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INTRODDCTION 

This program contains the guidellnes for the design of 

a museum of contemporary sculpture. The design is located 

in Santa Fe, New Mexico, where the museum will function as 

a sculptural work of art that houses sculptural works of 

art. 

The primary ambition is to achieve a museum of sculp-

tural design that Is excitlng to experience, and enhances 

the attention of the users. 

The goals of this design are to: 

• stimulate the creative senses of all users by 

maximizlng human awareness 

• design In harmony with the natural environment 

• blend wlth the distinctive atmosphere of Santa Fe 

• cover all pertlnent issues relating to the 

development of the design. 



RACKGRODND STDDIES 

The Begln ilng: 

Art Museums as we know them were born of eighteenth-

century enthusiasm for an enlightened cltizenry and bred In 

the nineteenth century's earnest, often solemn, respecta-

bility. Even the most august public museums in Europe 

bring barely two hundred years of tradition to this last 

quarter of the twentleth century. American museums, the 

oldest just a century old, most half that age or younger, 

are only now examining the shape of their own history (New-

som and Silver, p. 13). 

The prototype to this "modern" art museum would prob-

ably be the Louvre. The Louvre was revolutionary in its 

collectlon of great masterpieces as well as its arrange-

ments. The exhibits were arranged according to historical 

principles and were designed to serve the public. 

The design for a museum of contemporary sculpture 

should take what was learned In the past, integrate that 

knowledge with what is known today, and create a museum of 

futuristic appeal while preserving age old charm. 

Education: [45] 

The American Art Museums since their establishment 

have undertaken educational programs. In 1872, the Met-

ropolitan Museum in New York offered a series of lectures 

to adults just two years after the founding, and the Boston 

Museum of Fine Arts permltted adult classes to be taught in 

some of their unused rooms In 1876. The idea of the museum 

as a place of education has been so strong that some Amerl-

can museums set up their education programs before build-

ings were built and collections collected. The Cleveland 

Museum began its educatlon programs in 1915, a full year 

before the museum opened. 



There has been much shifting of attitudes toward art 

and education [45]. The result has been that an idea that 

surfaces in one decade may languish in the next only to 

reappear several decades later in new form or In another 

part of the country, or even in some other institution. 

These are a few, if not all, of ttíe ideas that have influ-

enced art museums as educators (p. 13). 

Santa Fe: [4] 

Founded in 1610 by Don Pedro de Peralta, third gover-

nor of the "Kingdom of New Mexico," to serve as his capi-

tal, Santa Fe was officially named Villa Real de la Santa 

Fe de San Francisco de Asis (Royal City of the Holy Faith 

of St. Francis of Asslsi). The city developed around a 

central plaza and along irrlgation ditches, which still 

lead from the river. It quickly became the center of Span-

ish exploration and Franciscan missionary work. Evacuated 

in 1680 after the Pueblo Indian Revolt, it was retaken in 

1692 by Don Diego de Vargas, an event commemorated by the 

annual Santa Fe Fiesta. 

During the 18th century, Santa Fe conducted a trade in 

sheep, wool, and pelts, chlefly with Chihuahua, New Mexico, 

and the Plains Indians. It also served as the administra-

tive, military, and ecclesiastical headquarters of a vast, 

sparsely populated Spanish colonial frontier province. 

U.S. interest in the area was aroused by the report of Lt. 

Zebulon M. Pike, who was Imprisoned there during his explo-

ration of the Southwest In 1806 (Encyclopedia Britainnica). 

After Mexican independence (1821), a brisk wagon-train com-

merce developed over the Santa Fe Trail between Indepen-

dence, Missouri and Santa Fe. During the Mexican War the 

city was occupled (1846) by U.S. forces under General 

Stephen Watts Kearny. An English-language newspaper was 

published there In 1847, and New Mexico was formally ceded 
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to the U.S. in 1848. In 1851 Santa Fe became the capital 

of the Territory of New Mexico and, in 1912, of the State. 

John B. Lamy was appointed (1851) first bishop of the 

Santa Fe diocese (archdiocese from 1875). Through his ef-

forts schools were founded and a hospital built. In 1862 

the city was occupled for two weeks by Confederate forces 

under Gen. H. H. Sibley. The railroad arrived in 1880 and 

there were brief mining booms in the nearby mountains; but 

the clty essentially remained a trading center for ranch-

ers, farmers, and Indians. 

Location of federal and territorial, then-state 

offices in Santa Fe served to insure the community's con-

tinued growth and prosperity. New Mexico's designation as 

the 47th State in 1912 saw Santa Fe designated as the site 

of the State Capitol. 

Construction in the early 1940' s of the Los Alamos 

Scientific Laboratory for atomic research, 35 miles north-

west, brought new economlc vitality to the area. By that 

tlme tourism was the second largest source of income, ex-

ceeded only by govemment payrolls (Encyclopedia Britain-

nica). 

Traditional Spanish-Pueblo Indian architecture, 

threatened by urban expansion, has been protected since 

1958 by zoning ordinance. The 17th-century chapel of San 

Miguel, also known as the oldest church (rebuilt In 1710, 

restored 1955), and the Cathedral of St. Francis, built by 

Lamy in 1869, are architectural landmarks. 

With a large Spanish-American population, the city is 

the cultural capltal of the Southwest. The city is built 

on the site of a prehistoric Tiwa Indian pueblo, and arch-

aeological research is conducted in the surrounding Indian 

territory. The Museum of New Mexico occupies five build-

ings: the Museum of International Folk Art, the Laboratory 

of Anthropology, the Hall of Ethnology, the Flne Arts 
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Museum, and the Palace of the Governors. The Museum of 

NavahoCeremonial Art Is privately endowed. The College of 

Santa Fe (formerly St. Michael's) was founded in 1859, and 

St. John's College was opened in 1964. The U.S. Indian 

School and the New Mexico School for the Deaf are also in 

the city. 

Santa Fe is a regional headquarters for the National 

Park Service and headquarters for the Santa Fe National 

Forest (immediately east). Bandelier National Monument is 

44 miles northwest of the city located at 35° 42'N, 105° 

57'W. Population is 50,000 (Encyclopedia Britainnica). 
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ISSDES 

Studying anything out of context gives false impres-

sions and inaccurate insights. Just as a sentence taken 

from a paragraph in a book cannot be fully understood, ar-

chitecture cannot be understood without an understanding of 

its environment. The following issues attempt to put this 

museum in context of the ISSDES (Cramer, 1987). 

13 



Ooe; PLANET EÂRTH 

Earth's ability to support life sets it apart from 

other planets in this solar system. 

Unlike other planets known to man, earth is an inhab-

ited one. Life is abundant and varied, ranging from the 

smallest single organism to the largest whale. 

This large variety of life lives on a surface of great 

variety as well. The Earth's landforms include the peaks 

of the Himalayas, the Great Plains of North America, the 

desert sands of the Sahara and the waters of the Pacific. 

Both life and landscape are constantly changing. Man 

progresses through life at light speed compared to the 

changes taking place In landforms. In contrast, the life 

span of some organisms is much shorter than man's. 

A scientist can, in forty years, ob-
serve four hundred generations of mice, 
while he has in the same span of time 
seen only two generations of his own 
kind (Hall, p. 7). 

Therefore: 

Preserve a high quality of life for all var-

ieties of life and enforce this preservation 

through human awareness; thereby promoting life's 

enrichments. 

Through enforclng the preservation of the 

natural environment [5] allows future human life 

[ 2] the opportunity to enjoy the beauty of earth 

that we sometlmes take for granted. 
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Two; HDMAN LIFE 

Though humans have been given charge over life on the 

planet Earth [1], they do not always manage the resources 

in a responsible manner. 

Every persons life consists of needs. Biological re-

quirements, such as sleep, food, drink, clothing, shelter, 

etc, are necessary for human survival. These were termed 

by Abraham Maslow as "deficiency needs" in his Hierarchy 

and Needs. 

Once these threshold needs have been met, personal 

needs can be attended to. The satisfaction of these needs 

is subjective, having no direct relationship to material 

resources. 

All activities with which we undertake to satisfy our 

personal and threshold needs can be categorized into two 

major categories: compulsory activities which satisfy 

physiological needs and optional activities which promote 

happiness (Cramer, 1987). 

Therefore: 

The activities which fulfill threshold needs 

should be implemented along with ample opportun-

ities for activities which leads to happiness. 

Threshold needs [3] must be satisfied before one can 

truly pursue happiness. 
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Three; THRESHOLD NEEDS 

Without the satisfaction of threshold needs, the con-

tinuance of human life [2] would cease. 

Threshold needs include freedom from hunger, poverty, 

sickness, illiteracy, and undue fear about the impact of 

the hazards of life (such as accidents, personal attack, 

war, burglary, fire, natural disasters, toxic and hazardous 

substances). 

There are two types of actlvities which serve to sat-

isfy these needs; they include: (1) biologically necessary 

activities such as sleeping, eating, drinking, elimination, 

cleansing, exercising, etc, (2) work activities which are 

necessary for obtaining biologlcal needs such as food, 

drink, clothing and shelter (Cramer, 1987). 

Therefore: 

Develop the areas in which activities will 

be carried out, satisfying threshold needs. 

The planet Earth [ 1 ] has provided for human life [ 2 ] 

ample supplies for the satisfaction of threshold needs [3]. 
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Four; SANTA FE 

Santa Fe is located in the Rio Grande Valley in the 

north central section of New Mexico. The city is situated 

on the rolling foothills of the Sangreole Cristo Mountains, 

which rise to the east to peak well above 10,000 feet. 

Westward the rolling terrain slopes downward to the Rio 

Grande some 20 miles away. The high mountain range to the 

east protects the city from much of the cold artic air that 

moves down over the eastern plains in the winter. 

The geographic variety of Santa Fe is complemented by 

the blending of Spanish, Indian, and Anglo cultures, with a 

retention of old world charm. 

The city of Santa Fe is approximately 6,999 feet above 

sea level, based upon a United States Geodetic Survey. 

