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Architecture exists through human ex pe ri ence.  As the prod-
 uct of the relationship between a build ing and a person, ar-
 chi tec ture gains meaning when it is viewed and con tem plat ed 
by an in di vid u al moving through out a build ing.  Ar chi tec ture 
si mul ta neous ly engages the body and mind of one who ex-
 pe ri enc es it, and its intentions be come vis i ble through a con-
 tin u ous weav ing of mo tion through situations that con sti tute a 
place.  My thesis examines the interplay between architecture 
and human action.

Manifest in the following thesis are explorations of the in sti tu-
 tion of the mu se um.  From its earliest forms to its present day 
forms, the museum has un der gone many chang es due to a 
number of infl uences.  In this thesis I will look at the cultural 
dynamics that shape museums.  Specifi cally, my critique will 
be through the lens of its cultural history, my own culturally 
based observations, and through a design: the demonstra-
tion.

One objective of this thesis is to revive the idea of the museum 
as a place of the muses, where the muses inspire those peo-
 ple who ex pe ri ence the place.  I have selected Charles ton and 
its his tor ic setting for the project location of a Mu se um.  This is 
a place where one might par tic i pate in a journey of ini ti a tion, 
ed u ca tion, and cul ti va tion.  Through design, I demonstrate a 
museum, which aims to initiate and en cour ag e self-cul ti va tion 
by one’s experience of the ob jects in the museum and the 
space that surrounds the objects.  It is perhaps through a pe-
 rus al of objects con tained without authoritative concepts ap-
plied that one may ac quire knowl edge and become in spired.

Abstract

by, Irene E. Constantine

Architecture and the Inspiration of the Museum
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Invisible catalysts and heteroge-
neous ac tiv i ties act on both the 

body of the mu se um and the body 
of sediments resulting in an overall 

form.

How does a museum work, and what 
are the components essential to the 
ex pe ri ence of this place?

A comparison of the museum to a 
matrix being both a body and form 
which gath ers heterogeneity.

A museum is a place where 
trans for ma tions occur among the 
network of spaces that contain 
catalysts act ing on the body of the 
institution.

Inquiries on the idea 
Institution

How does an institution such as a museum work?   What are 
the es sen tial com po nents of this kind of institution, and what 
makes these com po nents essential to one’s experience of this 
place?  What should the museum be?  These are all different 
questions, but they are related through a method of inquiry 
manifest in this the sis.  These questions are re lat ed through 
the examples that follow.
 
The mu se um is a place where there is a space  that contains 
the re ac tions of in di vid u als.  It be comes a matrix, a network of 
in ter sec tions with space itself as a sur round ing substance, or 
body, con tain ing the thoughts and in spi ra tions of those who visit 
it.  These insights of the visitor are invisible reactions fomented 
by the cat a lysts acting on the body of the in sti tu tion and the 
mind of the human being. The museum’s implicit authority re-
acts with these cat a lysts resulting in a po ten tial trans for ma tion 
of one’s initial paradigms.   The catalysts are the elements of 
architecture that inform  and lead the visitor such as circulation, 
space, light, and material.  The result is a new substance or 
new idea formed by the visitor.   Ultimately, the loose collection 
of individual ideas can be solidifi ed in a thematic, uniform idea 
which the institution might promote.  This idea is inherent in 
all museum forms.
 
In one way, the museum acts as a matrix.  It is similar to a matrix 
in that it is a body and form that gathers heterogeneity.  The 
museum is a col lec tion of frag ments as well as a collection of 
reactions.  As architecture, the physical materials, form, light 
and sound make up that body.  The American Heritage College 
Dictionary defi nes a matrix as such: 

"(ma-triks) 1. A situation or sur round ing sub -
stance within which something else orig i nates, 
de vel ops is con tained. 2. The womb.  3. Anat.  
The formative cells or tissue of a fi n ger nail, 
toenail or tooth. 4. Geol.  a.  The solid mass 
in which a fossil or crystal is embedded.  b. 
The ground mass. 5. A mold or die.  6. The 
principle metal in an alloy, such as metal or 
steel. 7. A binding sub stance as the cement 
in concrete.  8. Math.  a. A rectangular array 
of numeric or algebraic quantities subject to 
math e mat i cal operations.  b. Comp. Science 

The network of in ter sec tions between input 
and out put leads in a computer, functioning as 
an en cod er or decoder.  10. Print. a. A mold 
used in stereotyping and de signed to receive 
positive im pres sions of type or illustrations 
from which metal plates can be cast." (838)

There is something quite common among all of these defi ni-
tions.  In each defi nition of matrix, there is an invisible catalyst 
acting on the body.  The body is comprised of many dif fer ent 
things; for example in geology, a matrix is a body of sediments.  
These sed i ments are tiny fragments of organic and inorganic 
material, which are carried and deposited by the forces of 
nature, i.e. wind or water, over time.  Within this arrangement 
lithifi cation and het er o ge neous ac tiv i ties occur, resulting in the 
overall form of the sediment.  Is it possible that the overall form 
of the museum is also a result of the heterogeneous ac tiv i ties 
contained within it?  In reading the following notation, one might 
draw several parallels between a matrix in ge ol o gy and in the 
form of a museum.

A similar process to lithifi cation occurs in the process of expe-
riencing a museum. 

1.lithifi cation:
A complex process whereby freshly deposited 
loose grains of sediment are converted into 
rock. Lithifi cation may oc cur at the time a 
sediment is deposited or later. Ce men ta tion 
is one of the main processes involved, par-
ticularly for sandstones and conglomerates. 
In addition, reactions take place with in a sedi-
ment between various minerals and between 
minerals and the fl uids trapped in the pores; 
these reactions, col lec tive ly termed authigen-
esis, may form new minerals or add to others 
already present in the sediment. Minerals may 
be dis solved and re dis trib ut ed into nodules 
and other con cre tions, and minerals in so lu -
tion entering the sed i ment from another area 
may be de pos it ed or may react with miner-
als already present. The sediment may be 
com pact ed by rearrangement of grains un der 
pressure, reducing pore space and driving out 
in ter sti tial liquid. (Britannica)

Lithifi cation is a process of trans-
formation where reactions occur in 
an interstitial space among various 

minerals that form new minerals.
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A fragment that is taken out of 
context becomes open to one's 
interpretation. There is no social or-
dering or authoritative explanation.

Image by the author.

The lithifi cation that occurs in the museum is also important to 
understanding the inner workings of the institution.  The modern 
day museum is an institution because of the underlying author-
ity, objectives, and teachings that the institution attempts to 
promote through a social order.  There is this governing body  
of people within the institution that works on the individual 
who visits the place seeking an understanding of history or 
an account of events that took place some time before.  The 
imposed, implicit interpretation is what makes the museum an 

authoritative in sti tu tion.  A mu se um con tains exhibits set forth 
by an individual or society with implicit objectives in order to as-
similate its visitors to its own values and cul tur al level through an 
invisible authority where one gains a sense of freedom through 
interpretation and understanding.  The loose con nec tions 
between dissimilar objects displayed are made by the visitor.  
The artifacts can be displayed in a seemingly logical manner 
with helpful and informative placards that describe the events 
or accounts of the history behind the artifact.  These descrip-
tions are authoritative, and are the outward and explicit display 
of the institution's right.  This is how one can gain knowledge 
of the history that the institution itself promotes.  Is this notion 
the exact opposite of what the museum should do?  Is it the 
opposite of the original and true inspirations and purpose of 
the fi rst museum?

