 |
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. Butitis
about ttr)lle sign as something which is constructed, and if it is constructed, it is not
invariable.



A Comic book architecture?

A SITE, inc: Best store, Peeling Facade, and Be
store, Indeterminate Facade
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A These are influenced Byenturiin their understanding
of the building as a decorated shed.

Awt SSTAY3I FIFOFRSY wAOKYZ2Y
brick, but deliberately undermines the notion of a
building

A Yet we might attribute a more sophisticated narrative
02 {L¢9Qa Tl OFRSaY OGKIG |
capitalist base that allows it) is a form of oppression
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should at least question it.



TR
ARG s
BRI T

i



http://www.artstor.org/library/secure/ViewImages?id=8CJGczI9NzldLS1WEDhzTnkrX3kpf19+eyI=&source=ppt

A New Orleans: Piazzhitalia: Ext.
A 19769
A Charles Moore
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A UnlikeVenturi 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 oVenturi, both Venturiand Moore
approached architecture as being about the creation of
a stage set for fantasies.
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IS a series of cascading steps In concentric circles
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using all 5 orders and undermining them all
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