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PREFACE. 

Since 1925, when Texas Technological College had 

its humble beginning on the South Plains of Texas, her 

destiny was clear in the eyes of her founders and the 

leading educators of this state. During the thirty-nine 

short years of her existence the college has more than 

fullfilled the expectations of her founding fathers, 

and has firmly implanted herself among the great insti

tutions of our land. 

Only recently, the Board of Directors adopted a 

stand favoring a name change for this institution in 

which the significant word has become "university." This 

would imply a collection of educational associations 

including a college Which offers degrees in general 

subjects and several more advanced and specialized facil

ities, both academic and professional as law and medicine.l 

Based ori the assumption that Texas Tech shall. become 

a university in reality as well as in name, then it is 

also conceivable that a School of Fine Arts would play as 

large a rolJe in campus endeavors as Engineering, Business, 

Law or Medicine. Hence the need for a University Museum of 

Fine Arts as an environment to express the culture of the 

campus and of our time. This is not a hypothetical situation 

but a very real one; many universities have recognized the 

need for such a function and have responded to the call. 

iv 



Such a museum would be an independent function of the 

campus much the same as the library. It would .. operate on 

the same ba·sis with a director and curator to enjqy status. 

equal to the librarian. 

The architectural trends of the past serves only as 

a basis for departure; a fresh and lively approach is as 

justified as the function itself. The educational value of 

a university museum to the students, faculty, and towns

people would be unsurpassed within the realm of music, 

literature, sculpture, painting and architecture. It would 

enhance and attract tra~eling exhibits, student exhibits 

from this campus as well as others, and within time a 

permanent collection worthy of a complete university. 
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I 

HISTORY 

The great sanctuaries dedicated to the muses of 

Greek Mythology were known as "museions." Hence the 

origin of the word we know as museum. The term was later 

applied to the library of Alexander the Great and was 

known as a place of learning. While the term museion did 

not define a collection of art, the idea of a public 

collection did exist in ancient Greece. On the Acropolis 

at Athens there was one hall. call~d Pinakotheke, which 

contained a collection of paintings to be veiwed by the 

public. 1 

Not by name but in effect the mediaeval church 

represented a museum not entirely unlike that of modern 

times. From the time of the early Christians who outlined 

figurative symbols on the walls of their sanctuaries in 

the catacombs of Rome to fortify and inspire the faithful, 

up to the middle ages, vThen richly carved · -portals · and ·stained 

glass windows told stories from the Scriptures, the church 

,.,as the place where understanding was conveyed not only 

by word but also by visual a1ds. 2 

1 William Benton, Publisher, "Museums and Art Galleries", 
Encyclopedia Britannica, -Vol. 15, p. 994. -

2 Ibid, p. 994. 
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It was not ·until the 16th century that the Greek term 

"museion" was used in Italy in it Italianized form "museo". 
-

During the Renaissance Italian princes ~d noble families 

began to take an interest in the arts and in all branches 

of human knowledge and brought out the rare artifacts from 

their treasure vaults, where they had been stored for their 

value rather than for enjoyment~ It added to·\:the prestige 

of a grea~ and learned man to be seen surrounded by prec

ious or curious objects which ,he generously allows his 

friends to inspect. These collections were kept in studies 

or writing cabinets and were of a greatly mixed variety . 
such as stuffed animals and botanical rarities mingled 

. '. 

with works: of art, freaks' artifacts and curios of all_ 

sorts. 3 

Across: the Alps the museo was known under a: variety 

of names. In France there was the MCabinets de curiosit6" 

at Fontainebleau; in Scandinavia the term "kunst 11 and 

"'W'Wlderkatmner'' was used. In England the Tradescants, 
- ' 

father and son, had established their Museum Tradescantium, 

otherwise known as an "arch of novel ties. tJ 

Although the Italian "museo" otf the Renaissance 

might contain small. workaof art such as bronzes ,medals, 

carvings and portraits, it was not the p~ace where large 

pictures of mythological Qr religious subjects were kept. 

3 Encyclopedia Britannica, op;. cit., p.994. 
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These were p].aced in long galleries which, by the end of 

16th century,were an intergal part of the residences of 

Italian princes and which also served for indoor exercise. 

This type af promenade gallery, hung with pictures and 

adorned with sculpture, came to be one of the accepted 

elements of princely palaces throughout Europ~ and repre

sents the immediate predecessor of the art gal1ery of the 

19th century, the one principal difference being that the 

latter structure was lighted by skylights, following the 

example of the Louvre gallery. 4 

It took a major event such as the French Revolution 

to transfer the basic character of the museum into an 

institution for education, and it was only after the 

revolution that it was decided that the collections should 

be made available to the public as well as the priviledged. 

However, this called for better organization and this led 

to specialization. Art treasures were taken from the curio 

cabinets and placed with those already in galleries, thus 

creating the art museum, while scientific objects were 

gathered into newly formed natural hist0Ty museums:. By 

and large, in the early days of the evolution of the 

modern museum, the art museum was foremost among all others 

and formed the pattern for all others. 

Toward the end of the ~9th century there were four 

distinct groups of museums; those concerned '\vi th art, with 

4 · E~cycloRedil Britannica, op. cit., p. 995. 
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history, with industry and with science. In all of these 

there was a tendency' during the second half of the cent

ury, to make museums repositories for scholarly study 

rather th~ f<l1r enjoyment., Paradoxically, as museums 

grew and expanded little thought was given to making them 

more i~viting or to the interpretation of their contents. 

John Ruskin and his friends made an attempt in this dir

ection, but real changes came ·.about only after U. s. 
museums gained international stature and had shaped a 

Rattern for museum interpretation.5 

In the United States throughout the first half of 

the 19th century· public interest was directed toward 

museums as -aepositories of curiosities to amuse an idle 

hour. 11 A new realization came about with the International 

World 1 s fair in New York City in 1853. Private collections 

owned by Henry Abbot and Thomas J. Bryan were bequeathed to 

the New York Historical Society. However, twenty years 

pass.ed before the public was convinced that art galleries 

comparable t~. the great European col1ections was worthy of 

any "great· civilized metropolis." This dream was realized 
- -

in 1870 when art museums were opened in New York City and 

in Boston thus beginning the th~iving era of u. s. museum 

developme~t. TQe main contributing reason for the rapid 

growth of the art museum in this country was the constant 

5 Enclyclopedia Brit~ica, op. cit., p. 996. 
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attention to the needs and wishes of the public. As the 

museums grew in number and in importance, they began to 

specialize; by this I mean certain periods or types of 

art were assembled in one museum while another period 

was catered to by another museum. Examples of this are 

as follows:6 

1. Whitney Museum of American Art - art of the 20th 
century.-

. 2. Museum of Modern Art - international modern art 
of the 19th and 20th centuries. 

