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1 . A B S T R A C T 

THE STONE AND THE DRYING HACK: a display system for serial images in 

Modern Printmaking extracts themes and metaphors of printmaking as a means 

of introducing museum audiences to new ways of understanding and perceiving 

art. Issues in museum culture - which center around engaging audiences in 

'processes' surrounding the finished work of art, provides the theoretical basis 

for the project. As an alternative to the more passive approaches to traditional 

viewing - centered around artifact, an attempt is made to shift viewers to the 

more dynamic aspects of experiencing the finished work of art by revealing 

process. Process necessarily places a work in an evolutionary context by 

showing the various stages of development. This ultimately de-emphasizes the 

finished work of art in its singularity for it is no longer viewed in isolation but 

as one of many components that comprise an exhibition. 

These issues become central to the design of an exhibition fixture for the display 

of modern prints. This process oriented thesis invites museum goers to explore 

the conditions of artistic production. Abstract elements of the printmaking 

process were used as thematic anchors as it was not the intent of this project to 

record or directly simulate the technical production or creative act of 

printmaking. Rather the process was used as a means to allude to metaphors 

that were then translated to the exhibit fixture. The display system draws on 

experiential, intuitive, sensorial and manipulative qualities as a means to inform 

the viewers about process. Due to the fact that the project had to integrate 

design in a manner that would not detract from the works being displayed, the 

intervention strove towards structural transparency and flexibility in order to 

accommodate diverse possibilities for display. 

The aim of this project is not to exist as the answer to exhibit design as it is 

one of many possible design solutions. Nor does it attempt to provide 

precedence for printmaking exhibits in the future. Rather it aims to challenge 

the thought process behind creating an exhibit by providing an alternative to the 

way we relate to art. With this in mind the exhibit system can best be 

characterized as a kind of de-constructivist tour through the process of 

printmaking. 



2. I N T R O D U C T I O N 

T h e love of anything Is the fruit of our knowledge of It, and grows as 

our knowledge of It becomes more certain." 
Leonardo da Vlncl 

This project sets out to examine the relevance of Leonardo's statement to the 

context of museums and in particular the art exhibit within the museum. The 

general public often has difficulty experiencing and understanding 

contemporary art and appreciating the works simply by looking at them. It 

seems that increasingly, our familiarity with explanatory rhetoric has 

become a prerequisite for understanding the developments in contemporary 

art and the works themselves (1). Why does contemporary art continue to be 

so problematic? An examination of the issues which surround the 

contemporary 'work of art' in the museum setting provides the basis for an 

innovative design intervention which attempts to overcome some of these 

historical difficulties. Specifically, the serial image as it relates to the print 

and printmaking has been chosen as a suitable vehicle for this exploration. 

T h e work of art Is so frightened of the world at large that any conceivable 

means of protection will suffice. It frames Itself, withdraws under glass, 

barricades Itself with a protective cordon . . . Ideally the work of art finds 

Itself not just screened from the world, but shut up In a vault, permanently 

and totally sheltered from the eye. And yet are not such extreme measures, 

bordering on the absurd, already with us, everyday, everywhere, when the 

artwork Is exhibited in those vaults called galleries, museums? 

Daniel Burren, Reboundings 

As an initial means of coming to terms with these issues, there was an 

attempt to relate the problems surrounding the work of art in the museum to 

the inadequate way in which exhibit design interfaced with the artifacts 

and/or artworks. The intent of my research was to focus specifically on the 

design of display systems - in terms of how they might adhere to the 

requirements of museums/galleries, the artifacts as well as the visitors 

themselves. However, through the process of my research, I discovered that 

what required more critical attention lay beyond an immediate physical 

intervention. There was a fundamental issue to be addressed- one that 

questioned the very nature of museums and their relevance as a place, their 

essential purpose, and their significance to our culture. An understanding of 

these issues would provide a basis for the project and support any subsequent 

design intervention. 