Santa Fe County's elevation ranges from approximately 6,400 

feet to 7,700 feet above sea level. Mountain ranges tra-

versing the county rise to approximately 14,000 feet or 

more. 

Santa Fe County land area is 1,902 square miles with 

U.S. highways 84 and 285 from the North, U.S. 85 connecting 

to 1-25 from the southwest, U.S. 87, 85, 285 connecting 

with 1-25 from the southeast (Polk, pp. XII-XIV). 

Therefore: 

The design should blend in with the distinc-

tive atmosphere of Santa Fe; becoming a distinc-

tive landmark which attracts the people of Santa 

Fe as well as people abroad. 

Due to the beauty of the- natural environment [5] of 

Santa Fe, all efforts should be placed on the preservation 

of the site (Figure 2). 
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Figure 2. Santa Fe State Capitol (R.L. Polk, Santa Fe 
City Directory, 1981, R.L. Polk & Co., Publishers). 
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Flve; NATDRAL ENRICHMENTS 

Blessed with an ideal climate [10] which combines a 

bright summer sun with the crisp mountain air of a 7,000-

foot altitude, Santa Fe finds itself host to thousands upon 

thousands of summer visitors. Proximity of picturesque In-

dian pueblos, lofty mountain forests and bubbling trout 

streams; the blending of Spanish, Indian and Anglo cul-

tures; retention of old world charm and a distinctive 

"atmosphere," all Santa Fe's own—help to establish the 

City Different as a mecca for tourists from throughout the 

world. 

Therefore: 

The design should become a major tourist 

attraction and should therefore aid Santa Fe's 

economy [18]. 
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Slx: TOPOGRAPHY 

The Land of Santa Fe [4] County constitutes, or may be 

characterized, as mountainous. The major portion of the 

county is traversed by mountain ranges though portions of 

the region range generally undulating in the valleys to 

rugged terrain. These include the Songre de Cristo Moun-

tains, the Ortiz Mountains to the southeast, the Sandias to 

the south, and the Jemez Range to the west. Contrary to 

popular opinion, Santa Fe is not in the desert (Polk, pp. 

137, 187). 

Therefore: 

The design should be one that compliments 

the site's rugged terrain. 

Vegetation [9] and wildlife [8] should be invited or 

integrated into permitted areas of the design (interior 

courts) (Figure 3). 
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Figure 3. Map of Site Showing Contours 
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Seven; VIEWS 

The design will be placed on a site with an elevation 

of 7,888 feet, overlooking to the northwest, the city 

center of Santa Fe. To the north, the site looks down into 

the Aztec Spring. To the east of the site, stands the 

Atalaya Mountain. To the south of the site is the Santa Fe 

National Forest which climbs to an elevation of 8,989 feet 

at some peaks. 

Therefore: 

Take advantage of the view surrounding the 

site and cause the design to accent the views, 

not hinder them. 

Santa Fe [4] and the surrounding area provide ample 

opportunities for the design to spark human awareness of 

the natural environment [5] (Figure 4). 
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Figure 4. Map showing views from proposed site 
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Eight; WILDLIFE 

There is a wide array of wildlife in Santa Fe. The 

wildlife includes bluejays, wood rats, bears, bison and 

antelope (Parsons, p. 18). As with the vegetation, some 

forms of wildlife should be inviteíi Into interior/exterior 

courts of the design. 

Therefore; 

Since wildlife depend on vegetation [9] for 

shelter and food, integrate vegetation into the 

design and allow the wildlife to follow. 
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Nlne; VEGETATION 

There are three types of vegetation found in Santa 

Fe: grassland, shrub, and forest. The grass is of the 

short semi-desert type when found in the lowlands of the 

taller mountains and meadow type i i the higher elevations. 

The shrubs consist mainly of sagebrush, salt-bush, grease 

wood, catclaw, rabbit-brush, and creosote. Forests in 

Santa Fe are mainly composed of pinion and juniper; 

however, in the higher elevations, ponderosa pine, spruce, 

fir, and aspen can be found (Parsons, p. 18). 

Therefore; 

Preserve the variety of vegetation that 

flourishes on and around the site. Make use of 

the natural vegetation and do not introduce any 

new form of vegetation. 

Wildlife [8] is Invited onto the site when vegetation 

[9] is allowed to grow near the design Figure 5). 
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ASSOCIATIONS ANO LIFE ZONES " 

rilCHE&T POINT IN STATC 

TYPICAL PLANTS 

l3,l5Hr.— 

ALPINE TUNORA 

(ARCTIC-ALPINE ZONE) 

— I i . 5 0 0 f t . - I 2 , 5 0 0 f » 

SPRUCE-FIR 

ASSOCIATION 

ICANAOIAN-HUDSON ZONE) 

S.OOOfl - 9 . 0 0 0 1 1 

YELLOW PINE 

ASSOCIATION 

(TRANSITION ZONE) 

7 , 0 0 0 f l . - 8 . 0 0 0 ( 1 . 

PINYON-JUNIPER 

ASSOCIATION 

(UPPER PORTION OF 

UPPER SONORAN ZONE) 

— 6 . 0 0 0 f l - 6 . 5 0 0 f l 

MIXEO GRASSLAND 

ASSOCIATION 

(LOWER PORTION OF 

UPPER SONORAN ZONE) 

4 . 0 0 0 f t . - 5 . 0 0 0 f l 

DESERT PLAINS 

ASSOCIATION 

(LOWER SONORAN ZONE) 

Figure 5. Associatlons and life zones (Parsons, p. 20) 
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Ten: CLIMATE 

Santa Fe [4] has a semi-arid continental climate. 

Summer: 

At an elevation of 7,000 feet, summers are cool and 

pleasant. In midsummer, the high temperature is normally 

in the low 80's, with an average of only seven days a year 

when the maximum temperature reaches 90°. Summer nights 

are cool, with the temperature usually falling to the mid-

50's before morning. 

Winters: 

Winters are crisp, clear and sunny. Because of the 

predominantly clear winter weather, there is considerable 

daytime warming, with shade temperatures normally reaching 

the low 40 *s at midday. Winter nights are usually cold, 

for the temperature falls below the freezing mark most 

nights from early November to mid-April, and below-zero 

readings can be expected about every other year. 

General: 

The sun shines in Santa Fe 75% of the possible hours, 

with this percentage fairly constant throughout the year. 

February and July, with 69% of possible sunshine, show the 

least sunny weather; June and October, with 80% of possible 

sunshine, are the sunniest months. 

The average number of days between killing frost is 

164 days. The normal period of frost begins in mid-October 

and ends in mid-May. 

Relative humidity: 50% 

Average annual rainfall 1.14 inches 

Average annual snowfall 31.7 inches 
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Prevailing winds: 

directions southwest 

Velocity: 

Average 7 miles per hour 

High 25 miles per hour 

(Polk, p. XIV). 

Therefore: 

The design should take advantage of the cool 

summers, allowing for ample open spaces, breeze 

ways, etc The design should also take advantage 

of the "considerable daytime warming" of the win-

ters with appropriate southem exposures, allow-

ing for the use of solar energy. 

The design should enhance human life [2] by the way 

that It relates with the climate of Santa Fe [4]. 
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Eleven; GEOLOGY AND SOILS 

Surface soils to depths of approximately two fee 

consist of clay sands with a slightly organic content 

From two to between six and 13 feet, the soils ar« 

generally silty sands. A layer of deon sand is encounterei 

below the silty sand and extends to depths of 13 to 2< 

feet. The remalning soils to the full depths o: 

approximately 25 feet are silty sands or sandy silts. Soi' 

moisture contents are low to moderate (Santa Fe County Soi 

Survey). 

Therefore; 

To reduce settlement potentials and increase 

bearing pressures, all foundations should bear on 

engineered fill. 
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Twelve; BDILDING REGDIATIONS 

The design should be within regulation of the Santa Fe 

General Plan and Development Code, and any other 

restrictions required by the area. 

Local Building Requirements: 

1) Access to all non-home occupation commercial uses 

should be from a paved road. 

2) All commercial establishments should have adequate 

off-street parking areas with safe ingress and 

egress. No on-street parking should be allowed in the 

vicinity of a commercial establishment. Parking areas 

should be screened as much as possible from public 

view. 

3) The size, number and character of signs should be 

regulated in accordance with standards established by 

the Santa Fe General Plan and Development Code 

(SFGPDC). Flashing or neon signs should be 

discouraged, and off-propoerty signs pprohibited 

(Santa Fe County, pp. A16-A17. 

Therefore; 

The design should conform to the regulations 

of the SFGPDC. 
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Thlrteen; ELECTELEC POWER 

Domestic, coimnercial and industrial power are fur-

nished by Public Service Company of New Mexico. Facilities 

of this privately-owned company are part of an integrated 

system which is interconnected with an operating power 

pool. This pool is composed of electric installations of 

the Public Service Company of New Mexico, El Paso Electric 

Company, Community Public Service Company, together with 

the Bureau of Reclamation. Each of these companies con-

tributes to and draws from this pool under their respective 

contracts, adding both capacity and reliability to the re-

spective systems (Polk, p. XIII). 

Therefore: 

The design should tap into the electric 

power system in such a way as not to waste elec-

tric power, but to conserve it. Due to the 

placement of the design in a rural area, the 

design should consider electric generators as 

well as solar energy as sources of power. 
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Fourteen: HYDROLOGY 

Santa Fe's water supply originates from three major 

sources of supply. About one-third of the water comes from 

the Santa Fe River watershed to the east of the city. All 

of this surface water flows through a treatment plant that 

has a peak capacity of 14 million gallons per day. The 

other two sources of supply are a series of wells within 

the city and the Buckman System, which pumps ground water 

from near the Rio Grande River, 16 miles northwest of Santa 

Fe. The Public Service Company of New Mexico owns the 

water utility in Santa Fe. 