3. Guggenheim Foundation - abstract art 
' . 

Gradually the American museums formed their own 

pattern, and in many respects surpassed their European 

counterpa~ts. The one important step was in the field of 

education. In particular, a special development was the 

college art museum, two of the best being those at Smith 
' 

College at Northampton, Mass. ~d Oberlin College.7 The 

rise of the art museum as an educational institution in 

the 20th century strengthened the international, cosmo

politan approach to world eulture.BMuseum educational 

work during the early 20th century followed many lines 

such as gallery guidance, cources in art appreciation, 

studio instruction, and special classes for children on 

6 Enclyclopedia Britannica, op. cit., p. 996. 

7 Ibid., p. 996. 

8 Ibid., vol. 2, p. 491 
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Saturdays. During the week, it stressed co-operation with 

nearby schools and colleges, whereby museum visits were 

scheduled at appropriate points in the schools currie• 

ulum. 9 

American Museums prior to the first world!. war closely 

followed the European style in museum planning. Thus began 

an intensive study of the problem of lighting and the 

arrangement of exhibition spaces. With the Cleveland 

Museum of Art in 1916 came a new era in museum architecture. 

A. concrete set of functional principles was born and since 

that time few changes have been instigated, although the 

emphasis has shifted from one aspect of the problem to 

another.10 

This development of the American museum was still. in 

full. swing in the mid 1950s and held great possibility for 

future development and improvement. 11 Many solutions to 

the museum problem have been offered in the past - some 

were gg.od :while others were not so good. However, the way 
'··. 

is clear and in our time when architecture struggle.s to 

keep pace with the mind, good solutions can only lead to 

better ones. 

9 Enclxclopeqig. Britannica, op. cit., p. 491. 

I<>taurence Vail Coleman, Museum Buildings·, Washington 
D. C. : the American Associations of Museums, 1950, p.3. 

11Encyclopedia Britannica, vol. ~5, p. 997. 



II 

PURPOSE 

Since I have not as yet presented an actual definition 

of the art museum as such, it is fitting to do so at this 

point before exploring the facets of this subject in detail. 

Webst er's New Collegiate Dictionary defines the word 

"museum" as "a building,o~ part :of one, in which are pre

served and exhibited objects of permanent interest in one 

or more of· the arts and sciences.l 

A. more comprehensive definition is offered by the 

Encyclopedia Britannica : "The museum of today is an 

institution Which exhibits and stores- objects of history, 

art, sci ence, industry and other more specialized cate~ 

gories and in addition may interpret or use these objects 

to explain trends and developments in the various fields 

of human knowledge.. 2 

The p~eceeding definitions were both very adequate 

in statement of fact and purpose, but a much more meaning

ful theory was set forth by Mies van der Rohe in 19~3: 

The first problem is to establish the museum 
as a centre for the enjoyment of art, not the 
internment . of ar.t. 3 

1 Webster·' s New Collegiate . Dictionar:v: 1951, p. 555. 

2 Encyclopedia Britannica, op. cit., vol. 15, p. 994. 

3 Mies van der Rhoe, "Buildings of 194X: Museum," 
Architectural Forum, vol. 7~, May 1943, p . 81+.. .. 
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On th~ other hand, there ar~ those who would have you 

believe that tile preservation of art is the primary rea·son 

for the e~stance of the museum. The following is an excerpt 

from an address by Ananda. Coomaraswamy: 

What is an art museum for? As the word "curator" 
implies, the first aQd most essential function -
of such a museum is to care ot ancient or unique 
work~ of art which are no longer in their origi
nal places or are no longer use.d as was origina
lly intended, and are therefore i n danger of de~ 
struction by neglect .or otherwise. This care of 
works of art does not necessarily involve their 
exhibition. 

If we ask, why should the protected works of art 
be e~ibited and made accessible and explained to 
the public., the answer will be made, that thi s is 
done with an educational purpose. But before we 
proceed to a consideration of this purpose, be
fore we aSk, education in or for what? a dis
tinction must be made between the exhibition of 
the works of living artists and that of ancient 
or relatively ancient or exotic works of art. It 
is uneeessary for museums to exhibit the works 
of living artists, ·vmich are not in imminent dan
ger of destruction; or at least,ifsuch works are 
exhibited, it should be clearly understood that 
the museum is really advertising the artist and 
acting on behalf of the art dealer or the middle
man Whose business it is to find a market for 
the artist; the only difference being that while 
the museum does the same sort of work as the 
dealer, it makes no profit •••••••• Mr. Steinfels 
has recently remarked, '' Art Which is only in
tended to be hung on the walls of a museum is 
one kind. of art that need not consider its re
lationship to its ultimate surroundings. The 
artist can paint anything he wishes, any way he 
wishes and if the curators and trustees like 
it weli. enough they will line it~. up on the wall. 
with alli the other curiosities. n.,. 

lf. Ananda K. Coomaraswamy, Christian and Orienta1 
PhilosophY of Art, Dover Publications, Inc., New Yo~k, 
1956, PP• 7-8. 
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At t~e other extreme are those factions that strongly 

assert the educational task of the modern mus~eum. 

The first and main function of the public 
museum is to aid the adaptatien of great 
masses of people to ~ environment charac
terized by an unprecedented rate of change 
in ~1~ conditions of life.5 

No justification seems to exist for a dis
tinction between "education" and "enjoymenttt 
as two separate functions of a museum, es- . 
pecially in conneetion with objects of as
thetic qualities which are sources of gen
eral education contributing to intellectual 
and emotional sensitivization. It should 
indeed be one of the tasks of the museum of 
the future to convince people of the fal
lacy of a distinction in principle between 
enjoyment and learning, and of the a.mpl.e 
possibilities of com~ining both in one and 
the same experience. 

The preceeding quotes have attempted to substan

tuate two opposite points of veiw. Now let us attempt to 

summarize in one quote intelligently combin!ng·· the-se · .. two 

extremes into one meaningful statement. 

But the museum to-day has revised the theory 
which guides its practice. It is now a work
ing institution, and that in two senses: 
~rking to get its material and to prepare 
it for exhibition, working to exploit its 
·possessions for real public benefit and to 
make them educationally available as source 
material, directly useful in teaching and in 
the laboratory sense, all in addition to the 
general purpose of iner.easing the knowledge 
of. enhancing the cultural potentialities of 
the community. 7 

5 Alma s. Wittlin, The Museum. Its History and its 
Tasks in Education, Routledge and K. Paul, London,l949,p.1~6. 

. . 

6 Ibid., p. 190 • 

. 7 Richard F. Bach, "The. Modern Museum, Plans and 
Functions," Architectural Record, vol. 62, Dec. ,1927,pp.457-8 
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Now that we -have become familiar with several ideas 

and points of veiw of a few leading authorities in the 

design and planning of museums, let us attempt to form

ulate a concrete path to determine the ultimate purpose 

of the modern museum as related to the university. 

First of all, what are·. the -t"fine arts?"- .An encyclo.-. 

p.edia offers the following clarification: 
. ' 

In a general sense the fine arts a:re tho s·e 
among the arts and industries which man cul
tivates for his necessities or conveniences, 8 and which minister also to his love of beauty. 

In a university sense we may consider this defini

tion to apply to painting, sculpture, architecture, lit

erature, music, modern dance and. dramatics. It is only 

reasonable to ~s.sume that the two latter endeavors shall 

be presented to the students and the public on occasion 

in the new theatre on the campus. 