As we move through the post-modern era of museums, it seems relevant 

to ask if artifacts alone are an adequate tool to convey knowledge, inspire 

the viewer, or gain popularity? Typically, when we envision an art gallery 

or ethnographic museum, the first thing that comes to mind is a place where 

the observation and preservation of artifacts occur. We associate a museum 

with the 'tangible' where the visual and/or intellectual experience we are 

seeking is enabled through the authentic object in front of us. Throughout the 

history of museums, the artifact has played a central role in order to 

'represent' or explain a culture, an artist or a species. Through its physical 

presence, an attempt is made to communicate to the audience, mediating 

between the maker and the culture from which it originated. It is assumed 

that by enabling the viewer to see the object (s)he will subsequently gain a 

greater understanding or enlightenment about the work/artifact. Is this 

generally the case? How do museums adequately facilitate the viewer in 

understanding the work of art when there are considerable arguments which 

suggest that an artifact, once removed from its original context loses 

meaning? Why are museums struggling in their efforts to relocate and 

present artworks /artifacts in a meaningful fiction? 

Perhaps the fact that museums typically exhibit work in an isolated 

environment instead of as part of a greater cultural or contextual framework 

is part of the problem. Alternatively art could represent a frame for 

learning by encouraging spectators to become interested and allowing them to 

become exposed to its method of production. (2) After all, as da Vinci 

argues, it is only after our knowledge becomes more certain that we are able 

to endow (an image) with meaning. (3) There is a need to reinstate this sense 

of 'knowledge' and certainty back into the museum experience. The challenge 

for the exhibit designer within this context is how to design a display which 

allows objects to have added meaning for the viewer. If we are to assume 

that the artifact is incapable of articulating meaning in isolation, how can 

modern exhibiting practices deal with these issues, and what do these issues 

mean to the nature of museum display of the future? How might this new 

approach towards museums impact the role of the future exhibit designer? 

The following examples demonstrate how this may be achieved. 

Stephen Greenblatt argues that to better understand works of art there is a 

need to illuminate the conditions of their making; to disclose the history; the 

archeology of their appropriation and the circumstances in which they have 

come to be displayed; to restore the tangibility, the openness, the 

permeability of boundaries that enabled the works of art to come into being in 

the first place. (3) Greenblatt's notion suggests that the work of art is 

capable of lending itself to a plurality of interpretations, which he believes is 

an integral part of its existence as an art work. 

In an attempt to overcome the difficulties the general public seems to have 

with art works, in particular 'modern' art works, several museums in 



London have turned to the visitor's themselves for insight. According 

to their studies, many British museums have discovered that 'process' 

is an essential part of the visitor's appreciation and understanding of the 

artworks/artifacts presented. By demonstrating the transitions from 

conceptual to material states that occur in the act of making, the artworks 

become more 'real' and ultimately better understood by the viewer. (4) 

The advantage of revealing process is that it can demonstrate how 

artworks fit within a larger contextual sequence, existing as fragments 

within a greater totality. The manner by which artworks come into being; 

the process by which the artist creates is key to understanding the finished 

work. A finished piece is a culmination and bringing together of many 

complex elements - elements such as the history of the artist, educational 

insights, sources for artistic influence and precedence, tools of 

constructions and/or contemporary theory and criticism. Emphasizing the 

process of creation by turning the making of a work inside out, reveals to 

visitors what goes on behind the stage curtain or studio wall. Furthermore, 

to recognize that these elements overlap and layer each other, allows the 

visitor's to see how they are inextricably connected and imbued with 

multiple levels of meaning. 

artist, Lucio Fontana in his studio 

Stiles & Selz (1996) 

" . . It seems that If one Is an artist, It Is advisable to put great emphasis (If 

not all of It) on the kitchen cuisine of the artwork. It Is a matter of making a 

pastry that has the strangest possible Ingredients, In order that the viewer 

asks him or herself "How did the painter make this?" rather than "What has 

the painter made?" E. Vega de Soane , Esprttu Nuevo. May, 93. 

According to Suzanne Vogel, a renowned exhibition designer, the emphasis 

in designing should no longer be placed on the isolated artworks, but on the 

active presentation of them. Creating an 'event' around the artwork 

challenges the audience so they may assume a more active role.(5) Ralph 

Appelbaum, a New York exhibit designer, suggests that in order to 

overcome the problem of current exhibition practice, a shift in senses 

needs to occur that moves away from the reliance on sight alone. (6) 

Instead, the objects/artworks should be experienced through a combination 

of sense impressions, each responding to a different quality or 

configuration of qualities. (7) It has been argued that within the realm of 

exhibiting, audiences generally prefer active participation over passive 

observation. A reason for this may be the fact that although humans are 

visual creatures, the other senses can reinforce what is gained by sight. 