The distribution system for water within the city of 

Santa Fe is considered to be one of the most complex in the 

United States. Great variations in elevation, the irregu-

larity of the Santa Fe street grid and the three sources of 

supply, all contribute to the complexities involved in sup-

plying water to the people of Santa Fe. Within the system 

there are five treated water storage tanks with a combined 

capacity of 24 million gallons which help supply water to 

the city during peak demands. These storage facilities can 

also provide the water supply during an emergency and for 

fire fighting. 

Analysis: 

Hardness: 

Appearance: 

Treatment: 

Surface Water Supply 

30 parts/million 

clear 

chlorine and fluoride 

Underground Supply 

140 parts/million 

clear 

Primarily settling 

(sand); Chlorine & 

Fluoride (Polk, 

p. XIII). 
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Therefore: 

Tap into water supply control water place-

ment so as not to expose art work to water unless 

desired. 

See Figure 6 for natural drainãge. 
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V 

Figure 6. Map showing natural drainage 
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Flfteen: NATDRAL GAS 

Natural gas for domestic, commercial and industrial 

uses is distributed by Gas Company of New Mexico. Source 

of supply is the San Juan Basin of Northwestern New Mexico 

with the supply apparently unlimited (Polk, p. XIII). 

Therefore: 

Tap into existing gas lines. 
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Slxteen; SOCIAL ENVIRONMENT 

The social environment of Santa Fe is of a very strong 

art-based foundation. There has been a settlement of money 

in and around the city; therefore, the labor conditions are 

excellent and are very liberal n comparison to other 

areas. 

There is a diverse interest in art creation and some 

emphasis on art collection. 

Therefore: 

The deslgn should take into account the 

social environment and, in every way possible, 

work in harmony with the social environment. 
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Seventeen; POPDLATION 

Santa Fe's population Is a harmonious blend of 

Spanish, Indian and Anglo cultures. 

The population count, as released by the U.S. Census 

of Population, 1960, was established as 33,394. The 

population count at the 1970 Census was 41,167 and in 1976, 

48,350. Projections for 1980 were 53,900. The annual 

growth rate is between 2 and 3 percent (Santa Fe City 

Directory, pg. XVI). 

Therefore: 

Create an opportunity for the population to 

reinvest the value of their interest in art back 

into the economy [18]. 
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Elghteen; ECONOMY 

Santa Fe's chief industry is tourism. A dry, 

Invlgorating climate makes it a popular summer resort, 

while mountain skiing attracts winter vlsitors. Agencies 

of the federal, state, and city govemments employ about 30 

percent of the city's residents. Santa Fe is also an 

important trade center of norther New Mexico. Of the 

estimated 1,200 employed in the building and trades 

industry, 778 were maintaining membership in their trades 

unions. No problems exist between union and non-union 

workers. There is an abundance of skilled, semi-skilled 

and unskilled labor available in the buildlng and trades 

area. 

Employment for Santa Fe County (March, 1979) totaled 

30,311 with 6.3 percent unemployed, and 70 percent of 

county employment being within the city limits. 

in 1979, property tax rates were $43.07 per $1,000 of 

assessed valuation. Assessed value is 33-1/3 percent of 

market value (Santa Fe City Director, pp. XVII, XVIII). 

Therefore: 

The design should serve to improve Santa 

Fe's [4] economy by capitalizing on the tourism 

industry as well as sparking an interest in the 

population [17], attracting them to the museum. 
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Nlneteen; SDMMARY OF ADMINISTRATIVE SPACES 

The Museum Director's Office will need: 

Desk 

4 chairs 

mini-computer 

telephone 

paper, pens, & pencils 

book storage 

adjustable desk lamp and overhead lighting/70 to 

150 footcandles 

hard copies storage 

Provide 250 square feet of space 

The Assistant Director's Office will need: 

desk 

4 chairs 

mini-computer 

telephone 

paper, pens, pencils 

book storage 

adjustable desk lamp with overhead lighting/ 70 

to 150 footcandles. 

hard copies storage 

Provide 200 square feet of space. 

Museum Secretary's Office will need: 

desk 

2 chairs 

mini-computer 

telephone 

paper, pens, pencils 

70 to 100 footcandles of light 

storage for hard copies 

Provide 150 square feet of space. 
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Registrar's Office will need: 

desk 

3 chairs 

telephone 

mini-computer 

70 to 100 footcandles of light 

paper, pens, pencils 

hard copies storage 

book storage space 

Provide 200 square feet of space. 

Educational Director's Office will need: 

desk 

3 chairs 

mini-c omput e r 

paper, pens, pencils 

telephone 

book storage space 

70 to 150 footcandles of light 

hard coples storage 

Provide 200 square feet of space. 

Librarian's Office will need: 

desk 

3 chairs 

telephone 

microflim system and storage for catalogs 

70 to 150 footcandles of light 

paper, pens, penclls 

hard coples storage 

Provide 200 square feet of space. 
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Gallery Technician's Space will need: 

desk 

2 chairs 

telephone 

tool storage 

material storage 

display storage 

paper, pens, pencils 

70 to 150 footcandles of light 

Provide 500 square feet of space. 

Security Director's Office will need 

desk 

2 chairs 

3 to 4 monitor screens 

record storage 

paper, pens, pencils 

70 to 150 footcandles of light 

Provlde 150 square feet of space. 
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Twenty; ADMINISTRATION 

The museum will be headed by the director/curator who 

is the one person who will handle the museum's operation. 

He will be aided by the museum's assistant director of ope-

rations. The assistant director will be mainly responsible 

for the archives of the museum. Both the director and the 

assistant director are the educational director, librarian, 

registrar, gallery technician, security director, head of 

maintenance and some volunteer workers (Cramer, p. 151). 

The educational director will be responsible for the 

development of the museum's educational programs. He will 

be aided by one teacher trained in the areas of contempo-

rary art. 

The librarian will be responsible for setting up and 

maintaining the llbrary program. 

The registrar will be responsible for keeping records 

of the memberships, membership dues, donations of members, 

etc 

The gallery technician will be responsible for the 

creation of display props and the design of the exhibits. 

He will be aided by one helper. 

The securlty director will be responsible for the 

overall security of the museum. He will be aided by one 

helper. 

The head of malntenance will be aided by one helper. 

They both will be responslble for the general maintenance 

of the facility. 

The registrar will report directly to the director; 

all others will report to the asslstant director of opera-

tions. 
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Therefore; 

The museum should be designed with the ad-

ministration in mind. There should be easy 

communication between administration and the 

public which leads to smooth relations and which 

also aids the security system. The administra-

tion should also be separate from the public so 

that they can operate independently at any time. 

This is necessary chiefly to safeguard the col-

lections at times when the building is closed to 

the public while the director or office staff are 

still working and the library and lecture hall 

are in use (Malajoli, p. 332). 
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TwentyH)ae; ADMINISTRATORS' OFFICE 

The museum director as will as the Assistant director 

will need spaces from which to conduct business affairs. 

The secretary and the registrar will both need offices near 

the director and assistant directof. An area for archives 

and storage will be necessary. 

Museum Director 

The museum director will need a place where he can 

take care of the business of museum operations such as 

receiving and making phone calls, answering mail, bookkeep-

ing, interviewing potential employees and keeping records 

of the museum operations. 

The director will need a desk, four chairs (one for 

the director and three for guests), a mini-computer set up, 

telephone, paper, pens and pencils. He will need a place 

for book storage. He will require from 70 to 150 foot-

candles of light for his work. An adjustable desk lamp 

alone with the overhead lighting should be sufficient. 

There should be a place of storage for hard copies of rec-

ords also. Provide the director 250 square feet of office 

space. 

Asslstant Director 

The special needs of the assistant director will be 

the same as the director's except for the need for more 

space for archives. This area will need storage space for 

boxes, space for steel shelves and space for a microfilm 

record system. The area will required from 70 to 150 foot-

candles of light. Provide the Assistant Director 200 

square feet of offlce space. 
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Museum Secretary 

The museum secretary will keep the books, upkeep rec-

ords and take care of some correspondence. He/she will 

need a desk, two chairs, a computer set up, pens, paper, 

etc (Cramer, pp. 153-4). Provide the secretary 150 square 

feet of space. 

Reglstrar 

The registrar will handle the records of memberships, 

membership fees, and member donations. 

The registrar will need an office close to the direc-

tor's office. He will need a desk, three chairs, a 

computer set up, pens, paper, etc in approximately 200 

square feet of space. 

Educatlonal Director 

The educational dlrector will be responsible for set-

ting up the educational programs. 

He will need a desk, three chairs, a computer, pens, 

paper, etc Allow approximately 200 square feet for his 

office. 

Librarlan 

The librarian will be responsible for organizing the 

museum's library. 

He will need an office space with a desk, three 

chairs, a microfilm system, pens,p paper, etc The office 

should be approximately 200 square feet. 

Gallery Tecfanician 

The gallery techniclan is' responsible for the design 

of displays. 

He will do wood work and metal work and need ample 

storage space for materlals and tools, a desk, two chairs, 
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paper, pens, etc Provide 500 square feet of space for the 

technician. 

Security Director 

The security director is responsible for the overall 

security of the museum. 

He will need an office space where he can monitor all 

displays. He will need monitor screens, a desk, two 

chairs, a records storage area, paper, pens, etc Allow 

150 square feet for his office. 

Therefore; 

Design the offices of the director, the 

assistant director, and the museum secretary so 

that they have a direct view of the displays for 

security purposes. 

The director should be provided with 250 

square feet of office space; the assistant 

director should be provided with 200 square feet 

of archive space; the museum secretary should 

have 150 square feet of space. There should be 

200 square feet of storage space for additional 

records other than archives. 
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Wenty-Two; CLEANING AND MAINTENANCE 

A good maintenance program helps to extend the life of 

equipment and works of art, thus saving the museum money. 

The maintenance staff shoulcí be skilled in general 

maintenance techniques. They should not be excluded from 

any staff function but included to improve their work 

morale. 