Then it remains to be said that the university 

museum shall provide a means through which subjects 

relating to the fine arts may be exhibited or experi

enced in a way that will further the cultural develop

ment of the student as well as the general public. The 

methods and techniques are many in number and varied in 

success; not so many and not so successful however, that 

a fresh approach to the problem is not justified. 

8 Encyclopedia Brit~ica, op. cit., vol. 9, p. ~3. 



III 

REQUIREMENTS 

Among the primary considerations in the design of 

this muserim are the basic fundamentals such as site se

lection and space analysis which may wel]. mark the 

success.· or failure of the completed project. 

A. SELEC~ION OF THE SITE 

Since this: museum is to be located a·n the camp:us of 

Texas Technological College, certain conditions govern 

the selection of the site that would not ordinarilly 

exist. However, many general considerations apply to : this 

museum as wel~ as any other, and these are the aspects 

with which the architect should concern himself in ad

apting a particular building to a particular site to 

perform a particular function. 

O·ne of the first important factors to consider is 

the accessibility of the site location. Of course the 

most desirable site would be that which is easily reached 

on fo~t; this problem is not serious in respect to the 

student, but does deserve careful consideration in terms 

of public access. 1 

The lay of the land on a site is an important in-

dication of the fitness of it, since it offers many a 

i Coleman, op. cit. p. 45. 
-11-
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direction as to the chracter of the building. The 

architect should have at his disposal a complete survey 

that shqws th~ orientation, grade and configuration of 

the land, with streets, trees and nearby buildings, 

whereabouts of sewers, gas and water mains, electric 

lines·, sidewalks., easements and other information that 

may be secured. 

Sometimes a museum site may possess such extra

ordinary dist~nctions that obvious disadvantages are 

easily overlooked. Every site has both good and bad 

points; but a site, no matter how tempting, that ser

iously threatens the work in veiw should be rejected. 

Also if there is .promise for the future but not enough 

of present worth, the site should be pass.ed over. What 

every museum needs is a fairly large piece of land in 

a location that is favorable and likely to stay so for 

the useful life of the building.2 

Parking is a problem of varying seriousness depend

ing on the location of the site. Private parking should 

be provided for the staff where possible. Basement park

ing should be avoided, if only because museums need their 

basement space for other purposes.3 However, in a situation 

where pa~king is at such a premium, as is the case on the 

2 Coleman, op. cit. p. 47 

3 Ibid., p. 50 
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campus, parking below ground level is certainly just

ified. 

Careful ~hought should be given to the main entrance 

approac~ being mindful of the handicapped. Drives and 

walks should not fail to respond to the pratieal needs 

while meating the needs of the design. Quartz gravel on 

paths cleans the shoes of visitors and keeps down the 

tracking of mud; planting near a building and in open 

courts may be pleasing as well as useful. Outdoor spaces 

are sometimes developed in pratical wa~s; a common use of 

such spaces ~ong art museums is for the display of 

sculpture, ~mether fixed pieces or objects in a tem

porary show. This type of space may also be acceptable: 

as a reading space in conjunction with the museum library.4 

Onee the site has been chosen the architect must 

. begin the planning and. design of the building in con

junction with the planning of the site. An important 

problem, and especially· ·, in the case of the museum, is 

the handling of the service drive and entrance. ~e re-
... 

quirements are ease of access, space enough to accommodate 

cars and trucks, and. all possible screening f0r outdoor 

operations by tha building its-elf or by walis or the land· 

or its plantings."' 

4 Coleman, op. cit., p.50 

5 Ibid., p. 48 

TtM$ TECH LJ8RARY 
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B. SPACE ORGANIZATION 

Distribution of space between the primary functions 

of the museum is an important consideration at every stage 

the planning process. A list of desired floor areas for 

various uses is an early requirement of the architect, and 

will also be of much use in later meetings with the com

mittee. A chart illustrating the space distribution of 

various museums may be found on the following page.6 

A familiar rule of thumb is that in a new 
building there should be as much space for 
curatorial, administrative and service pur
poses as there is for exhibition. as museums 
grow and add to their buildings there should. 
come better provisions for curatorial work 
including storage, and therefore there. is a 
tendency to all.ow more space in the. first 
place for non-exhibition functions ••••••••• 

Neglect of the need of storage space, plan
ned to be adequate and to continue to be 
adequate as collections grow and the build
ing ia eplarged, is one of the commonest 
mistakes of museum planners. Storage space 
is thus relegated to the basement or the 
attic, where it cannot function or grow. 
This arrangement cripples the institution 
once and for all . 

Perhaps· the best rough working rule would 
be to allow half the total original space 
fo~ non-~xhibition functions, making very 
sure that this half includes the rudiments 
of a curatorial allowance so placed that 
it can grow in a natural way, and to increase 
the space for storage from time to

7
time 

through additions to the building. 

The architects choice of form, adapted to the size 

and shape of the terrain, should be an expression of the 

6 Coleman, op. cit., p. 35. 

? Ibid. , p. 3? • 
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TABLE II. FLOOR AREA DISTRIBUTION 

Distribution in Percentages 

Totnl T.ec-
Museum Building• Dates Square Ex-

Feet 
ture, 

Offices 
hi bits Li-

hrary 
------

Metropolitan Museum of Art, New 
York, N.Y ............... . .... I88o-19~4 6ss,9oo 46 4 5 

National Gallery of Art, Washing-
ton, D. C ........ .. ............ 1941 433.400 42 3 4 

Philadelphia Museum of Art, Pa .... 19~8(-I948) 391 ,6oo 57 7 4 
Art Institute of Chicago (including 

school) .................. . ..... I893-1939 349·000 44 25b 3 
Art Institute of Chicago (not in-

eluding school) . ... . .... . ....... I893-I939 ~85,000 54 9 4 

Detroit Institute of Arts, Mich ...... 19~7 191 ,ooo 34 24 3 
Nelson Gallery of Art, Kansas City, 

Mo .... . ......... . .... . ....... I933 I47,000 54 8 4 
Museum of Modern Art, New York, 

N.Y .......................... I939 II2 ,8oo 32 20 13 
Joslyn Memorial Art Museum, 

Omaha, Nebr .. . ............... I93I I02,200 44 19 3 

Cleveland Museum of Art, Ohio . ... I9I6 90,000 44 J6 8 
Fogg Museum of Art, Harvard 

University .... . ................ 1927 89,200 32 I7b 10 
Freer Gallery of Art, Washington, 

D. C ......................... . 1923 70,000 57 7 5 
Portland Museum of Art, Ore ...... 1932.:..1939 53,6oo 46 2'2" 2 
Seattle Art Museum, Wash ..... .. . I932 53 , JOO 33 IJ 4 

Colorado Springs Fine Arts Center, 
Colo . ....... .................. 1936 49• TOO 21 40b 4 

Columbus Gallery of Fine Art8;· 
Ohio .......................... I931 45,200 35 14 16 