One purpose of a museum, in a general sense, is to offer a visi-
tor the opportunity to gain knowledge.  The kind of knowledge 
can be con sid ered as purely empirical.  In the quest for such 
knowl edge,  it is pos si ble for an observer of this kind of activity 
to un der stand a sim ple form of the museum.  The evidence of a 
simple form is suggested by the ar range ment of ar ti facts with in 
a mu se um ex pos ing cer tain qual i ties and dis junc tions con tained 
with in it.  For example, some of the ear li est mu se ums were 
rooms or a series of rooms with objects and ar ti facts ar rayed 
through out the spaces.  The spaces may have been clas si fi ed 
into dis tinct and sep a rate categories.  Of these objects with in the 
spac es, some ob jects might have had prop er ties that en abled 
them to be placed into more than just one of the categories.  
This ar range ment offers the visitor multiple interpretations, for 
example, in de ter min ing if an ob ject’s sole con tri bu tion was to 
his to ry, science, folklore or some other category.

The multiplicity of taxonomic and classifi cation interpretations 
lead to disjunctions that are apparent in Gustave Flaubert’s 
novel Bouvard and Pècuchet.  Two Pa ri sian bach e lors, Bouvard 
and Pècuchet, when at a chance meet ing dis cov er that they 
are both copy clerks who are tired of the city life and their desk 
con fi ne ments.  In the novel, they decide to move to Normandy 
and begin farm ing.  Here, they “expect to meet head-on the 
reality that was de nied them in the half-life of their Pa ri sian 
offi ces.” (Crimp 51)   They soon fail at ag ri cul ture as well as 
arboriculture, and then decide upon garden ar chi tec ture.  To 
pre pare for each of their new pro fes sions, they consult various 
manuals and treatises, in which they were ex treme ly per plexed 

The museum is an institution 
because there is an authoritative 
underlying message con tained in 

an organized body of the mu se um.  
Here one is left to discern his or 

her own sense of pow er by one’s 
ability to interpret and react within 

a matrix.

The pur pose of the mu se um is to 
of fer the vis i tor the opportunity to 

gain empirical knowledge.  This is 
ac com plished by the ar range ment 

of objects. An ex am ple of this is un -
der stood through Flaubert’s nov el 

about two Pa ri sian bach e lors.

Contradictions are discovered 
in the factual resources of the 

museum.
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In a comparison to the library-
en cy clo pe dia, Donato argues that 
the series of heterogeneous activi-
ties is actually the bach e lors’ own 
private museum.

The bachelors story gives evidence 
of in ter pre ta tion in order to reveal  
the in sti tu tion’s authority.

Donato’s idea of the museum is 
enforced in several points.

In their need for taxonomy, much 
of  what the bachelors discover 
is a mass of con tra dic tion and 
unreliable knowledge.  They are 
left with empirical knowledge of the 
ar ti facts.

to fi nd con tra dic tions and mis in for ma tion of all kinds.  The ad-
vice they fi nd in them is either confusing or utterly in ap pli ca ble; 
theory and practice never co in cide. (Crimp 51)

Crimp notes that when they fi nally suc cumb to the fact that the 
knowl edge that they have relied upon is a mass of contradic-
tion, utterly hap haz ard and quite disjunct from the reality they 
had sought to con front, they revert to their initial task of copy-
ing.   In one of Flaubert’s sce nar i os at the end of the novel: 
‘they copy pa pers haphazardly…then they feel the need for 
taxonomy.  They make tables, antithetical oppositions…some-
times, however, they have real problems putting each thing in 
its proper place and suffer great anx i eties about it.  One of the 
bachelors says, “Ev ery thing is equal, the good and the evil.  
The farcical and the sublime- the beautiful and the ugly- the 
insignifi cant and the typical, they all be come the exhalation of 
the statistical.  There are nothing but facts- and phenomena.  
Final Bliss.” (Crimp 52)   

In the essay, “The Mu se um’s Furnace”, Eugenio Donato ar gues 
that the museum is an example of this series of heterogeneous 
ac tiv i ties.  Donato be lieves that Bouvard and Pècuchet, in 
their search for knowledge, have con sti tut ed their own pri vate 
museum.  It is the hu man ordering of the artifacts which help 
to reveal the dis junc tion of the authoritative classifi cation of 
artifacts.  In ob serv ing the activities of the two bachelors, one 
is able to observe a form of the museum.

Crimp describes Donato's rather interesting observations:
1. "It is through this museum that Bouvard and Pècuchet 

ques tion origin, causality, representation, and symboliza-
tion.

2. Each fi eld of knowledge reveals itself to be contradictory, 
un sys tem at ic, or sim ply unable to give an adequate rep -
re sen ta tion of the objects it is supposed to describe.

3. The novel is emblematic of the library-encyclopedia be-
cause of the meandering through all of the various refer-
entials. Textuality (what Kenner calls the frag men ta tion of 
all knowl edge into little pieces so arranged that they can 
be found one at a time, points only to the burlesque…of 
fi ction…the in com pe tence of fi ction which is endlessly ar-
ranging things).

4. The novel Bouvard and Pècuchet is constructed out of 
frag ments of other books; the book presupposes the library 
as its genetic memory.

5. The library imposes on the two bachelors the impossibility 
of reach ing its order. 

6. Their failure at writing history can be analyzed to show 
the gen er al ized failure of symbolization in reaching any 
sig ni fi ed beyond the open end play of signifi ers.  

7. Bouvard and Pècuchet do not recognize themselves, and 
they fail to account for the “bric-a-brac” within their “so-
called li brary”. Their efforts are undone by an unstable 
rep re sen ta tion al or symbolic system that they fail to un-
derstand or to recognize. There is an idea of an ordered 
spectacle of nature sup ple ment ed by an ordered lan guage 
that would describe the spectacle.  The ordered language 
is found on the labels of the objects." (Crimp 50)

In Donato’s comparison of Flaubert’s novel to the library, cer-
tain properties of the museum are revealed.  In the bachelors’ 
search for some truth, they are faced with frustration in the 
in abil i ty to at tain the truth be cause of all of the contradictions 
that are dis cov ered.  The mu se um, in this case, puts forward 
the po ten tial to make visible the implicit order of Nature and 
History, but has failed.  In the common, modern day, museum 
Donato's contradictions are paralleled; therefore,   is one able 
to attain the truth through the experience of the museum, and 
is one's own empirical knowledge derived from the interpreta-
tion of the objects collected?

This fail ure is seen through the example of the geologist’s  and 
ar che ol o gist’s tasks.  Both gather and reconstruct the entities 
out of fragments to which the frag ments be longed and then to 
arrange the frag ments into a se ries in order to reveal the his-
tory of the world.  To the ge ol o gist, the whole earth is another 
form of the museum leading to a ques tion:  Is the pur pose of 
the mu se um to gath er heterogeneous frag ments in order to 
piece to geth er some implicit order or History?
  
It is precisely the history which is unattainable.  A museum con-
tains fragments, and these artifacts present us with a symbol 
that some era other than ours existed once be fore us.  This 
becomes evidence of time and memory, but it seems im pos -
si ble to piece to geth er the ab so lute truth of that era through the 
remaining frag ments.  One is left to construe, from the artifacts, 
one’s own in ter pre ta tion and mean ing of what could have been 
in a time past.  There are questions of why, what, where, when, 
and how when faced with the artifacts in a mu se um never to 
fi nd the absolute truth of the story.  

The visitor of the museum is posed 
with many questions when faced 
with the frag ments of history; there-
fore, is the purpose of the museum 
to gather fragments in or der to 
piece together some implicit order 
or History?

It is by one's interpretation that  a 
truth through this interpretation is 
revealed.

The museum fails to make visible 
the im plic it order of Nature and 
History.
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The Goddess of Memory allows 
one to remember oneself, recog-
nize others, and recognize causes 
and effects.

The labyrinth is a form of museum 
and matrix.

How is it that someone acquires knowl edge through the kind of 
in sti tu tion such as the museum?  Is the knowl edge one obtains 
merely pertinent to one’s own construct, and is the purpose 
of this institution to provide the visitor with an absolute truth?  
Is the mental construing and ar range ment of one’s memory 
dur ing the ex pe ri ence of the architecture important to gaining 
knowl edge?