For example the visual aspects of a three dimensional work may 

immediately elicit a desire to touch. The touching reinforces, confirms and 

adds to the information gained through the eyes. Although vision is the 



principle sense, what people perceive through other sensory experience 

is retained far better than if gained through sight alone. Inarguably, the 

act of 'doing' engages the individual more profoundly. (8) (Fig. 1) 

Ultimately, it is the combination of visual and other direct sensual 

experiences that become inseparable in the construction of meaning. Within 

all of these notions, there is a common goal to reinterpret works of art so 

that they no longer become the sole focus of a museum experience but a 

component - one that relies on other sources and senses. 

Fig.l Siah Armajani 'Interactive exhibit" 

Protech Gallery, NY (1987) 

Archer, (1994) 

From the foregoing it seems that museums should no longer be about contents 

but about a place for events, no longer a 'container' for knowledge, but a 

catalyst for learning. (9) There is a need to engage in the process of 

unmasking the structures, rituals and procedures that surround the artifact 

so that it may assume a more consequential role; as a means to an end; as one 

of many components that are necessary to comprise an exhibition. In order to 

achieve this the emphasis will be placed on developing the non-material 

aspects behind the artifact. As an alternative to the more passive approaches 

of traditional viewing - centered around artifact, there will be an attempt to 

integrate the more active notions of storytelling, narration, sound, and 

touch, as well as the moving and still image. Ultimately, the viewer becomes 

part of a collective performance that deals with the multiple social and 

cultural complexities that surround the objects - both on the conscious and 

unconscious levels. (10) 

This project attempts to embrace and incorporate these issues in an 

exhibition fixture for the display of modern prints, by presenting a highly 

flexible apparatus that invites museum goers to explore the conditions of 

artistic production. Although the project embraces curatorial issues and 

concerns, it is important to note that it is not an investigation into curation. 

The primary focus is on exhibition design which implies that there is no 

attempt to make a statement about a particular artist, or comment on a 

select group of work. However, recognizing that the relationship between the 

curator and exhibit designer is mutually beneficial, the intent is to facilitate 

the curator by proposing a fixture for potential exhibiting purposes, that is 

generic enough to accommodate a wide variety of conditions dealing with the 

medium of modern printmaking. Central to the design premise is the creation 

of a system that allows the user to gain a deeper appreciation of prints and 

printmaking by revealing elements of process, contextual sequence, 

transformation and development over time - all appropriate to, and inspired 

by the technical production and creative insights of printmaking. 



Furthermore, the design is intended to expose the viewer to new ways of 

perceiving and coming to know art. Alternatives to the traditional 

approach of static viewing were explored to introduce experiences which are 

centered on art, without necessarily involving a confrontation with the art 

object itself. Participation is encouraged in order to allow the viewer to 

move through a variety of processes to appreciate the work(s). The 

manipulation and activation of the display system helps to demonstrate how 

prints are the result of a dynamic and ritualistic process that calls upon both 

physical and mental capabilities. An interactive exhibit display further 

serves as an educational tool and an intermediary between the visitor and the 

artist. 

The artwork Is a communicative creature, It longs to communicate, to open 

up and, like us occasionally change Its surroundings" 

Christophe Ammann "The Discrepancy Between Idea and Reality" (1989) 

This project does not exist as the answer to exhibition design. Nor does it 

attempt to provide precedence for printmaking exhibits in the future. Rather 

it aims to challenge the thought process behind creating an exhibit by 

providing an alternative to the way we relate to art. The example of modern 

printmaking was chosen as a focus, for it is a highly complex method of art 

production. It synthesizes both creative and technical processes by 

integrating aspects of spontaneity and intuition - elements of the creative 

act, with the learned, technical skill of the printmaking process. Ideas, 

metaphors and abstract elements are drawn upon in order to provide the 

viewer with a greater understanding of both printmaking processes and the 

final works. Utilizing basic elements of the printmaker's tools as a metaphor 

for the exhibit design and staging the relation of elements according to the 

stages of printmaking is the basis of this design. With this in mind, the 

exhibit system can best be characterized as a kind of de-constructivist tour 

through the process of printmaking. In other words, taking the print to 

pieces, reducing it to its constituent elements, and thereafter rebuilding it in 

accordance with the design criteria. 