Fine Arts Building, State University 
ofiowa ......... .. ....... ..... I936 37,000 35 52b 3 

Norton Gallery of Art, West Palm 
Beach, Fla . .. . ................. I941 31 1 JOO 38 1od 4 

Speed Art Museum, Louisville, 
Ky ................... ....... . I927 22,000 53 4 2 

a Dates in () indicate periods of rearrangement after completion of building. 
b Including university or art school classrooms. 
• Including public spaces not used for exhibits. 
d District steam service used. • Including parts of patio. 
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individual museum. There is no one type of modern 

museum. The natural approach to the problem is through 

determination of the space requirements for the various 

functions, and choice of the position in the building 

~~ere each will work best by itself and in relation to 

other functional spaces . Positions and relationships 

can be suggested by general experience as to entrances 

and exits, lines of the public's movement and of work 

flow in the building, and best uses of different stories 

or groups of stories.8 

1. THE BASEMENT 

Being a story at least partly underground does not 

mean a dark lower story. The use of lighting wells or 

lateral moats are effective methods of providing light 

to this area. The basement as a rule is the most con-

jested part of the museum. everything has been tried 

here except the main exhibits. The natural functions of 

the basement are those of the services and the mechani-

cal plants. The service entrance is the key to the use 

of this floor, and it must be easily accessible by car 

or truck. The services have to do with the movement of 

supplies and museum materials from the service entrance 

through the museum's channels of work. This work calls 

for the loading, unloading, packing, unpacking, storage 

of containers and their contents, registration, treatment 

8 . . 
Coleman, op. c~t., p. 109. 
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for damage, photographing and transportation within the 

museum. Equally demanding of the basement are the shops, 

which must get their materials ea,sily from the receiving 

entrance. The m~chanical plant may be placed half a story 

lower at sub-basement level. 

Several other functions are not beyond possibility 

at a basement level. Such spaces as the auditorium, ed

ucational quarters- classrooms. and kindred spaces may be 

located here to make them easy of access. Functions that 

should not occur in the basement are libraries, offices, 

cur a tor'. s suite, exhibitions and storage. 9 

2. THE. MAIN FLOOR 

This floor preferably should be at curb level and 

not in any case more than two or three steps above this 

grade. It is this floor that should contain the main 

exhibition areas. The ground floor may have many uses 

in addition to those of the lobby and main exhibition 

space. In a small museum the offices, curatorial space, 

the library, and even classrooms may have to be on this 

floor for the sake of control 

Changes of level are not reccommended in exhibition 

areas; each level should be a continuous plane throughout 

its extent. However Frank Lloyd Wright has ignored this 

rule.~ · In the Guggenheim Museum where the exhibition space 

9 Coleman, op. cit., p. 119. 
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is not level but ascends in a continuous spiral at a 

grade of seven inches in each forty feet.lO 

This building is extremely efficient. Here 
instead of a monstrous building, we have a 
pleasing, lively structure lib.ose slow grad
~al ramp completely removes the fatique and 
ennui heret~fore as.socia ted w1 th a trip to 
the museum. 1 

3. THE SECOND FLOOR 

Where more exhibition space is required than may 

be provided on the ground floor, then should extend to 

the second floor rather than to the basement. It is the 

floor for secondary exhibits, designed to ser~e students 

and other purpo~eful visitors. If all exhibits are 

arranged on the main floor, then the second floor be

comes the natural and logical location for the curatorial 

functions. It is not inconceivable to think of placing 

administrative and business offices at this level as 

well as the library and reading room.12 

4. ADDITIONAL FLOORS 

Floors above the second level are no longer con

sidered suitable for exhibition despite the convenience 
.. 

of the elevator. However, study storage and curatorial 

space ar.e not beyond reason should site restrictions 

force a multi-story solution.13 

10 t. Coleman, op. cit., p. 11~. 

11 "Frank Lloyd Wright's Masterwork", Architectural 
Forum, April, 1952, p. 1~2, 

12 Coleman, op. cit., p. 115. 

13 Ibid., p. 116. 
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5. SPACE ANALYSIS 

a. The. Lobby: To the visitor this is the focal point 

of the museum. Here he begins his experience of the build

ing. It should be spacious and attractive and unencumbered 

terms of architecture. From this point the visitor must 

decide on the course of his visit; it should be obvious but 

not demanding. Control of the museum functions is the most 

important aspect of the lobby. Stairways and elevators, if' 

used, should be easily seen and accessible from the lobby. 

Control of the offices, educational space, the auditorium 

and the exhibition spaces is definitely within the scope of 

the lobby. "Control of the exhibition spaces begins in the 

lobby, where the purposeful visitor gets hi$ bearings and 

the aimles·s visitor sets out to do the building in one way 

or another. nll4t 

b • . Administration: These offices should be accessible 

without passing through the exhibition spaces and most 

desirably accessible whe~ the museum is closed.ll.5 The 

offices contained in this function . are those of the di

rector and his assistants and a secretary. The_ duties of 

the curator and the registrar require that they be located 

at other areas of the building. 

c. The LibrarY: This is an important facility in the 

museum; In the ordinary public museum it would primarily 

1~ Coleman, op. cit., pp. 121-125. 

15. Fiske Kimball, ''Planning the Art Museum, •• Architectural 
Record, December, 1929, p. 588. 
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benefit the staff. However, in a university museum, such 

ms the one concerned here it may be of great valu~ to t~e 

student in study and research endeaYors. It should con

tain specialized books as well. as a lantern slide collec

tion in the fields. covered by the museum. In all prob

ability it will be a reference library, its books being 

used in the building, and not a lending library. Student 

and public use would demand a location near and under the 

control of the lobby. "The reading room, the librarian's 

desk and work place, and the bookstacks, should form al

together a well knit system.ul6 A typical arrangement may 

be found on the following page. 

d. The Auditorium: Every museum, whether a public 

institution or a university function, should have at least 

one ass.embly room. According to Coleman: 

Many activities, educational and recreational, 
call for provision of assembly rooms in museums. 
Lectures, musical programs, motion pictures, 
dramatic performances, public meetings~ and 
·other occasions for the gathering of sizeable 
·audience·s are in the regular line of business 
in the museum.l"/ 

The auditorium would be best served by its own lobby 

with an entrance independent of the. main exhibit area. 

Check rooms and rest rooms also should be considered if 

the situation is such that others are not conveniently 

located.l8 

16 Coleman, op. cit., p. 161. 

17 Ibid., p. 167. 

18 Ibid., p. 168. 
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e. Classrooms: Since this museum is to be located on 

a campus Where educational facilities in the fine :arte are 

contained in other buildings and in some case even other 

schoois as are architecture and allied arts, classrooms 

and studios are not necessarily required. However, at the 

descretion of the museum director, an educational program 

involving students from other schools and the public might 

be instigated as a museum function. 