A study of Greek mythology has played an important role in 
clarifying the ques tions posed.  One myth is the story of King 
Minos and the lab y rinth (con struct ed to contain the minotaur). 
Theseus was sent into the labyrinth to kill the minotaur, and he 
was given a piece of string by his lover, Ariadne, to lay down as 
he walked through the lab y rinth.  The string, a ma te ri al rep re-
 sen ta tion of mem o ry, al lowed Theseus to focus on a par tic u lar 
goal of being in the labyrinth, which was to kill the minotaur with-
out having to worry about getting out of the lab y rinth, there fore 
never having to learn the intricate pas sage ways of the walls.   
The string was a designated, authoritative path representing 
a prescribed memory; therefore, one could conclude that the 
spacial experience of the labyrinth was perhaps less meaningful 
due to Theseus' lack of mental participation.  This important 
story leads to an inquiry of memory.  Theseus was given a 
mem o ry from Ariadne and never had to mentally construct the 
space, which contained him.  Is this what hap pens when one 
does not feel the need to re mem ber some thing?  If one does 
not ac ti vate one’s memory, is it pos si ble for an experience to 
be meaningful?

“…if you had no mem o ry you could 
not even re mem ber that you ever did en joy 
plea sure, and no rec ol lec tion what ev er of 
present pleasure could remain with you…” 
[Socrates to Protarchus, Plato, Philebus 
21c] (Parada)

In this example, the labyrinth is another form of the museum 
and a type of matrix- a matrix that is a container and collection 
of human reactions.  In order for one to attain knowledge, one 
must form concepts and relationships and have the ability to re-
member them.  Through the mental construction of architectural 
space, is it possible to remember, and throughout the process 

Myth, Memory and 
Museum

What is necessary to one gaining 
knowl edge from artifacts presented 
by the in sti tu tion of the museum?

The myth of King Minos and the 
labyrinth is a model for understand-
ing initial inquires of the importance 
of memory and consciousness of 
one’s surroundings.

of remembering, is it possible for one to gain wisdom?  

In Greek Mythology, the study of Mnemosyne, the Goddess of 
Memory, is useful in the previous inquiries in the role memory 
plays in one’s experience of a place and wheth er or not the 
experience is meaningful.  According to mythology, the myth i cal 
God dess of Mem o ry, Mnemosyne gave, above all else, mor tals 
the pow er to re mem ber. 

In his article "Mnemosyne", Carlos Parada explains the essence 
of this goddess and her contribution to society.  "This Titaness 
of beautiful hair discovered the uses of the power of reason, 
and gave a designation to every object, which is of the utmost 

The Greek Goddess Mnemosyne 
in mythology contributes to an 

un der stand ing of memory because 
of her power of reason, designation 

of all objects, and the survival of 
stories in societies.

Collage by the author.
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importance, since without names very little could be expressed, 
and mortals would not be able to hold conversations with each 
other. But above all, she made available to them the power to 
remember."  (Parada 2) Another important point he makes is 
that "she owns all tales, and these could not exist without her 
power, since each narrating word would vanish without leaving 
a trace as soon as it appears if Memory would not preserve 
them." (Parada 2)  Our preserved history is due to our preserved 
collective memory.  

Parada also notes that it is especially apparent in illiterate cul-
tures that history is conveyed orally and not in a written form, 
"for such communities, being immersed in what is called oral 
tradition, never commit anything to writing, and rely on minstrels 
and others like them, who know everything by heart. However, 
neither society nor individuals, whether literate or not, could 
survive without Memory." (Parada 2)  

This Goddess of Memory also organizes time in one's mind. 
"Now, if Memory would allow him to recognize himself and other 
people as well as objects around him, but nothing else, then he 
would still have no idea about how things are connected to each 
other, and he would ignore causes and effects, not being able 
to distinguish between 'before' and 'after'. For even if Time may 
be assumed to corrode Memory, she is Time's best organizer. 
But there is no Time for the mind that cannot remember.  This 
is why Mnemosyne is a great goddess, not only in the illiterate 
era when mistrals sang relying on what they found printed in 
their hearts, but at all times. For the mere act of being could 
not be apprehended without her; and man, in order to be, must 
be able to remember that he is, lest his very identity vanishes 
behind the clouds of inexplicable confusion. And once he re-
members who he is, he still needs Memory in order to acquire 
and practise any science, art, or skill. For also knowledge is 
inseparable from Memory, by which all things that are and have 
been may be learned and recalled." (Parada 2)

"But others, concerned about the individual or internal memory 
of man, feared that the written letters could promote forgetful-
ness." (Parada 3)  Letters, the story goes, were invented by the 
Egyptian god Theuth, who also invented numbers, arithmetic, 
geometry, astronomy, draughts, and dice. Theuth came to 
Thamus--the god who then ruled Egypt--, and showing him 
his new inventions, suggested that they should be taught to all 
Egyptians. Thamus commented in detail the different sciences 

Knowledge is inseparable from 
memory, and man needs to 
remember that he is, and he also 
needs it to learn a practice of art, 
skill, or science.

The goddess of memory owns all 
tales.

Oral traditions through memory 
preserve the tales of history,

Memory organizes time.

Written letters promote forgetfull-
ness.

that had been invented by Theuth. Later, when they discussed 
the letters, Theuth presented them thus:

"This invention, O king, will make the Egyp-
tians wiser and will improve their memories; 
for it is an elixir of memory and wisdom that I 
have discovered." [Plato, Phaedrus 274e]

But since he who judges and he who produces seldom are of 
the same opinion, Thamus answered: 

"This invention will produce forgetfulness in the 
minds of those who learn to use it, because 
they will not practice their memory. Their trust 
in writing, produced by external characters 
which are no part of themselves, will discour-
age the use of their own memory within them. 
You have invented an elixir not of memory, but 
of reminding; and you offer your pupils the ap-
pearance of wisdom, not true wisdom, for they 
will read many things without instruction and 
will therefore seem to know many things, when 
they are for the most part ignorant and hard to 
get along with, since they are not wise, but only 
appear wise." [Plato, Phaedrus 275b]

Consequently, un der stand ing past events, also known as His-
tory, is also evoked by Mnemosyne.  With this in mind, it is 
imperative to ask:  Is it important for one’s memory to be invoked 
during the experience of a museum?  How can ar chi tec ture 
contribute to this act of remembering?  Can ar chi tec ture foster 
an ex pe ri ence of learn ing which contributes to the re al iza tion 
of one’s iden ti ty?

When applying this analogy and use of memory to an experi-
ence in architecture, particularly the museum, the memory 
of the individual is critical in gaining knowledge through this 
experience.  If letters are written to describe each artifact and 
prescribe a doctrine providing a historical account, then one 
may never really retain that information.  If space is allotted in 
the architecture and one's travel through space extends time 
between the objects, then one's memory is more invoked.  
With this experience, then the architecture, or catalyst, makes 
it more possible to gain true knowledge. 

Memory of the individual is critical 
in gaining knowledge through 

experience.
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If one has the pre-set string that is laid out representing an-
other one's pre-thought memory like Theseus was given in 
the labyrinth, perhaps in a prescribed path or tour through a 
museum, then one may not be an active participant, therefore 
not being able to acquire the potential knowledge that is avail-
able through the person's experience.   What one might acquire 
(and only for a short period of time) is a false, fl eeting wisdom.  
Knowledge that is not retained will not allow the experience 
to become part of the person's overall being.  In effect, when 
one's memory is invoked, and one is an active participant in 
the experience, then the process becomes more meaningful, 
with a greater contribution to one's identity; which would not 
vanish, but become more clear with each new memory and 
experience.

The act of remembering is very important to the human’s way 
of being as seen through Mnemosyne literally called Memory.  
“In antiquity Memory was also seen as a sacred, cosmic power, 
the faculty through which we “recollect” the primary realities of 
uni ver sal and human nature. That is why the Greeks referred 
to truth as aletheia, which means, literally, ‘not forgetting.’” 
(Fideler)  What does it mean to “recollect” ?  Is it one’s way 
of acquiring some truth and knowledge even if the truth may 
be known only to that individual?  Through this kind of mak-
ing or mental construct, one be gins to know that something 
is true, true to oneself solely through one’s own ex pe ri ence.  
It is through a kind of mental toil that one can know.  It is not 
through an authoritative means to acquiring knowledge; true 
knowl edge is not given by some one else, but found by the one 
in search of it.   I believe this is self discovered knowl edge, 
even if existing autonomously only to oneself, is the kind of 
knowl edge that inspires one to learn and gain futher under-
standing of the world.