3 . R A T I O N A L E 

M O D E R N P R I N T M A K I N G : a brief history 

Modern printmaking was chosen as the focus for this project because it is 

an extremely 'process-oriented' medium - both technically and 

conceptually. The printmaker is continually building images in his/her mind 

and on paper, while engaging with distortions and reversed images. 

Moreover, the printmaker is perpetually training him/herself to anticipate 

the next step and the image or series of images that results. Traditionally, 

prints have been viewed as multiple images produced from a plate. The 

plate acts as an intermediary - a flat, rigid surface that contains a picture 

or a negative image. This image receives ink and the inked image is 

transferred to the paper by pressure, producing the positive image. The 

process can be repeated many times to produce nearly exact copies. 

Contemporary developments have stimulated a much more expansive view 

of the meaning of printmaking. Modern prints are more likely to be the 

product of a combination or synthesis of processes that may be repeated to 

produce multiple copies or a singular image. (11) Central to modern 

printmaking practice is the notion of combining and exposing a variety of 

techniques and processes. Built upon fragments of a greater totality, it is 

the culmination of a series of layers or stages. Philosophically, modern 

printers have transformed from the copyist to the artist who questions 

and draws from the products of contemporary society or utilizing, for 

example, graphic narratives in order to diagram the urban condition. In 

this example, these products or narratives can exist as news clippings, 

advertisements, x-rays, photographs and computer printouts that would be 

creatively re-cycled and re-interpreted. (Fig. 2) More than any other 

artistic medium, printmaking today tends to emulate modern industry with 

its emphasis on experimentation and invention. Many of the images and 

techniques employed are the reflection of the change in attitudes that took 

place in the past , are currently taking place, or will take place in the 

future. Often referred to as the art world's most relevant counterpart of 

the 20th century, printmaking echoes not only the technical concerns of 

our age but also the relevance of the duplicated image of our culture. (12) 

Fig.2 

Modern printmaking also has relevance to this project in that it shares with 

the museum/gallery, an interest in communication. Throughout history, both 

the museum and the print have provided a means of communication for the 

masses. Both have played a significant role in recording and conveying ideas 

and traditions to the public. The print began as a utilitarian, educational tool 

existing in the form of religious images, book illustrations, playing cards, 

maps and commemoratives of important historical events. It was considered 



less an art and more an extension of existing crafts. For hundreds of 

years, it was through the vehicle of prints that people received their 

visual impressions of the world. It was not until well into the 19th century 

that the emphasis in printmaking shifted - away from its utilitarian and 

reproductive purpose to an artform - where inventiveness was revered on 

its own merit. The essence of modern printmaking lies in its ability to 

explore a mental collage of ideas or events through a composite image in 

order to capture the simultaneity and complexity of events of modern man. 

Similarly museums/galleries have sought to document both past and present 

events and artifacts simultaneously within its walls and behind its frames. 

T H E N A T U R E O F T H E P R I N T 

"The unique thing about original prints Is that they are not unique" 

Carl Zlgroster, A Guide to Collecting Original Prints 

The essence of a print lies in its constant evolution. Unlike painting, drawing 

or sculpture, prints are not always unique because each image can exist in 

more than one example. It is, in essence, a second degree image which means 

it is degraded, becomes second hand. Printmaking reveals the act of the 

artist as a process of manufacture. The state of printmaking is articulated 

by pulling the proof - where each proof marks its progress. An important 

characteristic of the print is its identity as a multiple. It contains a sense of 

plurality. The finished print although it may appear singular, is the result of 

a duplication process from a master plate. Although the master and duplicate 

image appear quite similar, they are in fact quite separate things - both 

physically and aesthetically. This difference becomes obvious when an etched 

metal plate or a lithographic stone, a woodblock or a silk-screen is placed 

next to the finished image. (Fig. 3) The print can exist in one or many states 

or through the manipulation of the printmaker has the capability to become 

the connected part of a series. Works of art in the print medium, rarely 

exist today as single, isolated examples; rather the majority appear in series 

- and their significance resides primarily in the position they occupy within a 

series to which they belong. (13) Museums tend to limit the viewer's 

exposure to one work within a series, denying the fact that it was intended as 

part of, or grew from serial explorations - where the singular image in 

isolation is transformed. (14) This removal, denies the viewer a context for 

the individual work in terms of how it fits within a larger framework. 