Studios should be compact and well. lighted, preferably 

by north light. Locker rooms and rest rooms may also be 

needed in this area depending on the scope of this opera

tion.l9 

f. curatorial Suite: This area encompasses several 

functions very necessary to the successful operation of 

any museum: storage, study, work, and office space.20 In 

a small museum with a consolidated curatorial space, the 

relation of this space to exhibition space is likely to 

be determined entirely by the need for having the director

curator's office where it communicates with the lobby and 

the exhibits. 21 

g. The .Service Entrance: The services of the museum 

are a group of varied activities concerning supply, 

maintenance, and shop work, and the arrival, movement, 

and departure of museum objects ·and exhib~tion~. The 

19 Coleman, op. cit., p. 175. 

20 Ibid., p. 181. 

21 Ibid., p. 18~. 
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service : ~ntrance should lead directly to the receiving 

room with a packing and unpacking area. This is the 

distributing point for the entire building. 

The service e~trance should have a doorway 
for the use of service employees, delivery 
men, and other persons entering on foo·t; 
and it requires also a freight portal for 
the use of trucks. Where there is sufficient 
room, provision may well be made to have .. , 
trucks drive within the building for load
ing or unloading behind closed and locked 
doors; but if the platform is in the open 
it should be sheltered from the rain. Out
side space s~ould allow for any necessary 
turning of large trucks; and there may be 
a parking space here for cars of staff 
members. The drive and delivery area should 
be graded and paved for heavy trucking, 
and m~y be screened by a parapet or plant
ings.22 

h. ~ Receiving Room: All incoming shipments 

are received in this area for unpacking and distri

bution within the building. Other areas which should 

have direct relation to the receiving room are the· 

superintendent's office, temporary storage, and th• 

registrar and photographer's quarters. Also within 

close reach should be the workshops which may readily 

get their materi~ls and give up their products to ·be 

moved into place in the building.23 

i. ~Registrar and Photographer's Quarters: Here 

is Where the records of museum accessions and of borrow-

ings 'and lendings are kept. Materials are routed here 

22 Coleman, op. cit., p. 189. 

23 Ibid., p. 190. 
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to and from the exhibition rooms or curatorial suite. 

There should be free access to the receiving rooms while 

maintaining strict security. The temporary storage space 

is for the momentary safekeeping of museum pieces while 

awaiting movement in or out. There is usually one remote 

function of the registrar - the fumigation chamber. This 

is often placed near the roof and should not be very far 

from the freight elevator.24 

The photography workrooms shauld be closely related 

to the registrars quarters where pieces await the camera, 

Natural light is not necessary as artificial light is 

easier to controll. Even in a small museum, photography 

is at least a part-time task and should be adequately 

provided for. An average arrangement might consist of a 

studio, two dark rooms- one -for developing and one for 

enlarging, printing, etc., and a file room for photogra

phic negatives.25 

j. The Shops: A workshop is required in any museum, 

regardless of the size or type of museum it is. The vari

ous types of work require facilities are carpentry, paint

ing and finishing, machine and sheet metal work, and 

assisting the preparators in assembling and preparing 

exhibits. The shops, as the registrar and photographer, 

should be in close conjunction with the receiving room and 

24 Coleman, op. cit., p. 193. 

25 Ibid. , p. 191+.·. 
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the service entrance. Good natural light as well as 

sufficient arti ficial lighting should be provided in 

the shop areas. A basic list of equipment would include 

a long work bench, a table circular saw, a band saw, a 

oiner and a planer for wood working and a machine lathe, 

a small drill press and a grinder for metal working.26 

k. Preparation ~ Restoration Rooms: These are the 

special shops and studios whose principal functions are 

the restoring of art exhibits. They are technicians, 

artists and craftmen who work in close collaboration 

with the curator. In a small museum ther e will in most 

cases be one preparator and his workplace consists of a 

small shop near the other shops and close to the frei ght 

elevator. Here again good natural light should be pro

vided for the restoration of paintings. 

A scheme:, often suggested but never tried, 
that would draw much attention and perhaps 
improve the work of the shops, is tha t of 
having an overlooking balcony or observa
tion windo,v:s for the public. 27 

1. Printing Shop: This function may merely consist 

of a small hand press used to make labels and other small 

printing chores. It should be located where it can be st 

serve the needs of the museum, probably in the adminis

trative or curatorial sections.28 

m. Locker Rooms ~ Rest Rooms: Locker and t oilet 

26 Coleman, op. cit., p. 195. 

27 Ibid., p. 197. 

28 !"bid.' p. 197. 
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facilities, a nec.essary part of the servic_e layout, should 

be provided for the office staff, the shopmen and the 

custodians. A lounge or smoking room for the museum staff 

might also be considered at this stage of planning.29 

Public rest rooms may be required at several stations 

within the museum depending on the arrangement of the var

ious functions. For instance, rest rooms should be conven

ient to the exhibition areas, classrooms and to the audi

torium. 

n. Courts:This is an important part of the modern 

museum, not only as a relief for museum fatiqu~ but as a 

gathering place for music recitals and lectures. 

The court could be a thrilling place of utility, 
without prejudice to its being at other times a 
delightful place for strolling and repose.30 

Cour.ts may be utilized in many fashions throughout 

the museum complex. They should be convenient and inviting 

anQ. p'erhap s even serve as a constant point of orientation 

and relaxation for the visitor. 

Areas for relaxing between galleries were an 
important part of the program. !n these the 
visitor may pause to reflect, proceeding_ to 
·further exhibits with a refreshed mind. 3J. 

o. Mechanical Space: This function will undoubtably 

be placed in the basement near the service entrance for 

the ease of maintenance. Complete air conditioning con-

29 Coleman, op. cit., p. 198. 

30 Ibid., p. 172. 

31 ttEnvironment For Art, 11 Progressive Architecture, 
December, 1960, pp. 122-127. -
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sisting of winter heating, summer c0oling, and year

around humidity controll is definitely required in the 

museum not only for the comfort of its occupants, but for 

the protection and preservation of certain types of ex

hibits.J2 

Since, in the exhibition areas, there will in all. 

likelihood be few permanent type walls, the ceiling will. 

be the natural place to locate pipe, conduit, and duct

work. The possibility of recessed lighting may further 
" 

indicate a need for suspended ceilings . 33 A centrally 

controlled lighting system for the versatile arrangement 

of exhibits is unexcludable in the mechanical make-up of 

the fine arts museum. 

p. Exhibition Spaces:! have purposely neglected tq.is 

phase of the museum function until last because certainly 

it is the nucleus of the building and the other functions, 

while having importance in their own right, only contribute 

to the succesa or failure to the building's main function: 

Exhibition and presentation of materials relating to the 

fine ~rts. Therefore, this subject must receive the great

est amount of consideration. 

First we must consider the. basic types of exhibits 

that may be found in this type of museum. Generally they 

may be grouped into two categories as follows: 

32 Coleman, op. cit., p. 199. 

33 Ibid., p. 137· 
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1. Temporary Exhibits: This m~ght conceivably 
consist of traveling shows or. :: painti~gs, :prints, 
sculpture and architecture and in the case of 
the university museum outstanding student Work 
may be periodically di.splayed. 

