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Postmodernism — The Whites versus the Grays and Pop Architecture |l



Pop Architecture, or the Neo-Avant-garde in
Architecture:
Ant Farm, Archigram and Superstudio
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Ant Farm = Chip Lord, Hudson Marquez and Doug Michels









Ant Farm, Truck Stop Network, c.
1972






Ant Farm, House of the Century, c. 1972, in Angleton, TX
Ant Farm = Chip Lord, Hudson Marquez and Doug Michels









Ant Farm, Cadillac Ranch, Amarillo, Texas, 1974






Ant Farm, Media Burn, 1975



Ant Farm, Media Burn, 1975



Archigram, Living City, Conceptual
Architecture and Exhibition, 1961









Peter Cook of Archigram, Plungin City, 1964
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Walking City Ron Herron
of Archigram, 1964



David Green of Archigram, Living Pod, 1966






Michael Webb of Archigram, Drivein
Housing, 1972












Superstudio = Adolfo Natalini and Cristiano Toraldo di Francia, 1966 Florence ltaly



Superstudio, Continuous Monument, On the Rocky Coast, 1969









Pop Architecture and Postmodernism

Cynicism or a New Mode of Critique?



Robert Venturi, Vanna Venturi
House, Chestnut Hill, PA, 1961





















Robert Venturi, Guild House, Philadelphia, 1962






The End of Architectural
Modernism and the Beginning of
Sighage



Robert Venturi and
Denise Scott Brown,

Learning from Las Vegas,
1972












Venturi and Rauch, BILL-DING-BOARD
FOR THE NATIONAL FOOTBALL HALL OF

FAME IN NEW BRUNSWICK (UNBUILT),
1967






Site Projects Inc., Peeling Project, Richmond, VA, 1972
Site Projects Inc., Indeterminate Facade Showroom in the Almeda-Genoa Shopping
Center, Houston, TX, 1975



Site Projects Inc., Notch Showroom in the Arden Fair Shopping
Center, Sacramento, CA, 1977



Drawing by Robert Miller from “Learning from Levittown” studio, 1970
© Venturi, Scott Brown and Associates



Robert Venturi: "Signs of Life,” Renwick Gallery, Washington D.C. 1976






It is in the realm of architecture, however, that modifications in aesthetic production are most
dramatically visible, and that their theoretical problems have been most centrally raised and articulated; it
was indeed from architectural debates that my own conception of postmodernism — as it will be outlined in
the following pages — initially began to emerge. More decisively than in the other arts or media,
postmodernist positions in architecture have been inseparable from an implacable critique of architectural
high modernism and of Frank Lloyd Wright or the so-called international style (Le Corbusier, Mies, etc),
where formal criticism and analysis (of the high-modernist transformation of the building into a virtual
sculpture, or monumental “duck,” as Robert Venturi puts it), are at one with reconsiderations on the level of
urbanism and of the aesthetic institution. High modernism is thus credited with the destruction of the fabric
of the traditional city and its older neighbourhood culture (by way of the radical disjunction of the new
Utopian high-modernist building from its surrounding context), while the prophetic elitism and
authoritarianism of the modern movement are remorselessly identified in the imperious gesture of the
charismatic Master.

Postmodernism in architecture will then logically enough stage itself as a kind of aesthetic
populism, as the very title of Venturi’s influential manifesto, Learning from Las Vegas, suggests. However we
may ultimately wish to evaluate this populist rhetoric, it has at least the merit of drawing our attention to
one fundamental feature of all the postmodernisms enumerated above: namely, the effacement in them of
the older (essentially high-modernist) frontier between high culture and so-called mass or commercial
culture, and the emergence of new kinds of texts infused with the forms, categories, and contents of that
very culture industry so passionately denounced by all the ideologues of the modern, from Leavis and the
American New Criticism all the way to Adorno and the Frankfurt School. The postmodernisms have, in fact,
been fascinated precisely by this whole “degraded” landscape of schlock and kitsch, of TV series and
Reader’s Digest culture, of advertising and motels, of the late show and the grade-B Hollywood film, of so-
called paraliterature, with its airport paperback categories of the gothic and the romance, the popular
biography, the murder mystery, and the science fiction or fantasy novel: materials they no longer simply
“guote” as a Joyce or a Mahler might have done, but incorporate into their very substance.

Fredric Jameson, Postmodernism, or, The



Postmodern Architecture
Charles Jencks and the Destruction of
Pruitt-lgoe



Minoru Yamasaki, Pruitt-lgoe, St.
Louis, 1952-53, destroyed 1972






Five Architects
The “Whites” Colin Rowe



physique-flesh
morale-word

“As Colin Rowe has put it, in America after the war, a commitment to
the modern entailed a decision : should the architect adhere to the
physique-flesh or to the morale-word of modern architecture? Mainstream
practice chooses the physique-flesh; the neo-avant-garde signaled its

distance by foregrounding theory.”
Stan Allen



[Le Corbusier, Villa Savoye, Poissy, France, 1928]



Peter Eisenman, House Il, Lakeville, CT, 1969-70









Richard Meier, Weinstein House, Old
Westbury, New York, 1969-71






Richard Meier, Howard Rachofsky House, 1996









The Grays



Michael Graves, Portland Public Services Building,
Portland, OR, 1980-82



Charles Moore, Piazza d’Italia, New Orleans, LA, 1978






Postmodern Historicism
and
Consumer Capitalism



John Portman, Bonaventure Hotel, Los
Angeles, 1976









http://www.youtube.com/watch?v=hhyQOHES8mM