The active participant has a more 
meaningful experience.

The act of remembering becomes 
the act of making a mental con-
struct that leads to knowledge.
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According to mythology, Mnemosyne, after being with Zeus 
for nine nights gave birth to the nine muses.  Tiktein is to give 
birth, tektein to build, and techne a letting appear. (McEwen 
55)  In this sense, Memory (along with Zeus) permits the nine 
muses to appear.  The nine muses were named Kleio (History), 
Euterpe (Lyric Poetry), Thaleia (Comedy), Melpompomene 
(Tradgedy), Terpsichore (Lyric Poetry and Dance), Erato 
(Erotic Po et ry), Polymnia (Storytelling), Ourania (Astronomy), 
and Kalliope (Heroic Epic and Eloquence).  Each muse is a 
goddess of inspiration who presides over the sciences, arts, 
and humanities.  

The words “music” and “museum” are derived from the Greek 
word muse.  "A museum or mouseion is a 'place of the muses.' 
This is a place where the goddesses are invoked and the arts 
are cultivated."  (Fideler 3)  The muses would inspire the artists 
to write poetry, play music, or dance among other arts.  "The 
muses can be invoked anywhere, although particular groves 
and mountains were sacred to them.  According to my thol o gy, 
Olympos, Helikon and Parrassos were the homes of the mus es; 
Hesiod describes a symbol of the world mountain where the 
nine muses re side.  According to Hesiod, the muses were “all 
of one mind” spin ning about the peak of the cosmic mountain 
as nine voices united in one song: "There are bright danc ing 
places and beautiful homes, and beside them the Graces and 
Desires live in De light.  And  through their lips a lovely voice 
sings the laws of all and the goodly ways of the im mor tals, ut-
tering their lovely voice". (Fideler 4) This cosmic moun tain is a 
polar axial symbol denoting the leveled hi er ar chy of being, and 
it is located at the center of the world.  Humans ascend from 
depths of corrupting infl uence to a higher altitude.  (Fideler 4) 

At fi rst this journey appears very diffi cult; it tests one’s endur-
ance. Then as one ascends, the jour ney be comes eas i er, and 
the at mo sphere is transformed; it becomes clearer, trans lu cent, 
im preg nat ed with light."  (Fideler 4)  In Hesiod’s Theogony, he 
states that “on the topmost part of Helikon the muses  hold their 
encircling danc es, beautiful and charm ing, tripping lightly on 
their feet.  De scend ing from this height, their bodies hidden in 
dense air, through the dark ness of the night, they pass in lovely 
song.” (Hesiod and Frazer 23)  

Muses of One Voice

Mnemosyne gave birth to the nine 
muses, the goddesses of inspira-
tion.

The place of the muses is where 
the arts are cultivated, where 
humans attain higher truth.

As the muses inspire man up 
the cosmic mountain, his journey 
becomes more enlightening.

One is guided by the inspiring muses at the pole or polis, which 
is the central axis about which all things revolve.  It is here that 
one joins in with the muses in circling the pole of culture.  This 
mythological mountain, or the home of the muses, is analogous 
to the museum- also a place for the muses.  

"Polis" is derived from a suffi xed form of "kwel"; the Indo-Euro-
pean root kwel means to “revolve, move around sojourn, dwell.  
Its basic form gives rise to the Latin colere, to till, cultivate, and 
in hab it, from which are derived the words col o ny, cult, cultivate, 
and culture. This same form of kwel- gives rise to the Greek 
telos, “completion of a cycle,” which also means con sum ma -
tion, perfection, end, and result, while teleos means perfect and 
complete, and is the root of the word initiation (telete). Other 
suffi xed forms of kwel- stand be hind the Old English word for 
wheel and the Greek word kuklos, which means circle and 
cycle. Yet another suffi xed form of kwel- is the source of the 
Greek world polos or pole, the cen tral axis of a sphere around 
which all things revolve. (Fideler 5)

I believe this mythological and etymological link can inform 
our concept of the form of the museum.  As one inhabits this 
place of the muses, one is led by their inspiration and telling 
of things.   Through this initiation, the muses lead one on the 
path to authentic learning.  A kind of cultivation where one is 
transformed from the experience.  The spiraling and encircling 
that ensues from the experience is what promotes  a clearer 
learning experience and an awakening and inspiration of the 
spirit. 

As Hesiod states in Theogony, line 38, that there is a smooth-
ness of the sounds that fl ow from the many voices. To empha-
size that the muses speak in one voice, another translation of 

The museum is the home for the 
muses.

The cycles of being cultivate our 
ascention toward truth.

Allowing the muses to inspire 
promotes authentic learning.

Musas dançando com Apolo Baldassare Peruzzi
This image is in the public domain because its copyright has expired.
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Theogony verse 38 reads, 

“The Muses who as they sing their song to 
Zeus father give joy to his wonderful mind on 
Olympos, as they reveal what is and what will 
be what was before, voices harmonious.  A 
single sweet tone melodiously, easily fl ows 
from their lips, and the house of their father 
Zeus the lord thunderer shimmers with joy at 
the piercing sweet sound of their voices every-
where scattered.”  (Hesiod and Frazer 24)  

It is also important to note that in line 64, “near them (the 
muses) the Graces and Himeros (Desires) dwell in bountiful 
feasting while they, the Muses, dancing and singing with lovely 
voices, glorify the special empowerments and characteristics 
of all immortals, hymning their praises in lovely song.” (Hesiod 
and Frazer 26)
  
As one is led by the muses in spi ra tion and motivic song is it 
possible that one might become diverted from his own troubles?  
This question reveals the inspiration engendered by the muses' 
song.  One is drawn into this place, and it is possible to make 
a connection with the word amuse from muser, one who stares 
stupidly.  One is drawn in this place to receive gifts from the 
muses: as line 96 of Theogony reads, 

“Blessed is the man that the Muses love; sweet 
song fl ows from his mouth.  A man may have 
some fresh grief which to mourn, and sorrow 
may have left him no more tears, but if a singer, 
a servant of the Muses, sings the glories of 
ancient men and hymns the blessed gods who 
dwell on Olympos, the heavy hearted man 
soon shakes off his dark mood, and forgetful-
ness soothes his grief, for this gift of the gods 
diverts his mind.”  

As one inhabits (colere) the museum, one is inspired by the 
objects there.  This bec omes a spiritual journey of initiation, cul-
tivation, and education.  This is a cyclical process of cultivation.  
The root word kwel, mentioned previously, suggests that both 
culture and personal cultivation encompass a cyclical dimen-
sion.  The word en cy clo pe dia means “in the cycle of learning” 
and is derived from the Greek word encyclicus meaning circular 

The voices of the muses combine 
into one song.

The gift of the muses is a diversion 
from the mundane.

The museum inspires the journey 
of self cultivation and education.

and paideia meaning education.  This kind of education, which 
forms a cyclical process of cultivation, is a more authentic path 
of initiation extending pos si bly for a lifetime. (Fideler 5)

The design of a museum is a demonstration that initiates this 
kind of ed u ca tion.  As another institution for learning, the mu-
seum incorporates self-cultivation through the objects in the 
museum, and it is perhaps through a perusal of these objects 
that one may acquire knowledge.  It is not only through an 
assimilation of information, technique, or method that one 
acquires such an esoteric knowledge.  It becomes more of a 
cyclical process of initiation invoked by the Muses, and knowl-
edge becomes the award based on the efforts of the individual.  
It is the act of dwelling among the spaces in the place of the 
muses that one must experience.  In “Building, Dwelling, Think-
ing”, Martin Heidegger suggests that “The nature of building is 
letting dwell.  Building accomplishes its nature in the raising of 
locations by the joining of their spaces. Only if we are capable 
of dwelling, only then can we build.” (Heidegger 160) To build, 
as in the Greek "techne", Heidegger says, as solely a letting 
appear, which brings something made, as something present 
among the things that are already present. (Heidegger 159) 
One must then dwell with the Muses and draw nearer to the 
un der stand ing of one’s own being.