2. Permanent Exhibits: This is a feature tqat 
at the outset, especially of the university 
museum, might be minute both in size and chr
acter ~ However, as the museum gains in prom
inence this may become the dominant feature of 
the museum and should be considered in the 
initial planning. 

Clarence Stein advocates the necessity of a flexible 

museum space; according to him: 

Every museum collection is constantly ex
panding and chan_ging. A good museum is a 
growing, liv1nc organization - it is never 
complete .. 31+ 

The s~e writer attributes the following advantages 

~o the flexible museum: 

1. Arrangement to fit individual requirements 
of every exhibit. 

2. Rearrangement to meet changing requirements~ 

3. Orderly growth of collections. 

i+. Complete command of the source of natural 
as vel~ as artificial light. 

5. Experimentation with new methods of display 
without affecting permanent structure.35 

In .order to effectively comply with these demands, 

the flexible museum requires: 

1. Large units of floor space free of all .struc
tural or utility impediments, such as walls, col

. mnns or pipes. 

2. Adequate natural .light in every part of. the 
structure. 

34- Clarence s. Stein, "Making Museums Function," 
Architectural Forum, June, .1932, p. 614. · -

35' Ibid, p. 615'. 
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3. Attractive interior walls or partitions, the 
location of which can be changed with minimum 
effort, nuisance and cost. 

~. An artificial lighting system permitting easy 
and economical relocation of sources of lighting 
fixtures. 

5. Ceilings, the location and character of which 
can be changed.36 

A statement by Lee Simonson in 1927 is noteworthy 

even today and denotes a basic concept of great impor

tance to the modern museum: 

The problem of exhibiting is a particularly 
modern problem. We relate our buildings care
fully to our processes of living, to the men
tal and physical habits and routine of those 
who are to use them. But in planning our ex
hibitions we ignor the equally impo'rtant psy
chology of attention and the very definite 
methods of presentation and architectural 
framing which will evoke or stimulate it •••• 
To see a painting or any other object of art 
in the average gallery is about as satisfact
ory as going to visit a friend drawn up on 
parade with his regiment •••• The main problem 
in planning any ex:hi bi tion is not to let the 
eye see too much at once, to break up vistas, 
to isolate objects, to use every mechanical 
and constructional means to focus vision in
stead of dissipating it.37 

This museum, although it is a university f unction, 

should be arranged to serve adequately the different 

needs of the general public as well as the student. The 

exhibits for the public and the study exhibits should be 

separated and require different presentation techniques. 

The visitor seeks appreciative acquaintance while the 

36 Stein, op. cit., p. 615. 

37 Coleman, op. cit., p. 133. 
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student comes for understanding. Therefore the visitor 

would benefit from a lesser number of the choicest ob

jects which appeals to the emotions, gives pleasure, and 

pa~ses ·· on the feelings of the artists who create4 the 

works. On the other hand the student and the critic should 

have access to all the museum possesses. The works should 

be available for study as are books in the library. Con

sequently the material shoUld be arranged and lighted so 

as to facilitate research and comparison.38 

We might consider two major methods of displaying 

art objectss 1.) Group arrangement is the comprising of 

objects which form an harmonious, sympathetic environment 

in which each exhibit accentuates the artistic quality of 

the others, and 2.) individual display is the isolating of 

a single work against a simple background and surrounding 

that will not distract from the particular work. 39 

After it has been determined as to the type of arrange

ment for an exhibit the spaces, providing the space is 
. . 

flexible, must be arranged to reinforce the desired effect 

of the exhibit. Stein offers three simple. rules to follow: 
. ( 

1. The visitor should approach an exhibit as he 
enters a roo.m. 

2. Each object should be disassociated from other 
conflicting objects. 

3. Rooms. _should be in proportion to the size of .the 
exhibit. '+0 

38 Stein, ap. cit., p. 610. 

39 Ibid., p. 612 

lt<> Ibid • . , p. 612. 



- 33 -

The grouping of rooms or exhibition spaces is to 

some extent governed by the general organization of the 

spaces within the building. One of the determining fac

tors in this case would certainly be the circulation 

pattern desired through the exhibition areas. Circulation 

is covered to greater extent in the next section, but a 

brief introduction to various methods of grouping spaces 

is essential in the initial planning concept. 

Some simple space arrangements, not necessarily the 

right or the wrong solutions, are the following: 

1. Room-to-Room Arrangement: This is usually found 
in small buildings with the exhibition a~eas on 
both sides of the lobby; The space . is a contin
uous suite of chambers. The advantages of this 
approach are simplicity and economy. 

2. Corridor-to-Room Arrangement: Here each room is 
accessible from a corridor. the circulation scheme 
is apparent to the visitor and a room may be closed 
without affecting the overall arrangement. 

3. Nave-to-Room Arrangement: Rooms are situated 
around a large area possibly a court. This $Cheme 
is probably the most flexible of the three.41 

The supervision of the exhibition areas is a most 

important aspect of the complete scheme. It should be 

possible for the minimum amount of people to supply the 

maximum amount of control. It may be necessary, in a small 

museum, to arrange the exhibition spaces in order that one 

person may control them from his regular work space. A 

possible solution would be a completely open space.42 The 

41 Coleman, op. cit., p. 141. 

42 Ibid., p. 144. 
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control function however, should not be the dominating 

factor of the design concept. For instance, should a 

scheme be justified that offers a definite control prob

lem perhaps another approach to control, such as closed 

circuit television, may be a possibility. 

6. CIRCULATION 

The movement of the visitor within the museum build

ing depends largely on the layout of the building, but 

the manner in which he responds to the space arrangement 

is affected by the exhibits and human habits. The circu

lation may be excellent, but the routing very poor. 

Good routing promotes full and orderly coverage 
of exhibits by the visitor who yields himself 
to the arrangements made for his guidance; but 
under no circumstances should the routing inter
fere vri th free circulation of visitors who de
sire to move at will.43 

The main difficulty in any routing scheme is that it 

is an inevitable compromise between arranging for a ma

jority of casual sightseers and for a minority of inte

rested people. The former would desire the maximum ex

posure with the least difficulty while the latter would 

prefer selection and concentration.44 A combination of 

the two allowing swift progression for those desiring it 

and an area to linger for those so inclined might offer 

a possible solution. 

43 Coleman, op. cit., p. 144. 

44 Ibid., p. 144. 
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To fully comprehend the problem of routing in the 

museum, we mu.st first investigate the "visitor beha·vior" 
-

pattern - what will a person do in a single room? Studies 

by leading authorities have indicated that wall and floor 

space to the left of the visitor are of small value and 

that ."exit attraction" is a strong influence.45' Hence 

the obvious solution is to place the exhibits to the vi

sitors right so that he is led in a counter-clockwise 

scheme around the room, and exiting via the more effective 

right-turn. On the following page one may see the effect 

of "exit attraction" on the circulation scheme of an or-

dinary ·:room. 

The circulation pattern naturally has its point of 

origin at the lobby. Here the visitor or the student mu~t 

get his bearing's and proceed on the cou·rse of his vi.sit. 