A log book is used which lists daily, weekly and 

monthly chores. In addition, any staff member can request 

a repair or maintenance by informing the assistant director 

or maintenance personnel of its need. These are added to 

the log book as they are made known. The head of mainte-

nance picks up the log book from the assistant director 

each morning. He checks off duties as they are completed 

and notes the need for equipment, paper goods, chemicals 

and other materials throughout the day. At the end of the 

work day the log book is retumed to the assistant direc-

tor. There should be ample space for storage of harmful 

chemicals, mops, brooms, vacuum cleaners, tools, etc. 

There will be a need for a mop sink, shelves, and mop and 

broom hangers. Provide the maintenance staff with 100 

square feet of space. 

Therefore: 

Provide a regular cleaning and maintenance 

program. Provide ample space f or storage, 

supplies and tools. 
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Wenty-Three: SDPPLY STORAGE 

There should be storage areas for supplies and equip-

ment used by maintenance both out of doors and indoors. 

There should be a janitorial closet with a sink, mop hang-

ers, shelves for paper products, cleaning chemicals, tools, 

vacuum cleaners, etc 

There should be a storage area out of doors for sup-

plies and equipment such as paper goods, trash bags, yard 

tools, lawn mowers, chemicals, etc This storage area will 

be clearly labeled due to the dangerous chemicals such as 

gasoline, kerosene, insecticides, etc, being stored there. 

Therefore: 

Provide a 100 square-foot area for indoor 

storage and a 500 square-foot area for outdoor 

storage (Figure 7). 
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Figure 7. Storage of files at the Latah County Hlstorical 
Society (photo by Keith Peterson) 
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Twenty-four; SHOP 

There should be a small shop where visitors can go and 

buy souvenirs, magazines, snacks, etc 

Some persons after observing art will want a quick 

snack or a break to glance at a magazine. Some persons 

from out of town will want to take home some keepsakes. 

The shop should be 150 to 200 square feet. There 

should be a 100 square-foot storage area for supplies. 

Therefore: 

Design a shop with a total of 250 to 300 

square feet. 
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Twenty-Five; ADDITORIDM 

There should be included in the design of the museum 

an auditorium (Figure 8). Due to the educational programs, 

there will e a need for a space large enough to house a 

large audience for concerts and lectures. The auditorium 

could be used to hold special weekend classes if the need 

arises. 

The auditorium should have a projector room and a 

stage. There should be three dressing rooms in the back of 

the stage. There should be a pull-down projector screen, 

pull curtains for the stage and storage areas. 

Provide 9,000 square feet for the auditorium; 150 

square feet for the projection room; 200 square feet for 

the stage, 100 square feet for each dressing room; and 350 

square feet for the storage area. 

Therefore; 

The design should satisfy these space 

requirements since the auditorium area with its 

educational purposes will account for a portion 

of the museum's source of revenue [38]. 

Provide an area of 10,000 square f eet to 

cover the overall spatial requirements of the 

auditorium area. 
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Figure 8. Audience, December 12; Thomas Messer 
at center right 
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Twenty-Six: MDSEDM LIBRARY 

A small library should be included In the museum de-

sign for those viewers who experience the art work and wish 

to do some further research of contemporary art. The li-

brary's topics should cover contemporary sculpture, con-

temporary painting, history of contemporary art, and 

contemporary art in Santa Fe. 

There should be about 600 square feet for the stacks 

and there should be 400 square feet for reading areas and 

the librarian's office. 

Therefore; 

Design the library so that it has a minimum 

of 1,000 square feet. 
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Twentyseven: STAGING AND FDMIGATION 

Provisions for incoming art should be provided. There 

should be a truck dock area with a ceiling height no less 

than 20'-0" due to the height of some sculpture. This area 

should be 700 to 1,000 square feet. This area should be 

used as temporary storage for incoming and outgoing art. 

There should be a fumigation chamber directly accessible by 

the staging area for those pieces of art that need fumiga-

tion. Exhaust vents to this chamber should be placed so 

not to pour the gasses from this chamber onto the public 

The fximigation chamber should be 225 square feet with a 

15'-0" ceiling height. 

Therefore; 

Provide 700 to 1,000 square feet for the 

truck dock/storage area, and allow f or 20'-0" 

ceiling heights. There should also be provisions 

for a 225 square foot fumigation chamber with a 

15'-0" ceiling. 
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Twenty-eight; ARCHEVES 

Every museum has an identity that can be deflned by 

its current activities and its purpose; this identity is 

formed by its past. If a museum is. to have an identity, it 

must understand its history and that history is dependent 

upon the records created by the museum. If an organiza-

tion's records have not been preserved one might say it has 

no history. An archives program serves many useful pur-

poses for the museum. Archival records serve as an aid in 

administrative decision making because they contain the 

collective memory of the museum. They document important 

transactions and significant administrative decisions that 

have import on the current and future activities of the 

museum. Archives are also important to the museum because 

they help preserve the documentation of its collections. 

The storage of records should be given much care. 

Acid-free boxes and folders, steel shelves, moderate and 

stable temperature, fire prevention devices and security 

precautions area all necessary for the preservation of 

records (Deiss, pp. 8, 17, 25) 

Provide the Assistant Director with 200 square feet of 

archive space. 

Therefore; 

As the museum develops, develop the archives. 

Just as specimens and objects brought into the 

museum's collections [39] must have an acquisitions budget 

[41 ], so must records placed in the archives. Records 

placed in the archives should not be viewed in the same way 

as objects or specimens acquired for museum collections. 

The museum is not collecting its archives; rather, it is 

maintaining them (Deiss, pp. 8, 17, 25) (Figures 9 and 10). 
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Figure 9. Stack range. Smithsonian Institution Archives 

Figure 10. Trustee examlning the archives of the Latah 
County Historical Soclety, Moscow, Idaho (photo by 

Keith Peterson) 
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Twenty-Nlne: DISPLAYS/EXELBITS 

During the last decade tremendous strides have been 

made to change the role of the museum from a storehouse 

where objects of curiosity and antiquity are placed on pub-

lic view in row upon row of gloomy monotony, to a living 

institutlon dedicated to making education a pleasant exper-

ience and givlng meaning to its collection. 

The most essential concem in contemporary museum 

display is to create the story line. The story line is a 

clear and stimulating story related to, and revolving 

around a selected number of objects in the collection. 

A good museum display program must have a dynamic 

quality and should provide for complete change over a given 

period of time (Hall, p. 192). 

Therefore: 

Each exhibit should be designed to display a 

story. In any one exhibit, there should be no 

work of art out of context of that particular 

story line. 

Provide 35,000 square feet of space for the 

display/exhibit area. 

The displays/exhlbits should work in conjunction with 

the patterns and flows [35] so that when a viewer leaves 

one exhibit and moves to the next, the exhibits are ob-

viously individual. When one story line ends, it's obvious 

where the next story llne begins (Figure 11 and 12). 
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Figure 11. Dallas Museum of Art, Dallas, Texas 

13 12 11 10 9 8 

Figure 12. Study of displays and eye levels (Pauline 
Hall, Display for the Vehicle for the Museum's 

Message, 1969) 

58 



^PATi/^u t^euA-rioto^ip p/\s? A^ 

Pue>uic ''. 



Thlrty: VARIETIES OF CASE DESIGNS 

The cases functions are to define an area, highlight 

the exhibit within it, and, most importantly, provide se-

curity for the exhibit. Security can be a physical as well 

as a psychological barrier. 

How boring a museum would be if all exhibits were dis-

played in one type of case. This would lead to exhibits 

being displayed in a monotoned fashion which could also be 

an aid to museum fatigue. 

There should be some precautions not to place very 

many different designs together. 

Therefore: 

The deslgn should include a variety of ways 

in which exhiblts are displayed to the viewers. 

Floor and wall cases Interspersed with panel ex-

hibits are typically what's used. There should 

be some precautions not to place very many dif-

ferent case designs together. This creates a 

sense of balance. 

Having a variety of case designs helps the displays/ 

exhibits [29] in not creating museum fatigue [34] due to 

boredom in the viewers (Figures 13 and 14). 
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Figure 13. Small floor case 

Figure 14. Wall unit with panels and case 
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Thirty-One: CASE INTERIORS 

In designing the case interiors, sjnmnetrical arrange-

ments should be avoided. This causes the viewer to be 

confused. His eyes will focus on the central objects and 

then swing pendulum-like from one side to the other because 

nothing in the case dominates and invites his attention. A 

visual flow pattem should be established which will lead a 

viewer's eyes around the case with ease (Neal, p. 74. 

Therefore: 

The design of the case exhibits should be 

such that they tell a story. The viewer should 

be introduced to the story, carried through the 

story and given an ending of the story. 

The extent of museum fatigue [34] can be lessened with 

a variety of case designs [30]. Museum fatigue can also be 

lessened by making the case interiors interesting, taking 

this interest of the viewer and carrying it through a story 

of displays/exhibits [29] (Figures 15 and 16). 
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Figure 15 . Syimnetrical arrangement 
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Figure 16. Visual flow pattem arrangement 
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Thirty-Two: LABELS 

There is only one function for labels in an exhibit— 

communication. A label communicates best when information 

is written in commonly-understood language, is concise, 

presents the most Important ideas at the beginning, and is 

designed to be read wlth the greatest possible visual ease. 

In a study conducted through visitor research, it wa 

found that most adults read at the rate of about 250 to 300 

words per minute. 

Readers prefer short sentences—on a 18 to 20 word 

average. 

The average viewing tlme for most exhibits is no more 

than forty-five seconds. Thus, a visitor reading at a rate 

of 300 words per minute will average about 5 words per 

second, or 225 words for the full 45-seconds attention 

span. If he reads the full 225 words which might be in a 

label, probably he will not see the exhibits (Neal, pp. 

122, 124). 

Therefore: 

To increase the attention span of the viewer 

to more than 45 seconds, the case design should 

present material and labels In a comprehenslve 

unit; labels should present headlines, subhead-

Ings, and finally, detailed Information; labels 

should be large enough to be seen from at least 

10 feet away. 