The museum voyage provides a 
cycle of thinking to occur, integrat-
ing each object into the hierarchy 

of knowledge.

By dwelling in the museum, the 
muses may inspire the understand-

ing  of one's self

Photograph taken by the author.
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The museum has taken many forms from the earliest museum 
of Alexandria to the exhibitions of the twenty fi rst century.  This 
evolution is important to understand, and an awareness of early 
examples and present day intentions provides a premise for a 
critique of this institution.

During the Renaissance, and even earlier, col lec tions of valu -
ables were housed in elaborately decorated cabinets.  These 
collections included a plenitude of the variety of nat u ral and 
man-made objects in one place, and could be char ac ter ized 
as the world represented in a  microcosm con tained in a single 
room or space.  In early times this cabinet was re strict ed to the 
eyes and hands of royalty, and it endowed the individual with 
the em pow er ment of knowing this microcosm or "world".  The 
cabinet provided a pri vate space for the display and en joy ment 
of valued objects as well as a place in which one's curiosity 
might be tempted, and therefore, it was referred to as a "cabinet 
of cu ri os i ties”. 

The word "curiosity" is a refl ection of one’s pas sion ate de sire 
to know.  The desirability to any selected object lies in its 
ability to relate to a known and acceptable narrative or story 
to its viewer. Susan Crane notes in Museums and Memory 
that, “The cu ri os i ty to its cabinet domain is a char ac ter is tic of 
the in tel lec tu al who has brought it, the object or the emotion, 
with him.”  (68)  It is very clear from this notion that one must 
come with the will and intention to know something.  Common 
curiosity appeals to the external senses.  "Intellectual curios-
ity is when one takes a delight in clever inventions…But not 
to ignore the curiosity which belongs in cabinets: here again it 
is intellectual curiosity…that awakens refl ection; re fl ec tion in 
turn produces discerned truths, that these show a pre vi ous ly 
unknown and di verse use of things.” (Crane 68)  Perhaps it 
is common cu ri os i ty that provokes one to come to a mu se um 
even in the smallest form.  It is the curiosity of an in tel lec tu al 
that requires more than a common curiosity’s re spon sive ness; 
it involves individual study.

As the idea of the historical cabinets of curiosities expanded 
after the Renaissance, col lec tions included many kinds of ob-
jects, often unrelated.  The viewer was often left to rearrange 
the objects, or begin to order them and to make a relationship 

Examples of early museums 
provide a premise for the critique of 
the museum.

One of the earliest forms of the mu-
seum is the cabinet of curiosities 
which represented a microcosm 
of the world contained in a single 
room or space.

Intellectual curiosity refl ects one’s 
passionate desire to know, and this 
attribute is characteristic of visitors 
among museums in their smallest 
forms.

Intellectual curiosity awakens 
refl ection and produces discerned 
truths.

The objects of a collection are at-
tached to a narrative.

Individual as Subject and a 
Critique of the Modern Day 
Mu se um

Ole Worm's cabinet of curiosities, from Mu-
seum Wormianum, 1655.

Original source from: Smithsonian Museum, 
This image is in the public domain because 

its copyright has expired.
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between the ob jects.  Some collections included ar ti facts spe-
cifi c to a par tic u lar city, which in fact bound the cabinet to the 
narrative of that place with the objective that once one perused 
through these ob jects, one might begin to know something of 
the place in which they originated. 

By arranging the objects, the visitor becomes an active par tic i-
 pant with the ob jects.  Every object, as an authentic one, carries 
its own role in constructing and remembering the narrative.  
For example the German word for remembering ("erinnerung")  
lit er al ly means “fi ll ing-in”.  The memory pro cess of engaging 
with historically sig nifi   cant, or au then tic, objects is crit i cal for 
this kind of ex pe ri ence, and perhaps it is better understood with 
"erinnerung".  Through this act of arranging, one is si mul ta ne-
ous ly remembering and “fi ll ing in” the narrative of the col lec tion.  
A play occurs between the participant and the ob jects which 
will be covered in following paragraphs.  Is it possible that the 
constructs which develop at this point in one’s experience 
con trib ute to the entire meaning of the experience?

Many times, the cabinet was visited by others only in the pres-
ence of the owner, which was perhaps the fi rst guided museum 
tour.  This kind of guid ed experience, surveyed in the presence 
of its owner,  was quite different from that of the owner himself 
who had much more freedom with each object.  But as collec-
tions increased, so did the num ber of people curious to see 
them.  As a result, the complex of exhibits was made.  

The form of the museum changed drastically in order to pro-
vide a different form of surveillance over the precious objects 
displayed. Tony Bennett, in The Birth of the Museum, says, 
“Relations of space and vision are organized not merely to al-
low clear in spec tions of ob jects ex hib it ed but also to allow for 
the visitors to be objects of each oth er’s inspection- scenes in 
which, if not a citizenry, then certainly a public displayed itself 
to itself in an affi rmative cel e bra tion of its own orderliness in 
architectural contexts which si mul ta neous ly guar an teed and 
produced that or der li ness.” (Bennett 52) 

This orderliness be came a great concern when opening rare 
collections to the public.  There was a desire to transform the 
public from a lower to higher class by in ter min gling various 
classes of people.  By stimulating a rise of the middle class 
in di vid u als from a lower class,  the experiance of the objects 
increased a desire to know.  Perhaps the lower class individuals 

The museum becomes a more 
orderly place by the uprising of the 
middle class, and there is a need 
for surveillance over the visitors.

A narrative is revealed by one’s 
perusal of the objects contained.

The form of the museum trans-
gresses from a private experience 
,to a guided experience, and even-
tually to an exhibitory complex.

The museum serves a two-fold 
purpose not only displaying objects 
for inspectors but also displaying 
the public for inspection.

Does one’s “fi lling in” of the narra-
tive contribute to a greater meaning 
of the experience?

could not only learn from objects dis played, but they might also 
become aware of their own behavior after ob serv ing behaviors 
of a higher class among this orderly place.  There be came a 
simultaneous ordering of people and objects in this in sti tu tion, 
and this change into a self regulating form had a dra mat ic effect 
on the evolution of museums, expositions and art galleries.  The 
spaces became more open, and they expanded from the one 
room collections to a complex of many exhibit rooms whose 
central, public space had the purpose of surveillance of the 
public viewing the spec ta cle.    

There is power of public display, common to both the institution 
of a museum and an asylum.  Michel Foucault, in his study of 
the asylum, points out in ter est ing parallels between the asylum 
and the museum. (Bennett 64)  In the asylum this power of 
surveillance by a higher power lay in the form of confi nement 
where the person’s body becomes both a spectacle and an 
example of something not to be.  In this way of en coun ter ing 
these subjects, one may learn how not to behave and experi-
ence the con se quenc es made visible on this scaffold of con-
fi nement.  Here is a distinct separation between the spec ta tor 
and the spectacle.  