Here again the right turn has proved more effective46; 

however, the ease with which tl:le routing scheme is o b

served may be attributed largely to the architectural 
.. 

solution of the lobby. A central space, whether it be a 

court or lobby, is an effective means of continuous ori

entation for the visitor. 

The great central hall with its skylit ceiling 
is .the hub of the first and second-floor gall
eries which surround it. As they· wander from 
gallery to gall~ry, visitors see the hall as a 
reference point and never get lost.~7 

4.5' Coleman,op. cit., p. 147 

46 Ibid., p. 148 

~7 "The Perfect Professional Museum,n Architectural 
Forum, December, 1960, p. 90. 
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The routing within a single room poses an individual 

problem. A room with only a single entry and exit may be 

forbidding to the visitor while an entry and an exit 

offers exit attraction and pulls the visitor in. In gen

eral we may conclude that 1.) the space should have two 

openings, 2.) openings should not be on axes, and 3.) 

openings should not serve to siphon visitors from a 

maximum tour of the room.48 

A suite of rooms is perhaps the most difficult to 

solve in terms of circulation due to the conflict between 

rooms. The most probable solution would be to offset the 

openings to the right and left of center so as not to 

offer a direct passage through the room. A group of rooms 

through which the visitor goes in one direction offers a 

correct sequence but very poor coverage. Several examples 

of circulation patterns ~thin a group of rooms may be 

found on the following page. 

The' important factor, we must concede, is the final 

effect of the visitor's experience within the building. 

Vincent Scully has this to say concerning the most con

troversial solution of our time - The G~ggenheim Museum: 

The building as a whole offers many strange 
and significant effects •••• The meaning is 
in the journey, since from above, upon leav
ing the elevator, the visitor finds the space 
dizzing and vast, while the great downward 
coil "of tne ramp insistingly invites nim to 
movement.49 

48 Coleman, op. cit., p. 148. 

49 Vincent Scully, Jr., F~ank LloYd Wright, George 
Braziller, Inc., New York, 19 , p. 31. 
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C, LIGHTING 

The problem of lighting in the museum is much the 

same as in any other type of building except in the 

exhibition areas. Opinions concerning the two metnods, 

artificial and natural,are as diversified as are the 

solutions in the history of museum architecture. To set 

forth a definite doctrine to follow in regard to light

ing would be impossible; but the architect must famil

iarize himself with certain advantages and disadvant

ages of various different types of lighting. 

Basically there are two methods of providing nat

ural light within a space - the skylight and the side

light. In considering the skylight, the orientation of 

the building is not a particular problem due to the fact 

that skylights may be arranged in any direction. It has 

been shown, through experience, that the most pleasing 

illumination, whether for pictures or sculpture, is 

obtained from sunny exposures,50 However, not alL natural 

light is desirable; north light is flat and cheerless. 

The use of the skylight dictates limits on the organi

zation of space within the building. nit commits the in

stitution to the past by cutting it from the type of de

velopment the future has in store for it."5l 

50 Isadore Rosenfield, "Light In Museum Planning," 
Architectural Forum, June, 1932, p. 619. -

51 Coleman, op. cit,, p. 94. 
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During the winter months, on clowdy days, and in the 

late afternoon all year around skylighting has to be sup

plemented by artificial lighting in a most inefficient 

manner. When the sun is bright glare is often the result. 

Louvers and various other tYPes of diffusing planes have 

been employed to combat glare, but these have proved to 

be more of a nuisance than a benefit.52 Finally, the 

visitor is denied the possibility of a pleasant vista 

by the exclusion of any sidelights. A unique venture in 

the use of toplight in museum design is found in Turin 

where the architects have raised the third floor well 

above the second and slanted in the exterior walls to 

admit light above the walls. Inside paintings were sus

pended from the ceiling to avoid placing them against a 

biased \<!all. 53 

Windows are of limited usefulness in the modern 

museum of today. However, they still have strong purpose 

in giving reassurance by letting people look out, and by 

reinforcing artificial lighting with an admixture of 

natural light during daylight hours. Windows have long 

been a source of glare and reflection in the museum54, 

but with modern techniques of glass making this problem 

is easily overcome. High windows, above eye level, have 

52 . Coleman, op. cit., p. 9~. 

53 "Biased In Turin," Architectural Forum, Feb. ,1960,p.l59. 

54 Coleman, op. cit., p. ~6. 
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been found to admit as much light as windows of twice 

that height spaced in the usual manner. Corner lighting, 

in. which one window is located at or near one end of a 

long wall, very effectively admits a token of light with 

no serious glare or reflection.55 End lighting is prati

cally the same except that the light is in 'the. short wall 

rather than the long wall. This method offers greater wall 

area for display and also favors flexibility since a large 

expanse of floor can be lighted from one wall and the area 

divided at will by screen partitions set endwise to the 

source of daylight.56 

On the subject of artif icial lighting we must again 

consider two distinct aspects - direct and indirect. The 

accepted approach today appears to be the combining of the 

two; indirect lighting being of general use and direct 

lighting reserved for the lighting of objects. The methods 

and techniques of supplying artificial lighting are far 

too nl.unerious and varied to attempt even a concise cover-

age. However, several points should be brought out to 

clarify the essence of the problem. 

Fixtures suspended: from .. the .. ceiling or attached to 

the ceiling or wall as exposed appendages are no longer 

accepted as an adequate solution for object lighting.57 

55 Coleman, op. cit., p. 89. 

56 Ibid., p. 89. 

57 Ibid., p. 101. 
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The explicit purpose of room lighting is to furnish a 

favorable background for display lighting. Therefore, 

the utmost care should be taken in relation to the bright

ness contrast of the two types of lighting employed. The 

advances that have been made concerning indirect lighting 

has stimulated architects to combine illuminating design 

with architectural design thus creating an intergrated 

solution both pleasant and functional.58 

Isadore Rosenfield concludes that : the · best way , to 

artificially illuminate a side lighted space would be to 

place the source at the window in order to simulate th~ 

same effect as natural light. This can be accomplished in 

several ways, for example: in the Pennsylvania Museum of 

Art, floodlights are placed in back of a series of false 

windows.59 

D.EXPANSION 

The problem of planning for the expansion of a build~ 

ing is one which certainly can not be ignored especially 

in the case of the museum. It is very difficult to predict 

how fast an ordinary museum would grow; however, the univer

sity museum function should be stable for a much longer 

period despite the rapid growth of the institution. It is 

not inconceivable that the museum for the university could 

be designed to effectively meet its requirement on the 

58 Coleman, op. cit., p. 105. 

59 Rosenfield, op. cit., p. 625. 
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campus for many years in the future. 

"The space initially provided should be planned in 

a way to al]ow for adding more space without disrupting 

the scheme of things in the building''• 60 

The spaces which are most likely to become over

crowded are the exhibit and storage areas. Of this 

Coleman relates: 

Pressure of this kind at any point should 
bring up the question of enlargement of 
storage space rather than of exhibition 
space. The common practice of filling ex
isting rooms to overcrowding with exhibits, 
and making this the reason for adding to 
the building, is fundamentally unsound. IB 
principle, exhibits are selecti?e and 
should be adapted to given space, whereas 
reserves are comprehensive and

6
may require 

added space fro, time to time. 1 

It would be entirely impractical to allow the pos

sibility of future expansion, which may never come, to 

dictate the initial solution of the building. Probably 

the more reasonable approach would be one in which the 

orderly growth of the museum, whether vertical or hori

zontal, may occur if necessary without detriment to the 

original scheme. 