Viewers are given the opportunlty for a mini-rest 

(leaning on a wall or a railing) for a maxi-rest (sitting 

down) while reading a label or a display/exhibit [29]. 
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Thlrty-Three: UGHTING 

Lighting design can assist and enhance pattems and 

flows [37]. The two most important Issues in lighting de-

sign are flexibility and maintenance. A maintenance crew 

may conveniently forget to service bumed-out bulbs if the 

lights are extremely hard to change. 

Lighting for maintenance clean up and for exhibit 

installation should be of high-light level. This can be 

archived by flush-mounted fluorescent fixtures with diffu-

sion covers provided. These lights must be used in en-

trance lobbies, corridors, gift shops and other areas of 

high concentration of publlc traffic 

There are two types of lighting to use in object 

lighting design: 

1. fluorescent lights which are more economical than 

incandescent and create less heat; 

2. incandescents which bring out the brilliance in 

gems and pollshed metals, and create strong 

shadows. 

There are a number of lighting techniques that can be used 

in an exhibit gallery. 

As a general rule for exhibit rooms there should 
be little or no generalized, overhead, over-all 
llghting, particularly if the room contains cases 
wlth glass fronts, covers or boxes. Such illum-
ination creates problems with reflections in case 
dlsplay windows by indlscriminately lighting pol-
ished floor areas and objects within the room so 
that they are reflected in case glass. Usually 
the light withln case exhibits and the spots or 
floods used for large floor displays and panels 
will provide plenty of light for the room in 
general (Neal, p. 103.) 

Duplex outlets should be installed 12" to 16" above 

the floor and 6' apart on the walls around the room. For 

rooms 20' wide or more, there should be a row of floor 
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outlets at 6' intervals down the center of the 20' width. 

These outlets should have screw-rin caps to keep out dirt 

when they are not in use. In the same rooms, there 

should be a border at ceiling outlets approximately 6 to 8' 

in f rom the walls of the room and spread at about 6' 

apart. The ceiling outlets should be on one switch; floor 

outlets on a second; and the wall outlets on a third. "All 

switches should be In an area not available to the public 

There is something irresistible about a switch in a public 

area" (Neal, pp, 103-4). 

Track lighting on ceilings is extremely flexible but 

also expensive. With the flexibllity, it will be possible 

to create interesting, sometimes exciting, lighting ef-

fects. It is a good idea to balance between exciting 

lighting design and ordinarily, so that there is a visual 

change of pace. As with all displays, always remember the 

reason for the exhibit is communication. 

If, to create an effect, the total lighting level is 

so low it is difficult for the visitor to find his/her way, 

your "effect" out weighs communication and your display has 

failed. If, to create a different effect, the total 

lighting level is so bright and brilliant that exhibits 

fade by comparison, your exhibit has failed (Neal, pp. 

103-4). 

Avoiding reflection and glare is perhaps the greatest 

problem in lighting design for glass-protected exhibits. 

The problem is compounded by shiny surfaces such as highly 

polished floors and high-gloss painted walls. To help 

solve these problems, one may consider the use of dull-

textured tile for floor areas as well as for the walls. 

The planning of the placement of lights in relation to 

direction and angle of glass surfaces is probably the best 

solution to this problem. Light reflects off an object at 
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the same angle that it strikes the object and the light 

will "kill" a reflection. 

Whenever possible, slant the glass protecting an 
exhibit, and slant it as extreme an angle as is 
possible. Slanted glass will pick up most of its 
reflection from the floor. If the floor is not 
polished, reflections will be minimized (Neal, 
pp. 103-4). 

Therefore: 

The design should be planned to make the 

best use of all of the types of lighting systems 

to be used (natural lighting from above, lateral 

natural light, incandescent, fluorescent, etc). 

Good lighting design can enhance pattems and flows 

[35] thus aiding in the fight against museum fatigue [34] 

(Figure 18). 
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Figure 18. Different methods of admitting natural light 
from above. (a) Cross section. (b) to (h) Cross 

section and view from above. (i) and (j) 
cross section. 
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Thlrty-four: MDSEDM FATIGDE 

The very purpose that museums exist (to show objects 

that people want to see)!^, inevitably leads to museum 

fatigue. The objects are displayed to be best seen from a 

standing position, which is more tiring than a walking 

position. Lack of movement due to standing in one spot 

inhibits the blood from circulating efficiently to the arms 

and legs, causing them to swell, cramp, and go to sleep. 

The person becomes less interested in the displays and more 

interested in appeasing his/her museum fatigue. This ob-

viously defeats the purpose of the museum. 

Therefore: 

The design of the display cases should be 

such that they include mini-rests. The mini-

rests should be anything from frames surrounding 

exhibit glass to knee-high railing to support the 

knees agains, to benches for nice short rests. 

The mini-rest should not obstruct the flow 

of traffic and should not cause any person to 

block the view of another person. 

The extent of museum fatigue can be lessened with a 

variety of case designs [30], taking away the attention of 

the user from their fatigue and directing that attention to 

the displays/exhibits [29] (see Figures 19, 20, and 21). 
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Figure 19. "Mini-rests" are taken leaning on or hanging 
from the frame surrounding exhibit glass 

Figure 20. Weight shifts 
and hands in pockets 
help to brace lower 

back 
70 

Figure 21. With knees 
braced against a rail-
ing and upper body sag-
glng against locked arms, 
some relief is sought 



ThirtyFlve: PATTERNS & FLOWS 

The floor plan is the backbone of the displays/exhib-

its [29] and is vital to the continuity of the display's 

story line. It should lead the viewer comfortably through 

the display area in such a manner that new vistas will 

continue to open before him. 

The most restrictive fact when designing floor plans 

is the necessity for providing adequate viewing space. The 

flow of traffic should move easily and naturally. Where 

there is little space for the visitor to stand, there 

should be little for them to study. Wherever numbers of 

objects, detailed maps and descriptions are placed, ample 

space for several visitors to stand while viewing the dis-

play, without interferring with general circulation must be 

provided. 

There has been much research down. with the average 

height of people. It has been found that the average 

eye-level height of adults in North America is 5'-2", 

whereas children capable of reading have a mean eye-level 

height of 4'-0". From this information it was determined 

that 4'-10" was the most satisfactory average and that if 

displays were kept within 2' above and 3' below this point, 

it did much to alleviate sore necks and aching backs (Hall, 

pp. 3, 5). 

Therefore: 

The design of the floor plan in the display 

area should be such that it flows aiding the 

exhibits in their story lines. There should be 

controlled stop areas integrated into the floor 

pattems; areas to stop, sit or stand and look— 

explore. 
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In alleviating museum fatigue [34] the mean height of 

displays/exhibits [29] should be proportionate to the mean 

eye level of North American people (see Figure 22). 
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Figure 22. Floor plans for the location of doors in 
relation to the use of space (a to d); (e) 1 -

Traditional location of doors. 2-8 -
Secondary doors. 9-1 - Polygonal 

enclosures 
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Thlrty-Slx; BDDGET 

The budget of a museum enables the Art Institute the 

chance to pursue the activities it deems desirable; partic-

ularly the acquisition of art. 

Therefore: 

Allow the budget to be large enough to pur-

sue the activities it deems important without in-

juring its ability to obtain its desired collec-

tion size. 

The museum budget is extremely important when consid-

ering the museum collection [39], for without the collec-

tion, there is no museum. 
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Thlrty-Seven; EXPENSES 

The museum's expenses include cost of the site, 

construction cost, site work, fixed holding cost and 

variable operating cost, with the majority of operating 

costs being personnel costs. 

Therefore; 

The sources of revenue [38] should be 

designed to cover all expenses in the shortest 

time period possible, thus allowing for more 

revenue allocation toward the acquisitions budget 

[41]. 
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Thlrty-Elght: SODRCES OF REVENDE 

An analysis of sources of revenue for current operat-

ing budgets among the museums revealed a wide variety of 

possible sources. The largest source comes from membership 

f ees • Equal to membership f ees was govemment support. 

Next in order of importance comes the sale of art reproduc-

tions, class fees, admission fees, and other user-charged 

activities of the museums, followed closely by endowment 

earnings. Private foundation grants are next in line, 

followed by fund raising and corporate grants (Hendon, pp. 

44, 50.) 

This information is based on research conducted by 

William S. Hendon in 1979, thus the order of sources of 

revenue could have drastically changed since this time. 

The information will be assumed to be still reliable in 

this program. 

Therefore: 

The design should Incorporate these sources 

of revenue and look for creative, altemative 

sources of generating revenue. 
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Thlrty-Nlne: MDSEDM COLLECTIONS 

William S. Hendon's studies of the Akron Art Institute 

in 1979 revealed that 

. . .the art institute had a collection valued at 
between $800,000 and $1,000,0Ô0. The collection 
was kept in the vault on the lower level, and 
only a few people were aware of the extent of the 
collection; a failing, due primarily to the lack 
of gallery space. 

One fact Is evident: to keep this type of 
investment represented by the collection in the 
vault, where it is not realizing a retum to the 
institute, is not good management. The collec-
tion should be put to work in the community. 

There has been considerable debate as to 
whether the Art Institute should continue to be a 
collecting institution. But to fail to collect 
would be a dangerous course, and to dispose of 
the collection would be even more dangerous. 
Given that there is fashion in art, what is 
deemed today to belong in a Hefty trash bag may 
tomorrow become a highly valued piece (Hendon, p. 
53). 

Therefore: 

Design the dlsplays/exhibits [29] spaces 

with the proper room for exhibiting the art so 

that the museum can realize a retum on their 

investments. 

In considering museum collections, given art objects 

today, given a deslre for regional or even national 

reputation, and given funds for acquisition, there is ot 

much doubt that high-quality contemporary art probably 

represents an efflcient use of acquisitions budget [41] 

(see Figure 23). 
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Figure 23. The Louvre, Paris, galerie d'etude 
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Forty:; PERMANENT COLLECTION 

The permanent collection of the museum means more to 

the long-run development of the museum than it does to 

short-run aspects of programs of exhibitions and education 

(Hendon, pp. 212, 215). 