In part, this notion of sur veil lance began inhibiting the mu se um-
goer of this time and subjecting him to the higher authoritative 
power of the institution.  This development was moving far ther 
away from the early form: cu ri os i ties invoked by the earlier 
cabinets, which en abled a much more individual ex pe ri ence 
and less of a regulated one.  By the very context of others, and 
the place that gathered these people, it was thought to provoke 
an interiorizing gaze, and a refl ection of one’s own being.  The 
in sti tu tion made the power visible to the people, and “yet ide al ly 
they sought also to allow the people to know and thence reg u-
 late themselves; to become in seeing themselves from the side 
of pow er both the subjects and objects of knowl edge, knowing 
pow er and what power knows, and knowing themselves as 
(ide al ly) known by power, interiorizing its gaze as a principle of 
self-surveillance and, hence, self –regulation.” (Bennett 63)  

There is a two-fold phenomena here by the notion of self-
surveillance.  One is a dis ad van tage of not having a more 
in di vid u al experience with objects.  The other is an advantage 
of being able to determine sig nifi   cant social dif fer enc es from 
ob serv ing other subjects in hope for another kind of individual 
transformation.  The surveillance aspect of the museum is 

Surveillance provokes the interior-
izing gaze of an individual and 

provides a self regulation power.

If a visitor is a mere spectator, he is 
part of an audience body resulting 

in a less meaningful experience 
and a decrease in one’s opportu-

nity to gain knowledge.

A comparison between the institu-
tion of an asylum and a museum 
reveal the power of surveillance 

where the visitor becomes a 
spectacle.
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im por tant to the refl ection of the self and others, which is em-
bodied by one’s mind as well as physical movement.

Having a series of refl ections is a principle idea that con trib utes 
greatly to the effectiveness of the museum as an in sti tu tion of 
learning.  The role of the spectator also contributes to his un-
derstanding of the world around him.  The choice of the word 
“spectator” is im por tant because in earlier times this word was 
used commonly to refer to the museum-dweller.  I believe the 
use of this word im plies that the museum-dweller comes to 
the museum to watch, to be part of an audience, and to be 
distanced from the works con tained.  Earlier, perhaps as mere 
spec ta tor, one would come expecting to receive information 
from the institution.  More over, one might acquire knowledge 
by participation in lieu of be ing a simple member of the audi-
ence body.  By being only part of the audience body, does this 
decrease the opportunity for one to gain knowledge and insight 
to the objects presented?  Can a more individual and personal 
experience give way to acquiring more knowledge?  How can 
the form of the museum architecturally con trib ute to this kind 
of individuality, self refl ection, and med i ta tion? Perhaps the 
chance to be more individual is delivered by the experience of 
the museum depending on its form.  

My critique and culturally based observations of the modern-
day museum stem from the  idea that a museum is public 
space which seems to idealize the individual, but in fact works 
to subject the individual, through the objects on display, to 
conformity within the public space.  The stan dard iza tion of the 
modern day museum with its practices of silence, absence of 
chatting, ham pered mobility because of crowds moving forward 
and so-on, con trib utes to creating a distance which is placed 
between the visitor and the work of art or artifact.  Precious 
archives are perhaps hidden in the cav erns of the place and 
un touch able by the public.  In addition, there are pre-ordained 
spatial con fi g u ra tions and cir cu la tion, an authoritative tax on o my 
of artifacts that stifl e a vis i tor’s freedom of access.  There seems 
to be noth ing between the work of art and the visitor, nothing to 
conciliate a re la tion ship that could foster learning.  There ex ists 
com mon ly the isolation of works on bare backgrounds in hopes 
to individualize the works but in turn the space idolizes them, 
often times displacing the viewer from the object.  

Is it possible, through the entire experience of the place and 
en com pass ing many of one’s senses, that the dis tance that 

The standardization of the modern-
day museum and the idolizing of 
objects on display contribute to 
a neutralization between an indi-
vidual and a work.

The arrangement of atifacts in 
the modern day museum work to 
neutralize the visitor

The notion of discovery during 
the experience of a museum can 

perhaps breach any neutraliza-
tion between the visitors and the 

objects.

Without space between the objects, 
the objects have more collective 

features than individual.

neu tral iz es the visitor can be breached?  The notion of both 
pub lic and private behavior in the museum em pha siz es the no-
tion of neutralizing the individual in a two-fold manner.  Didlier 
Maleuvre explains, “The public arena is where the in di vid u al 
is asked to be ex treme ly repressive of public expression of 
the self, of publicness; and the private sphere is where the 
in di vid u al is free to be have openly with his or her en vi ron ment, 
that is, to behave publicly… to be an expressive public subject 
has been transformed into the obligation to be private about 
it.  In di vid u al i ty is the tacit acceptance of doing away with any 
demonstration of individuality”. (Maleurve 104)  Are modern-
day mu se ums of our times keep ing people “pri vate” and quiet 
about their museum experience?  How could architecture 
en able one to over come the stan dard iza tions set forth by the 
curators and museum authorities, in order to en list in a pri vate 
experience that can also be public?  Or, could this notion of 
private be demonstrated if only by one’s own self-re fl ec tion and 
un der stand ing of something?  

Perhaps the neu tral iza tion of the visitor begins with the neu tral-
 iza tion of the art works as mentioned previously by vast areas 
with blank back grounds.  Af ter reviewing the earlier cab i net of 
cu ri os i ties which led to the clutter-like walls of later museums, 
we know that this kind of display offered to the viewer the 
pos si bil i ty for one to sin gle out an artifact amidst many others, 
discovering a piece that might have sig nifi   cance to one alone.  
Has this nature of discovering been lost in the mod ern-day 
museum where things are placed with such a pi ous aura around 
the work?  What is there to be dis cov ered? Maleurve says that 
the viewer’s reception of the work is a stan dard ized and styl-
 ized attitude to which he is forced to con form.  (Maleurve 105)  
Can the museum offer the visitor the possibility of this kind of 
discovery?  Does experiencing discovery and the el e ments of 
sur prise and an tic i pa tion spark one’s curiosity in turn pro vok ing 
desire to know?

Perception plays an important role in the effectiveness of the 
nar ra tive ma chin ery of a museum.  As in the cabinet of cu ri os i-
 ties there was an op por tu ni ty to arrange the objects, and by 
having all of the objects in a small space, it was easier to dif-
 fer en ti ate specifi city among like objects in a collection.  With out 
much space separating the objects, they worked more closely 
as a col lec tion than as in di vid u al pieces.  In Andy Warhol’s 
screen printed paintings, the works are bound closely to the 
collection of others belonging to a series.  It is the beauty of 

Public behavior of individuals de-
tracts from the museum experience 
and suppresses individual thought.
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Play occurs by participants , and 
stagecraft is used to give character 
to each space where participants 
play.

his work that embraces multiplicity and invites the view er to 
participate in the dif fer en ti a tion of each fragment of the series.  
Some bodies of work are ef fec tive in this manner as a collec-
tion, but can there be value in the separation of a series, or 
a collection that belongs together?  Can the interstitial space 
itself act as a cat a lyst for contemplation to occur?  

The interstitial space that binds two or more artifacts together 
forms the setting for meditation and contemplation.  This is also 
the space in a matrix where new reactions form. It is with this 
space that one might be able to refl ect on what one experienced 
prior, a time for one’s memory to be activated. Oth er wise, how 
does a dis play keep from being only information with out sum -
mon ing the use of one's memory?  If all items of a collection 
are displayed in one case where a person can easily browse 
the entire collection at a glance, this kind of per cep tion is very 
different than the kind where a small amount of space occurs 
between  each object.  This sep a rates the objects of a col lec tion 
into a variation of events, and the amount of space trav eled by 
a person controls an amount of time associated with the event.  
How can the space which sep a rates events contribute to one’s 
discovery and understanding?

By participating in the events, I am suggesting a kind of play 
to be carried out by the visitors.  Hans-Georg Gadamer writes 
spe cifi   cal ly on this matter in Truth and Method, and he says 
that “the experience of art and thus the question of the mode of 
being of the work of art that must be the object of our examina-
tion…the work of art has its true being in the fact that it be comes 
an ex pe ri ence that changes the person who experiences it.” 
(Godamer 102)   Gadamer suggests that players are not the 
subjects of play.  In stead, play reaches presentation through 
the players, and the work itself exists only in being played. 