60 Coleman, op. cit., p. 16. 

61 Ibid., p. 16. 



IV 

EXAMPLES 

On the following pages are three examples illustrating 

comparatively opposite approaches to a museum solution. 

First let us consider the Solomon R. Guggenheim 

Museum in New York City. This was the last major work of 

Frank Lloyd Wright and stands as a monument to his genius. 

Probably the most limiting factor in this solution was that 

offered by the site, Fifth Avenue at 88th Street. Wright 

proposed "one great space on a continuous floor, a gigan

tic, uncoiling drum of reinforced concrete that swelled 

outward as it rose, carrying within more than one-quarter 

mile of continuous ramps sloping upward six stories to a 

great glass dome 92 feet above the ground." 1 

The Sheldon Art Gallery on the campus of the University 

of Nebraska is a completely symetrical building which 

features a series of gracefully tapered pier forms ter

minating in shallow arches. This pattern also carries forth 

to the interior kniting the whole into a powerfully plastic 

statement. 

The Cullinan Hall addition to the Houston Museum Of 

Fine Arts is typically Van Der Rhoe both in character and in 

function. In Mies's opinion, "a museum should consist of 

1 "Last Monument," Time, November 2, 1959, p. 39. 
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three basic elements - a floor slab, columns and a roof 

plate." The building is supported by four 82ft. long 

girders above the rQof leaving 10,000 square feet of 

column-free space beneath a 30 ft. ceiling. The result is 

a majestic and highly flexible space - sheathed with a facade 

of curving, grey-tinted glass on the north slde. 
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PROPOSED UNIVERSITY MUSEUM 

A. PROGRAM 

At the present the Gnly facility on the campus of 

Texas Technological College which may adequately, but not 

efficiently, accommodate exhibits relating to the fine 

arts is the West Texas Museum. This building is no longer 

sufficient to serve the needs of a growing campus and the 

expanding populus of the South Plains. It has been the 

function of this museum to present exhibits in the field 

of scieripe, history and the arts, However, it is the con

tention of this writer that a new museum solel-y··. devo.ted ·.to 

the tine arts is well justified to satisfy and stimulate 

the cultural development of the students and townspeople. 

1. The Site 

The site chosen for the development of this project 

is on Boston Avenue just north of 19th Street. It is 

bounded on the north and west sides by streets and on the 

east side by the women's gymnasium. The site bears a close 

proximity to the Library, the Music Building, the Theatre, 

and the Student Union as well as being easily accessible 
. 

to the public. Thi~. -area presently serves as the band 

practice field and this activity may still be carried on 

in the area just adjaeent to 19th Street, The site is 

rel~tively flat and·· be:a.rs no trees of any consequence. 

50 
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2. The Requirements 

Exhibition Space: 20,000 square feet 

Auditorium for lectures, recitials, etc.: seating 

for 200 people. 

Library·: this will not be a lending library but 

should contain stack and readtng ·spaees. 

Lobby: this space should serve both as a .. p6int .of 

orientation and exhibition. 

Offices: Director, assistant Director with a 

secretarial space · common to both offices. 

Conference Room: a private meeting room closely 

affiliated to the Director1~ s office. 

Curatorial Quarters: An office and workspace readily 

accessible to the exhibition spaces. 

Receiving Room;

Registrar's Office: 

Freight .Elevator: 

Service Entrance: 

Photographer's Studio: this area should contain two 

dark rooms; one for developing and one for enlarging. 

Shops: equiped to handle small operations involving 

millwork, repairing, and printing. 

Locker Rooms: locker and rest room facilities for 

employees. 
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Public Restrooms: convenient and readily accessible 

to all public areas. 

Storage Space: 5,000 square feet. 

Courts and gardens: exhibition and relaxation. 

Mechanical Equipment: this space must be adequate to 

accommodate complete air conditioning taking into consid

eration the campus steam tunnel and chill-water system. 

Parking: both staff and public parking should be 

provided with special consideration given to weekend and 

evening activity. 

B, SOLUTION 

On the follovdng page may be found a schematic 

diagram showing the functional relationship of the various 

elements of this solution. It should be noted that the 

complex has been separated into three main elements allowing 

either to function without being dependent upon the other. 

The Library and the auditorium may be used for special 

occasions "lvithout involving the museum or an opposite sit

uation may develope. 

The sub-ground or basement level provides for the 

functions involving service and non-public activities. 

Staff parking for 24 cars which may also be opened to public 

use on occasion is contained on this level. 

The main museum level is situated on a platform four 

feet above ground level to enable natural light to penetrate 
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the basement level. The gallery arrangement is symetrical 

with exhibition spaces located to the left and right and 

above a central lobby and gallery. Interior courts are 

contained within the wing gallerie·s. These spaces may be 

arranged at the descretion of the Director vTi th the use of 

portable display panels which may be set in a flexible 

pattern on a 1211 floor and ceiling grid. 

Natural light is provided by a glass ribbon at th~ top 

and bottom of the wall and by end lights. Light is reflected 

from the bottom by means of first reflecting the light from 

a moat of water to a curved wall which in turn reflects the 

light upward onto the wall. The glass at the top will be 

diffused to scatter the light and prevent a direct concen

tration of light. The intended effect is to sheath the wall 

with natural light While avoiding the normal glare that 

accompanies the skylight. The vmlls are tilted back both 

to assist the light and to similate the artist's easel. 

The second floor gallery is simtl:~rl;r · til ted:·.and a . glass 

ribbon surrounds the outer extremity of the walls and end 

lights are also utilized. 

The structurar system consists of prestress.ed concrete 

tees to satisfy the platform span and the roof span for the 

raised gallery. The roof· system in the end galleries is 

provided by reinforced concrete joists. The load sustained 

by the columns surrounding the interior courts is trans-
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ferred directly to the web section of the tee to the· column. 

At either ends of the museum building are located the 

library and the auditoriun functions. Each is accessible to 

courts sunken four feet below ground level. The Library 

re~ding room and an outdoor ·stage are at court level and 

ar~ used in conjunction with same. The basement level may 

be reached both from the court level and the main level as 

may the ramped bridge which provides access to the museum. 

Seating for 175 persons is provided within the aud

itorium for music re.citals, modern dance, and readings. The 

outdoor stage could be used for the same functions and also 

evening concerts which may be enjoyed from any area within 

the complex. 

The building complex fronts on Boston Avenue from 

which parking for 35 cars is entered and exited. by a one

way drive. The basement level is also entered from Boston 

with descent and ascent by means of twelve degree ramps. The 

traffic pattern in this case is also one-way with the exit 

at the street to the north of the complex. 
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