In the short run, small pieces of the permanent col-

lection are used In classes and are exhibited in the 

museums galleries. The small pieces are therefore tools 

that help to make up the education programs and exhibits. 

On the other hand, in the long run, a permanent collection 

helps to ensure the existence of the museum more than any 

of the museum's component parts or programs. 

Therefore; 

The art work selected to be permanently 

displayed should be of high quality and should be 

interesting so to attract the public into the 

museum. 

The administration [20] of the museum should see to it 

that the accessions budget [41] is sufficient enough to 

allow for a healthy, permanent collection. 
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Forty-One: ACCESSIONS BDDGET 

For an art museum to be successful it has to exhibit 

good art work, and for an art museum to acquire good art 

work, it must have an aggressive accessions posture. A 

museum of plus or minus 50 thousand square feet has no hope 

of becoming a good art museum if it's accessions budget is 

not approximately $1 million to $1.5 million. 

Therefore; 

The accessions budgets should be the primary 

or one of the primary concems of the administra-

tion. 

A healthy accessions budget means a healthy permanent 

collection [42] which leads to good museum attendance [43], 

which causes high measures of benefits [48]. 
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Forty-Two: MDSEDM MEMBERSHIP 

The museum's membership should be very prosperous due 

to the social environment [16] of Santa Fe [4]. 

The success of the museum stands partially on its 

number of members—if the residents of Santa Fe and the 

surrounding towns are not willing to support the facillty, 

then the museum stands as a lone and lost cause. 

The registrar should solicit members from the general 

public, the colleges in and around town, contributing 

corporations, associate patrons, patrons, etc. There 

should be a big effort to get the blue-collar workers and 

the minority public represented as studies have shown that 

these areas are usually poorly represented (Hendon, pp. 

57-8). 

Therefore: 

The registrar should take advantage of the 

art-based social environment of Santa Fe in his 

solicitation of members, and should make sure 

that efforts are plenty in the recruiting of the 

minority and blue-collar public 
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Forty-Three; MDSEDM ATTENDANCE 

For the museum to be successful in the solicitation of 

visitors, there should be explicit goals put forth by 

aggressive leadership causing the entire staff of the 

museum to work toward reaching a particular goal, sustain-

ing it, and surpassing the goal. 

Museum attendance includes all persons coming to the 

museum, regardless of purpose. It includes the visitors to 

the galleries, persons enrolled in art classes, board 

members attending meetings, and attendees at special events 

(Hendon, pp. 59-62). 

Therefore; 

The museum director should plan for ample 

occasions for special events at the museum and in 

the city center. This will help make people 

aware of the museum. 

The director of the museum will have to consider 

having an admission charge or not [44] since he will be 

making money from his art education classes [45] and from 

museum memberships [40] fees (see Figure 24). 
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Figure 24. The University Museum, University of 
Pennsylvania, Philadelphia 
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Forty-Four; AMCLSSION CHARGE OR NOT 

The director should consider not charging a general 

admissions fee since this could cut into visitations. He 

should consider not charging a general admission fee due to 

the competition with all of the small galleries that 

already exist in and around Santa Fe. The director should 

however consider charging an admission fee for special 

events. As a source of funding, the special events hold 

some promise for generating revenues in excess of cost for 

the museum even if the general admission charge is not used 

(Hendon, pp. 62-63). 

Therefore; 

Provide ample special events, not only to 

attract museum attendance [ 43 ] but to create a 

source of revenue [ 38 ] since a general admission 

charge [44] will not be used. 
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Forty-Five; ART EDDCATION CLASSES 

Art education is based on the premise that art en-

riches lives, and that the museum should concentrate on the 

quality of art that it can reasonably expect to represent 

to its audiences in order to enrich the lives of these 

consumers. 

With attempting to define enrichment, it is still 

possible to elaborate the skills that the art consumer 

should be directed toward in the process of becoming 

educaated in regard to art. Those skills center around the 

idea of art codes and the consumer'sa bility to use them 

and thereby better respond to the enjoyment possibilities 

of the art experience. Sophisticated art codes are 

required for the consumer to aspire to higher levels of 

comprehension of art (Hendon, p. 111). 

Therefore; 

Since the leaming of codes is the most 

important aspect of art classes and lectures, 

provide art classes and lectures to the consumers 

which teach them in the way of decoding art. 

Since the majority of viewers of art lack 

systematic decoding ability, the knowledge 

acquired in the art class is fundamentally 

valuable both in its creative-production elements 

and its enhancement of the sophistication of art 

perception (p. 114). 

85 



Forty-Sia:: EDDCATIONAL VISITS 

There are many educational programs that the museum 

can undertake. The museum's educational program can 

provide film presentations; there can be a series of guest 

lectures; concerts can be held in the museum*s auditorium; 

guided tours can be conducted, to name a few activities 

that can be integrated into the educational program along 

with the regular classes. 

A variety of classes can be held, not just in the 

museum, but can be offered in different areas of the 

community to help develop community awareness of the museum 

and its programs. 

Therefore: 

Provide a variety of educational programs 

that enhance the community of Santa Fe's [4] 

ability to communicate with a work and to get the 

most enjoyment from the work of art. 
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FortySeven: COST OF EDDCATIOAL CIASSES 

The cost of educational classes is allocated on the 

basis of economic value. The cost of educational classes 

will include such things as the educational director's 

salary, the class instructor's salary, a portion of 

salaries of other staff members, such as the director's. 

This allocation is justified on the basis that the museum 

is perceived to have three functional aspects: education, 

exhibition, and development (and collection). Thus, the 

salaries are allocated on a time-percentage basis.s 

In addition to salary allocations, it is estimated 

that approximately one-third of the general operating 

expenditures will be spent on educational functions, 

including general office work, postage, supplies, and 

services. 

The final addition of cost comes in a variety of 

valuations placed upon the spaces used for education. This 

cost is determined per square foot of space used/per hear 

(Hendon, pp. 136-138). 

Therefore; 

The allocation of time to the educational 

programs should be controlled so not to overwhelm 

the benefits incurred through having such 

classes. 
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Forty-Elght: MEASDRE OF BENEFITS 

The conception of economic benefits of the museum's 

art-schooling program is based on evidence of the value 

that the participants place upon their experience. The 

amount of cost that the participant is willing to bear 

becomes a statement of the value or esteem in which he or 

shee hold the educational or schooling experience. Total 

benefits, therefore, are an expression of class benefits, 

annual membership fee allocations based on what proportion 

of members gave education as their prime reason for joining 

the museum, an arbitrary allocation to education of the 

museum's endowment income, certain private grants and 

scholarships (as opposed to any public grant that would 

merely be a transfer payment), and admission fees for 

films, concerts, or lectures (Hendon, p. 142). 

Therefore: 

Provide the educational entertainment that 

will attract the users to the musevun, so that the 

measure of benefits will be over and above the 

cost of educational classes [45]. 
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Forty-Nine: PROTECTING E3CHIBITS 

The security director is in charge of protecting the 

exhibits. He may employ many different systems of protect-

ing exhibits. He may monitor the exhibits from his office 

or he may monitor the exhibits by physically walking the 

display areas. The security director may employ motion 

detectors, eye beams, heat sensors, or even sound sensors 

in the protection of exhibits. 

The museum can protect exhibits by using air-tight 

cases, staging/fumigation [ 27 ] chambers, Haylon f ire 

extinguishing systems, a vault to lock the extremely 

valuable pieces in, etc 

Therefore: 

Provide the security system which will pro-

vide the most protection of the exhibits. The 

proper protection of the exhibits will lead to 

longer life for the art work. 
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Flfty: STRDCTDRE 

There should be every effort made to keep the design 

of the structure in compliance with the existing built 

environment of Santa Fe. 

The design should correspond to the design criteria 

set forth by the archiecture in and around Santa Fe. The 

structure of the design should conform to a Spanish/Indian 

accent. The use of adobe becomes almost imperative as well 

as the pitched Spanish tile covered roof. 

Therefore: 

The design should conform to the existing 

architecture of Santa Fe as much as possible but 

should also be as individual as possible so not 

to become just another adobe building. 
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Flfty-One: FIRE EXTINGDISHING SYSTEM 

Fire extinguishing systems should be installed first 

to insure human safety. The second purpose of the system 

is to prevent damage to the works of art. 

Water systems should not be used due to the nature and 

value of some of the art work. A fire extinguishing system 

which uses Haylon gas has been found to be the best system 

to use for museums. Smoke detectors and heat sensors 

should be used for added protection. 

Therefore; 

Provide a fire extinguishing system that 

works with smoke detectors and heat sensors in 

extinguishing fires using Haylon gas. 

There should be ample consideration given to the 

evacuation system [52] due to the use of Haylon gas which 

is poisonous if inhaled for an extended period of time. 
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Flfty-Tl o; EVACDATION 

There should be much consideration given to the system 

of evacuation due to the use of Haylon gas in the fire ex-

tinguishing system [51]. 

Therefore; 

The design should provide ample signage with 

directions of evacuation. The most accessible 

exits from any one point in the building, evacua-

tion procedures, etc, emergency exits should be 

very visible and accessible to the out of doors. 
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Fifty-Three; MECHANICAL SYSTEM 

In areas where there are sensitive works of art, the 

mechanical system must maintain a temperature of 72°F and 

must be consistent to within plus or minus 3°F. The humid-

ity should be maintained between 45"*̂  to 50°F with a plus 

or minus 3°F fluctuation. There should be no more than a 

1% variation in either temperature or humidity settings in 

a 24-hour period. 

The mechanical system will run for 24 hours daily in 

areas where there are sensitive works of art. In all other 

areas the mechanical system will run for 11 hours (Dean, 

1987). 