Earlier, I have critiqued the modern-day museum for space 
around objects as sist ing in neutralizing and distancing a visitor 
from the learning potential set up by the artifacts’ arrangement.  
With the idea of discovery along with play and par tic i pa tion of 
the in di vid u al, I am suggesting some advantages to having the 
space.  It is not only the space but also the setting of the space 
that leads to un der stand ing the character of a space.  The 
construction of ar chi tec ture (both interior and exterior) makes 
up the setting of a place.  By a construing of the construction 
present, it is possible to gain some further insight and aware-
 ness of the place, with a direct refl ection of self and one’s own 

One’s perception of a collection 
displayed as a series together has 
different characteristics than a 
collection that maintains a space 
between the objects.

Space between objects is used not 
only to bind objects as a collec-
tion but also serves as a space for 
meditation and refl ection.

A work of art exists by one’s partici-
pation in play.

The stagecraft makes situations 
and focuses events in for objects to 
become liberated from any authori-

tative meanings.

thoughts at its fullest po ten tial.  

Making a setting, in this sense, is analogous to the stage craft 
in which a par tic u lar act might occur.  There is the stage or 
platform. There are props, and these props often determine the 
nature of the act to be performed.  The props some times serve 
as cues to the performers during various parts of an act.  There 
are situations that confront the actor, and one’s discovery of 
the con di tions of the situation is vital to the performance of the 
narrative.  Does the stagecraft work to become a constructed 
frame and con text around the objects?  Does the frame work 
to extract it from its context and focus the conditions of the 
event?  Walter Benjamin in Il lu mi na tions says, “This discovery 
(alienation) of con di tions takes place through the interruption 
of happenings.” (Benjamin 150)  Can the objects placed in 
a museum become as Manfredo Tafuri says, “lib er at ed from 
tra di tion al bonds, set free for new interpretations, lib er at ed 
as prob lem at ic im ag es stimulating us to wonder about their 
mean ing”? (Frascari 75)

 An example of this kind of interruption can be seen in Modeste 
Musorgsky’s  "Pic tures at an Exhibition".  "Pictures at an Ex-
hibition" is a collection of short piano pieces, that Musorgsky 
com posed as a ‘re lax ation’ from his work on operas. In this 
com po si tion, he composed a series dedicated to his friend, 
architect Victor Hartman.   Musorgsky attended a memorial 
dedicated to his dear friend Victor Hartman where many of 
Hartman’s draw ings were dis played in various situations.  Many 
of the draw ings show noth ing typ i cal of an architect.  “They are 
live ly, elegant sketch es of a genre-painter, the majority depicting 
scenes, characters and fi gures out of ev ery day life captured 
in the mid dle of ev ery thing going on around them.” (Russ 16)  
Musorgsky was drawn into many of the details of the works, 
and he be came inspired to compose Pictures.  

The struc ture of the mu si cal score is like that of an art ex hi bi tion.  
The style of the composer can be seen in the structure of the 
musical score.  In some sense, "Pictures at an Ex hi bi tion" is a 
cyclic com po si tion because of the returns and trans for ma tions 
of the Prom e nade theme. (Russ 33)  The prom e nade theme 
recurs in dif fer ent psychological sit u a tions.  As these pieces 
progress the Promenades get fewer, and after Promenade 
5, become part of the pictures.  Thus, by one’s recognition 
the Prom e nade theme, which represents Musorgsky himself, 
dem on strates that by the end Musorgsky has been drawn into 

Musorgsky composes Pictures at 
an exhibition dedicated to his archi-

tect friend Victor Hartman

The viewer is brought inside.
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the pic tures and is no longer view ing them from outside.  In 
the last part of the score, there are traces of the promenade’s 
full integration as part of the picture.  

The sit u a tions or events present in the theme also symbol-
ize and make reference to certain political affairs during that 
time that ex ist ed in the context of Russia.  This context works 
to frame particular views that were shared es pe cial ly by 
Musorgsky and Hartman.  An example of this can be heard 
in the sixth sit u a tion of Pictures called “Samual Goldenberg 
and Schmuÿle”.  During the 19th cen tu ry Poland was under 
Russian control, which created an atmosphere of mistrust 
and ha tred existed between the Othodox Russians and the 
Cath o lic and Jewish Poles, Poles often treated as fi g ures of 
fun. (Russ 43)

In the portrait drawn by Hartman and exhibited, the rich Jew 
wears a com fort able fur skullcap, the symbol of his religion. The 
poor Jew only has a trilby, placed on top of his worldly posses-
sions. One stares out with con fi  dence and de ter mi na tion as if 
posing; the other is captured in a attitude of hope less ness and 
dejection.  Musorgsky is able through his music to mimic this 
character.  For example, Musorgsky has no cen tral char ac ter, 
but he builds the pictures in sep a rate and dis tinct im ag es rec-
ognizable by the au di ence especially during the time and place 
it was written.  The plot of the piece di rect ly involves Musorgsky 
with him eventually becoming part of the pictures.  There is an 
implicit order con tained by "Pic tures at an Ex hi bi tion", and the 
order is open for interpretation by all participants in its per for-
 mance.    The events of the structure are presented by motifs 
of Musorgsky’s theme.  Musorgsky builds separate situations or 
events bound to geth er by the interrupting promenade themes.  
This in ter rup tion helps to make the subject visible, where each 
becomes a refl ection and sometimes vari a tion of the theme.  

It is in fact the focus on particular details of Hartman’s draw ings 
which draw in Musorgsky.  The details become the props that 
in spire the sit u a tions in "Pictures at an Exhibition".  By ex pe-
 ri enc ing this piece of music, the structure becomes ap par ent 
over time, and the promenade serves as a in ter rup tion of sorts 
either mimicking the segment previously heard or as a pre lude 
to the segment to come; This allows the listener to either re-
fl ect or anticipate the various segments.  The prom e nade also 
serves as a motif, which varies throughout the theme, awaiting 
recognition from the au di ence.  It is during the last piece that 

The cyclic structure of the musical 
score is described by the situations 
separated by a promenade theme.

The interruption works as a space 
that engages one in transformation.  

The spaces are bound together by 
a thematic design inherent by the 
variations of motifs and accents.

a counterpoint occurs where the prom e nade becomes part of 
the fi nal piece in a harmonic blend of the two.  The prom e nade 
acts as the accent with particles linked to them, and the modu-
lation of these accents shape and evolve into its full thematic 
form.  “Thematic connections can be trac es in the design of 
this work especially in the web of its sec ond ary voic es.  Only by 
comprehending this fact in all its com plex i ty can a con cep tion 
of the composer’s full intentions be gained.” (Reti 43)

The situation is an event that exists in a specifi c time and space.  
Usually, several events make a situation.  Situations focus 
events.  I am in a sit u a tion when I walk into a place or when I 
walk through one or when my walk suggests the pas sage of 
time. Actions hap pen in space.  In turn, they defi ne that very 
space. As actions and movements occur, they set their own 
spatial limits. For this rea son, they not only happen in space, 
but also are enclosed by the given space.  The space takes on 
shape as the action unfolds.  The props, which sur round the 
visitor, be come catalysts for one to ac quire knowl edge; for one 
to actively and si mul ta neous ly engage one’s body and mind 
upon the situation.  Frascari notes in Mon sters of Architecture, 
“Ar chi tec ture can be understood as a built rep re sen ta tion of the 
changes in the con struct ed context, an en vi ron ment of signs.  
It is a use of the irrational for relocation ar chi tec ture within the 
theme: mak ing visible the invisible.  It works with a plurality of 
meanings that are the results of the physical and the mental 
weaving of heterogeneous sub stanc es in the con struct ed en-
 vi ron ment.  Such meanings amount to a physical con struc tion 
of knowledge.” (Frascari 90)

In conclusion of this section, it is critical to point out the im por-
 tance of a visitor to the museum to become the subject of the 
museum instead of the objects on display as the sole sub ject.  
It is possible that one might gain knowledge by a more relaxed 
ap proach to the institution instead of be com ing a neu tral ized by 
the artifacts and the manner in which they are ap proached.  One 
might gain this relaxed approach by a method of play.  Perhaps 
in this state of mind, one might become en gaged in the mode 
of being of the work of art or artifact through one’s own self 
representation and transformation.  The critique of the modern-
day museum orig i nates from these objectives, and points out 
various obstacles that prevent a more educational experience 
from the institution of learn ing that we call the museum.

The situations often refer to certain 
political affairs, and this context 
helps the character of the situation.

The visitor as subject has the po-
tential to gain more knowledge.
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Museum:
A Demonstration

The thesis, as stated in the previous four essays, will be dem-
onstrated through the following design project.  The project's 
objective is to design a museum unlike that of the modern day 
museum where one is guided through the spaces and unlike 
a museum where the subject of the museum becomes the 
object through surveillance.

The site of the museum is in Charleston, S.C. on the penin-
sula's eastern front river.  The museum complex is comprised 
of many fragments that make up the whole experience.  Each 
part of the building houses a different artifact or series of ar-
tifacts not necessarily related to the other artifacts contained.  
This disjuncture between the artifacts will leave the connectiv-
ity up to the reader. 

The artifacts include the existing facade of the Bennett Rice 
Mill, a historic fragment of architecture that remains stand-
ing currently on the site.   Another artifact is the Boehm fl ute 
collection.  This is a series of fl utes that have been gathered 
to show the evolution and development of the instrument.  
Lastly, there is the Hunley Confederate submarine that was 
exhumed from the nearby ocean fl oor and restored.  

Each artifact is placed in one of the buildings on the site, and 
the visitor is free to explore the labyrinth-like atmosphere  
without direction from a curator.  The architecture becomes 
the matrix, a collection of heterogeneous objects within the 
homogenous body.  The architecture of the place  is designed 
to promote self cultivation and a learning through memory and 
thinking.  In an effort to let the artifacts independently inspire 
the visitor, there are not supplemental displays or placards of 
information that line the exhibits.  There is no rational order-
ing of the objects; yet through the ordering that is performed 
by the visitor, the visitor may attain knowledge much like the 
concept of the original or mythological museum.
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site facing southfacade

The peninsula of 
Charleston,  South Carolina

A collage by the author

A fragment of the Bennett 
Rice Mill will remain.  An 

engaging experience of the 
fragment is more powerful 
than the experience of the 
photograph as part of an 

exhibit.  The river that once 
fl owed around the three 

sides of the mill is no longer 
evident at the  current site.  
Now the land is fi lled with 

soil and the evidence of that 
truth is no longer known. 

Making visible an implicit order of history

A fragment out of context

Bennett Rice Mill

A collage by the author
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The site is a container of 
activities.  It gathers artifacts 
both old and new.  The mu-
seum complex is anchored 
in place by one of the exist-
ing fragments, the Bennett 

Rice Mill facade.
Bennett Rice Mill

A collage by the author
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A matrix gathers hetero-
geneity.  This collection of 
tiles is also an example of 
a  museum that contains 

fragments of a larger whole.  
These fragments were once 
part of a history that can no 
longer be attained.  Now it 
is through the play of the 

visitor that some other truth 
can be revealed. 
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This form of play has 
infl uenced the overall form 
of the museum complex.  

The complex is comprised 
of many fragments of the 

whole; there are individual 
buildings that hold the indi-

vidual artifacts.

Bennett Rice Mill

Photos by the author
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A labyrinth of buildings 
within the museum complex 

sets the stage for aware-
ness and interaction of 
the visitor.  The exterior 

walls are homogenous and 
contain the artifacts of the 

museum.

Image by the author

Interstitial space

A place for refl ection

Encircling

Awareness

Truth

Image by the author
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facadeplaza fl utes

homogeneity is 
evident among 
the materials of 

the matrix;
repetition of 

materials enforce 
the labyrinth37 Site Section

submarine

the visitor is not 
the object; the 
visitor encircles 

the object

canal

38All drawings by the author
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Site Plan

museum complex

All drawings by the author
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facade

plaza

fl utes

Enlarged Site Plan

canal    

submarine

All drawings by the author
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administration/ facilities

ground fl oor
demonstration area

fi rst fl oor
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oe
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 fl 
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view 1

view 2

view 3

individual rooms 
promote indi-

vidual interaction, 
without surveil-

lance

the demonstra-
tion area pro-

vides an alternate 
experience of the 

same object

space between 
rooms and ob-

jects invoke one's 
memory to retain 

differences in 
details between 

the series

a fl ute is played 
and the tones 

resonate through-
out the building

galleries
second fl oor

galleries
third fl oor All drawings by the author
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view 2

view 3

view 1

Images by the author

view 1

view 2

view 3

the circulation 
platforms provide 
a place for refl ec-
tion between the 

objects

Floor Plan

All drawings by the author
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view from the cir-
culation platform

a design motif of the viewing window 
from the platform promotes the 

theme of the fl ute collection in the 
architectural elements

a view from the 
demonstration 

area below

Images by the author

display room

circulation platform

demonstration area

repetition 
promotes  the 
use of memory 

and encourages 
learning 

multiple viewing 
possibilities form 
repetition when 

experiencing the 
objects

Plan

Section

All drawings by the author
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the demonstration room

Images by the author  the circulation platform Image by the author
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administration/ facilities

ground fl oor
holding room of submarine

fi rst fl oor

individual viewing 
platforms pro-
mote individual 

interaction, with-
out surveillance

the circulation 
platform has 

portals that con-
tain   the details 
of the submarine 
in isolated views 
removed from the 
original context

multiple experi-
ences with the 
object through 
the design of 

the architecture 
promote a higher 

level of under-
standing

the metal panel 
walls resonante 
sounds that are 

similar to sounds  
inside the interior 
of the metal sub-

marine
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overlook platforms 
second fl oor

overlook platforms
 

third fl oor All drawings by the author
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encircling the 
objects helps to 
make visible that 
which was previ-

ously invisible

Images by the author
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viewing platform

circulation platform

Plan

Section

holding room

repetition 
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use of memory 

and encourages 
learning 

multiple viewing 
possibilities form 
repetition when 

experiencing the 
objects

All drawings by the author



57 58

steel superstruc ture

glass curtain wall

wood panel enclosure

glass walk way

wood plat form

dem on stra tion area

precast concrete pan els

metal stud wall

wood panel enclosure

precast concrete pan els

laminated glass

steel channel
steel ribs
steel structure

space of platform
bottom of wood en clo sure

viewing space

All drawings by the author
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steel frame

steel frame

wood enclosure

precast concrete panels

glass walkways

glass curtain wall

ground fl oor

fi rst fl oor

second fl oor

third fl oor

All drawings by the author
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Conclusion

Museums should be institutions that promote self cultivation 
through the individual's independent inspiration drawn from 
experience of and refl ection on objects presented in a way 
that is open to interpretation, not as an authoritative lecture 
that deprives one the use of one's own mental faculties.

The architecture of this inspiring institution should create a 
space suitable for examination of the artifacts and an allow-
ance of time for refl ection on the signifi cance of those ob-
jects.

One individual's insight and thought is as valid as any other's; 
often the authorities and experts contradict each other and 
themselves.  By allowing each his own interpretation, the so-
cial world is opened to new ideas, theories, and modes of 
understanding

The human mind, through conceptualization, hierarchy of 
knowledge, and memory, allows man to interpret his world ob-
jectively and judge its values subjectively.  By creating a place 
that permits the muses to act on individuals with minimal in-
terference, we allow the visitors of the space the freedom of 
thought that is necessitated by their humanity.  

Removing the placards from the objects, awakens the imagi-
nation and the memory.  Each spectator must use  his hu-
man gifts of mind to gain understanding; for it is only by self 
initiation that one learns of the world.  With the passage from 
one exhibit to another, the cycle of learning encourages one 
to integrate what he has just experienced into his hierarchy 
of knowledge.  As the experience is integrated into the hier-
archy of knowledge, it advances one's understanding of his 
world and himself as he metaphorically ascends the cosmic 
mountain.v
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