Therefore; 

Design the capacity of the mechanical system 

so that there are no strains on the system to 

maintain the required air conditioning settings. 
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Fifty-Four: DISTANCE FROM CITY CENTER 

Santa Fe is slowly growing away from the downtown area 

as the one area for spending leisure time. There is a 

growth of development into the rural areas. 

The museum should be placed in a rural setting no more 

than 3 to 4 miles from the city center. This allows the 

museum to be individualistic playing against its own set-

ting and still be in proximity of the people who are spend-

ing their leisure time in and around the city center. 

Therefore; 

Design the museum in a rural area 3 to 4 

miles outside the city center (Figure 25). 

94 



1?/"^/////^//^^^ \/S 

^^//fl/^----'^</- / 
"^/M(m//'^/: ' •' 

-i 
^rri/'^oo-

.̂'̂ : 
X 

^] 

'V ".J ' ^ \ ^ ^ - ^ ' Cr 
• / ^ ~ -

Ti-
r 

r =?/ 

/ - 1 ^ - ^ , 

N >^. 
> í> 

^ > ' p 

Figure 25 Map showing distance from Santa Fe 
City Center 
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Flfty-Flve; PDBLIC ACCESS 

There should be only one public entrance placed quite 

separately from any other entrance/exit in the facility. 

This entrance should lead to a vestibule where certain 

essential services will be located—sale of tickets for 

special events, information service, and the gift shop. 

It is important for the entrance hall to seem 

attractive. It should provide an easy introduction to the 

building, a point from which the individual visitor can 

find his way without difficulty and where large parties can 

be greeted and assembled (Malajoli, p. 334). 

Therefore; 

Provide only one public entrance separate 

from any other doors so that they can be easily 

watched. The main entrance should be attractive 

and inviting to the public (Figure 26). 
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Figure 26. Map showing public access 
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FiftySIx; HANDICAPPED DSERS 

Physically disabling conditions include visual, hear-

ing, motor impairments. 

Persons with disabilities are usually very able to 

over come them with other strengths and talents. However, 

they often find obstacles in the attitudes of those people 

around them who fail to recognize their capabilities. When 

poorly designed facilities can make it difficult for some 

individuals to participate as fully as they would other-

wise. 

Therefore: 

Strive to change the public's attitudes 

toward handicapped persons by allowing them to 

share experiences with handicapped persons which 

demonstrate their Individuality and abilities. 

Design the facility to allow full participation 

by all persons (Cramer, p. 109). 
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Flfty-Seven; PARKENG 

It is necessary to provide ample parking spaces for 

employees and visitors. 

There should be reserved for administration and staff 

13 parking spaces. There should be 50 to 75 parking spaces 

for visitors and of that number, 4 spaces should be re-

served for handicapped. There should be a service drive 

which leads to 3 service parks. Over all, there should be 

66 to 91 parking spaces allowed on the site. 

The parking lot should be well landscaped with trees, 

berms, grassed island, etc 

Therefore; 

The parking area will provide 66 to 91 

parking spaces and will be well landscaped so 

that it can be used as display area also. 
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SPACE SDMMARY; 

The following space summary has been derived from the 

activities In previous portions of this program. 

The design will be segregated into the following 

groups: administration, public, and maintenance/archives. 

Administration: 

Director's office 250 sf 

Assistant Director's office 200 sf 

Secretary 150 sf 

Registrar's office 200 sf 

Educational Director's office 200 sf 

Librarian office 200 sf 

Gallery Technician 500 sf 

Security Director 150 sf 

For more detailed information of the above spaces, refer to 

Issue 19. 

Public: 

Display Space 35,000 sf 

Gift Shop 300 sf 

Auditorium 10,000 sf 

Library 800 sf 

Maintenance/Archives: 

Cleaning and malntenance 100 sf 

Supplies storage 600 sf 

Staging/fumigatlon 1,225 sf 

Archives 200 sf 
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CONSTRDCTION COST ANALYSIS: 

The following information provides the construction 

cost analysis of this project. The information has been 

derived from the 1986 Dodge Construction Information System 

manual. Expenses include: the cost of the site, building 

construction cost, site development, professional fees, and 

contingencies. 

Project Development Schedule: 

Project Plan & Prelim. Final Construc- Complet-
Start Program Design Design tion tion 

I I ! \ ! l _ 

0 1.5 mo. 3 mo. 4.5 mo. 6 mo. 7.5 mo. 

Locality Adjustment Multiplier (LAM): .86 

Cost of Site: 

9 acres ($6,00/acre) =$ 54,000.00 

Building Construction Cost: 

$78.50/sf (10% inflation) = $7.85 

$78.50 + $7.85 = $86.35/sf 

$86.35 (.86 LAM)) = $74.26/sf 

50,000 sf ($74.26/sf) = 3,713,050.00 

Site Development: 

(15% of building constructlon 

cost) $3,713,050.00 (15%) = 556,957.00 

Professional Fees: 

(13% of combined bullding construction 

cost and site development cost) 

$3,713,050 + $556,957 (13%) = 551,000.00 
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Contingencies: 

(10% of combined building construction 

cost and site development) 

$3,713,050 + 556,957 (10%) = 427,000.00 

TOTAL BUDGET REQUIRED =$5,306,107.00 
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CASE STDDIES; 

The case studies presented here will be based on in-

terviews with a committee of architects researching muse-

ums; two of whom are American architects—Robert Venturi 

and Henry Cobb of I.M. Pei & Partners—and the rest British 

architects—James Stirling, Piers Gaugh, Jeremy Dixon and 

Colquhoun & Miller. Suzanne Stephens is the Moderator. 

When asked of a museum's typology, the committee 

insisted that, 

There are certain things we definitely want in 
this building. We want a response to art. We 
want a sympathetic environment for the public 
We want proper rooms, not these things called 
"roomlike rooms"; what is a roomlike room if it 
is not a room? We want character. We want per-
formance. We want a quality of finish. We want 
a kind of dignity in the building. We want a 
variety of room sizes. We want good lighting 
which is problematlc because curators are prac-
tically paranoid about light. It's all very well 
for Louis Kahn to have sald that light shapes the 
building, but It's interesting that every single 
picture at the Kimball Is spot-lit, artificially 
lit. There is wonderful light for the building 
itself, but the pictures have to be lit artific-
ially. We do want the kind of luminosity Kahn 
was talking about but we want it to directly af-
fect the pictures. This we think is the prob-
lem: how to brlng together the art of architec-
ture and the art of art (Stephens, p. 27). 
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THE CENTRE POMPIPOD; Paris 

Piono and Rogers — 1977 

The Centre Pompidou is an attempt to reach a balanced 

synthesis. The emphasis in Paris was to create a "machine 

esthetics" frame for a flexible, versatile space (Levin, p. 

141.) (Figures 27, 28 and 29). 

The second half of the twentieth century has revived 

the machine esthetics through the creation of museums such 

as the Centre Pompidou, that function as transparent con-

tainers with vast, relatively open and amorphous spaces. 

"The museum as exposition hall" (Stephens, p. 18). 

The Centre Pompidou according to Robert Hughes,. Art 

Critic for Time: 

This is the archetype and supreme example of 
everything that a museum should not be, beginning 
with the curious idea of the transparent and 
modular museum that can adapt to various kinds of 
functions—a chameleon-like space that can em-
brace whatever happens to settle in it. To make 
things worse, this must be the world's only all 
steel-and-glass building in which there is lit-
erally no natural light at all because of the 
mass of ducts, registers, pipes, conduits and 
other impediments on the outside of the build-
ing. It's an amazlng contradiction in terms. On 
top of that, the French seem incapable of keeping 
it clean or even minimally maintained. What you 
end up with is this extraordinarily compromised 
solution—not a solution at all—a dragging Gae 
Aulenti over from the Musee d' Orsay in order to 
put up opaque walls inside the famous transparent 
museum of the future (Stephens, p. 31). 

Therefore: 

The design should make use of any glass 

openings. There should be no obstructions to the 

openings. The glass openings should serve to 

admit natural lighting, ventilation into the 

building where needed and view out of the 

buildings. 
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Figure 27. Floor plan of Pompidou Center, Paris, 1977 
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Figure 28. First view of Pompidou Center, Paris 
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Figure 29. Second view of Pompidou Center, Paris 
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THE KIMBALL ART MDSEDM; Fort Worth 

Louis Kahn — 1966-1972 

Obsessed with the roll of natural light in delining 

architectural form and making architectural space palpable, 

Kahn studied the effect of natural light not only on the 

surfaces of buildings but on works of art themselves. 

Further, Kahn was very concemed with identifying the 

specific nature of Individual institutes and expression 

that nature through the ordering of the plan. In the 

Kimball Art Museum, Kahn retumed to the ideal of the 

vaulted gallery. Seeking greater flexibility than was 

possible with the load-bearlng masonry walls of nineteenth-

century buildings, Kahn brought together the modem desire 

for the concept of flowing, interpenetrating space with an 

emphasis on clarity and order, whlch he imposes and rein-

forces by the rhythm of the structural system of his 

museum. In the Kimball Kahn was able to provide spaces 

that are roomlike, with a sense of enclosure like that 

provided by traditional gallerles, but than can easily be 

rearranged to open up when necessary. Filtered natural 

light spills down the inner shell of the vaults and tempers 

the artificial subsldiary illumination. Natural light also 

enters the galleries from the side through windows that 

open onto courtyards which, as was typical of earlier 

museums, contain sculpture (Stephens, pp. 18-20) (see 

Figures 30, 31 and 32). 

The Kimball Art Museum accordlng to the Committee of 

Architects researchlng museums: 

Its all very well for Louis Kahn to have said 
that light shapes the building, but it's inter-
esting that every single picture at the Kimball 
is spot-lit, artificially lit. There is wonder-
ful light for the bullding itself, but the pic-
tures have to be lit artificially. We do want 
the kind of luminosity Kahn was talking about, 
but we want it to directly affect the plctures 
(Stephens, pp. 18-20). 
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Therefore; 

Natural lighting should be used for more 

than just illuminating the building's outside. 

There should be pools of natural lighting 

admitted into the building and on art work where 

desired. 
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Figure 30. Floor Plan, Kimball Art Museum, 
Forth Worth, 1972 
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Figure 31. View 1 of Kimball Art Museum, Fort Worth 

Figure 32. Second vlew of Kimball Art Museum, Fort Worth 
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THE DALLAS MDSEDM OF ART; Dallas 

Edward Larrabee Bames & 

Assoclates — 1983 

The Dallas Museum of Art was designed to be an anchor 

at one end of the new arts district. A tree-lined street 

runs three blocks from the proposed symphony hall to the 

museum which terminates the axis of the street with a foun-

tain court and a great limestone-covered barrel vault. 

This vault has become the museum's symbol. 

Inside the vault is a great carving where space with 

little architectural detail and continuous reflected light. 

It is dominated by a huge Oldenburg sculpture and a few 

large paintings. This is the only monumental space and it 

is designed to hold art, not to be an empty atrium. The 

other galleries are arranged chronologically on a series of 

terraces. Each of the terraced spaces has a central shady 

outdoor court. There is great variety—dark spaces, light 

spaces, box-like rooms, Mieslan screens—all selected to 

show off the particular pieces and to make the circulation 

seductive (Stephens, pp. 52-55) (Figures 33 and 34). 

The Dallas Museum of Art according to Arthur Drexler, 

Director of the Department of Architecture and Design of 

the Museum of Modem Art in New York: 

I find the Dallas Museum to be a very beautiful 
and very successful space—a museum that offers 
contrast between fixed and square rooms and a 
more planar Miesian or pseudo-Miesian treatment 
of space. It's work remarking that the Miesian 
open plan was actually developed for residential 
design and was then applied to exhibition facil-
ities. It was concelved In this museum as a 
space through whlch people could move very eas-
ily. It is wonderful for the manipulation of 
traffic, but it also has failings: just as it is 
easy to move through, it doesn't easily allow 
people to stop. If you wish to set up situations 
where people feel they can get out of the flow of 
traffic, you have to find another solution 
(Stephens, pp. 52-55). 
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Therefore: 

The design should incorporate areas in the 

floor plan that allow people a chance to sit and 

relax while they view certain exhibits. Although 

the sitting areas are needed they should not 

interrupt the flow of traffic nor should the 

sitting areas cause a person to obstruct the view 

of any other person. 
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Plan of gallery level. Key 
1 Contemporary Gallery 
2 American & European Art Galleries 
3 Pre-Columbian Art 
4 African Art 
5 Asian Art 
6 American Indian & Oceanic Art 

7 Children's Educarion Wing 
8 Studio-CIassroom 
9 Orientarion 

10 Museum Bookstore 
11 Temporary Exhibirion Galleries 

Figure 33. Floor plans of Dallas Museum of Art 
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Figure 34. Dallas Museum of Art 
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THE SOLOMON R. GDGGENHEIM MDSEDM: New York 

Frank Lloyd Wright — 1943-1959 

The Guggenheim Museum shows F.L. Wright's interest in 

the relationship of circular forms and movement. The 

Guggenheim offers an interesting solution to the circula-

tion problem. The visitors are lifted by elevator to the 

top of the spiral and then walk down the widening ramp. To 

arrlve at a specific point of the spiral, the visitor does 

not have to pass through the entire museum—he/she can 

reach it by using the elevator or staircase core. Although 

the museum was originally planned for a specific permanent 

collection, it also functions well for temporary exhibits. 

The spiral is so designed that one either looks at the 

entire inner space or concentrates specifically ,on a par-

ticular work of art. Both views cannot be experienced 

simultaneously. In such an environment, a three-dimension-

al work of art exhibited In the central space is freed from 

any encumbering relationship to the walls as is generally 

found In rectangular commercial galleries or in ordering 

museum space (Levin, pp. 65-66) (Figures 35, 36 and 37). 

The Solomon R. Guggenheim Museum, according to Robert 

Hughes, Art Critic for Tlme, 

. . .museums are confronted with art never en-
visioned at the time they [museums] were built. 
This is the problem with the Guggenheim. The 
Guggenheim is one of the most hostile spaces 
imaginable for showing contemporary painting. 
You can't hang large pictures, whlch establish 
strong horizontal axes, on a floor sloping at an 
angle of four degrees without it looking as 
though there's something hideously wrong in the 
hanging (Stephens, p. 31). 

At any one time, only ten percent of the collections 

at the Guggenheim can be on public display; ninety percent 

is in storage or on loan. The visitor to the Guggenheim 

sees most of the paintings on display at once; in this 
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respect the element of surprise Is eliminated (Levin, pp 

53, 67). 

Therefore; 

The design's structure should be one which 

allows the design to be architecture in the 

becoming . . .there should be a silent commun-

ication between the sculpture and the design— 

becoming one with each other. This would aid in 

the element of surprise. 

The design should make use of as much of the 

permanent collection on a continuous basis as 

possible. 
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Figure 35. Floor plan of Guggenheim Museum 
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Figure 36. First vlew of Guggenheim Museum 

Figure 37. Second view of Guggenheim Museum 
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THE EAST WING of the NATIONAL GALLERY; Washlngton, D.C, 

I.M. Pei — 1978 

The site of the East Wing is a trapezoidal shape. 

I.M. Pei's solution for the trapezoidal site was to divide 

the area diagonally, thereby creating two triangles: one 
s 

large isosceles triangle for the exhibitions and another 

long, right triangle for the research center. The triangle 

is not only the basic form in the ground plan, it also 

governs many other architectural details. The height of 

the structure's lower level is coordinated with that of the 

buildings along the Mall, while the upper level relates to 

the taller structures along Pennsylvania Avenue. 

The building creates an exciting spatial experience, 

with the central hall full of action and movement. This 

atrium serves as a focal point for orientation and circula-

tion (Levin, p. 141) (Figures 38, 39 and 40). 

According to Carter Ratcliff, "the trouble is that the 

East Building addresses the future only with its 'conserv-

ativism,* its 'classicism.'" Ratcliff believes that the 

acclaim generated by the East Wing's "classicism" is owed 

in part to the skill with which it detaches modernism from 

whatever terrors loom beyond the immediate present. 

A large part of the East Wing space is wasted, and the 

exhibition space is limited: there are some small 

galleries in the towers and one large underground gallery 

area (Levin, p. 141). 

Therefore: 

The design should not be based on one time. 

There should be an Integration of the past, 

present and future in an effort to achieve an 

endless work of architecture. 
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LEVEL 4 MAIN 6ALLERY 
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Figure 38. Floor plan of the East Wing of the 
Natlonal Gallery 
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Figure 39. First vlew of the East Wing, National Gallery 
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Figure 40. Second view of the East Wing, National Gallery 
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D©cum«ntatlon summary: 

This is an outline to summarlze and document my design process for 

ihe Sprlng of 1988 Thesis semester. 

I started the semester off with several major brainstorming sessions. 

These sesslons conslsted oí filHng in the old Rittermans' 2''x2" squares 

•A'ith •3l<cetches of ideas about what I thought my project should look liiæ. 

Later, the sketches became rnore reflned and were ÛÍ certaln issues, suci'i 

as. cíficiency, lightlng, economy, etc. 

This 'vvas an e celieni: ideation process, because It helped me to Qd out 

all oí the good and the bad ideas as well as the mental cobwebs, 

After exhaustlng myself wlth thls bralnstorming process of ideatlon, I 

rnoved on to sculpting, using four dlfferent mediums: twisted newspaper 

vvraDDed in masklng tape, clay, wire and painted wooden cloíhe plns, Of 

ti'k' íour sculptures, the painted wooden clothe pins and the clay were the 

only two sculptures that really sparked some true ideatlon. 

I combined the painted wooden clothe pin sculpture and trie ciav 

sculpture with an Idea from the bralnstorrnlng sesslon (an Idea that proveu 

to be of great Signlficance). Thls íook me ou to îhe nexi phase oí mv 

process, I took the 'wooden clothe pln sculpture, the cVa'y sculpture and 

some wo den toy blocks and combined all three ideas into one plan. From 

this'plan, I developed a central idea of people riowing from small Intimate 



Wlth this dlscovery, l began to build on 1t, develop it and refme U into 

a sculptural pîece, 

! purposeiy called the desígn a píece, because to me, l wasn't designlng 

a bulldíng but a plece of sculpture; and from here on out, I wlll refer to the 

desííjn as either the piece, the museum or the desígn, 

I began by having an entry at one end of a long, narrow corrtdor that 

lead ínto a very largé, open gallery space. This dídn't work, because I 

decided to use the corridor as display space, and therefore the corrídor 

grew in weidth and in helght, and soon became a bullding itself, 

in working wíth and deveioplng the desígn, I decided to seperate the 

administratlve functlon from the gallery functlon, l llnked the two by a 

central circuiation shaft which acts as a pin that the two pleces appear 

torotate about, 

The administratíve area was placed above the gallery area and 

functíons as the brain, The corrldors functíons as the nervous system and 

the truss i3 the spine, whích ís the llfe llne that feeds the body parts. the 

gaileries. 

I decided to round eãch corner to give the plece a more sculptural 

connotatlon and also to glve it a light appearence, I exposed the truss on 

the outslde as well as the ínslde of the design to make the users aware of 

the Importance of the structure, due to the 600 foot span, 

Ifulled parking as far away from the deslqn as i could so that the Diece 



could stand alone as sculpture, accessible only by a tram systern and a 

brídge at the admlnlstratlve parking lot, I also sculpted out of the trees a 

sculpture field, which acts as an approach to the museum, By sculpting 

out the trees, I was able to embrace the plece wlth nature, creating the 

appearence of nature acceptlng the plece as its' own. 

This project for me has been a fun experlence, and I hope that the final 

product expresses how much fun I had to anyone who percelves and 

explores the program, the model, the drawlngs: The Santa Fe Museurn of 

Contemporary Sculpture. 

Thanks for everything and, 111 see you later RITTERMANIi 