Ultimately, by elevating one piece of the past we ignore or devalue others. 

Linoct 4 colors Linoleum 

Fig. 3 Picasso "Large Head of Woman with Hat' 
(1962) 



" (Artworks) have not a single past but an unbroken sequence of past 

times leading backward from the present moment. There is no Ideal spot 

on the temporal continuum that Inherently deserves emphasis. In elevating 

or admiring one piece of the past, we tend to Ignore or devalue others. One 

reality lives at the expense of countless others." 

Kenneth L Ames, The Colonial Revival In America. 

To exhibit one work by itself, is to reduce its meaning - for the essence of 

the work resides in the permutations of identity from one image to the next. 

By illuminating the sequential order of where a work of art fits on the 

temporal continuum, as well as revealing both the complexities of 

printmaking production and the creative insights of the maker, there will be a 

greater possibility for the viewer to establish a context for a particular print 

or a series of prints. 



4 . I N T E N S I O N 

Through the example of modern printmaking, it is my intent to convey, 

implicitly and/or explicitly, the overall p r o c e s s e s of creativity in 

order to instill a greater appreciation for the individual p r o d u c t s of 

creativity and the inherent relationship between the two. By pulling the 

viewer away from the celebration of isolated objects and towards a series of 

implied relationships, it is hoped he/she will gain a greater appreciation of 

the metamorphosis of a print, its change of character, its circumstances • 

both on an individual and holistic level. As well, it will inform the viewer of 

the various degrees of tension that occur within printmaking - between 

S i n g u l a r and s e r i a l imagery, between c o n t i n u i t y 

and c h a n g e ; between m o v e m e n t and s t a s i s ; between 

the f i n i t e and the t e m p o r a 1. The image is held together by the 

continual thread of the series which implies both a dependency as well as the 

potential for reconfiguring and transformation. 



5. C O N T E X T 10 

T H E N A T U R E O F A S E R I E S : a body within a body 

Tom Sherman suggests: 

"It Is Important to know the entire body of work when attempting to decode a 

single discrete object of art. A body of work Is an open ended, expanding 

work In progress where each single work Is part of a discrete body of work-

in - progress." 

The Finished Work of Art is a Thing of the Past. 'C spring, 1995. 

This body of work Sherman refers to tells a micro story within a macro 

story. On a macro level, a body of work can be understood as an adist's 

collection of work that traces the evolution of his/her career. On a micro 

level, a body of work can imply a select group of works that is related to a 

specific purpose, exploration, or intent. Whether considered on a macro or 

micro level, common to both examples is that they can be considered as a 

part of a series. Serial production beholds an intrinsic contradiction -

between difference and repetition. While marginal differences may be 

expressed through manipulations in color, detail , subject or theme, 

repetition retains a consistency expressed through the indefinite play of 

substitutions, classifications and reversals. 

" Plssaro exhibited In the same frame, different states of the same print - as If 

each state was a finished work In Its own right, or rather as if the work as a 

whole consisted of all Its states - very much like the Inking effect which 

varied with each Impression." 

Michel Melot, History of Art Prints. (1981) 

The nature of a series is that it reveals a succession, a sequence, or a set 

of similarly related elements. It documents a story through successive 

installments in order to demonstrate an entire picture; a holistic reading. 

At once materially independent and intellectually connected, the series is 

distinct in the sense that it is able to function or exist in a variety of 

conditions. A series can be unique, or varied; it can be based upon a single 

theme - which contains multiple perspectives, or a constant image with 

emphasis on repetition and duplication; it can be a highly ordered 

composition or a spontaneous gesture. Each element within a series 

qualifies, reinforces or alters the parts that precede and follow it. The 

associations formed allow for a plurality of interpretations rather than a 

singular fact. Thus each part is both complete and incomplete. As all 

series are cumulative, the images derive significance from juxtaposition. 

Variations also occur due to effects of inking, to hand coloring of the 

impression, to differences of paper and ink. (15) They establish memory -



of the preceding frame. To experience and follow a printmaking 

sequence is to reflect upon events in order to place them into successive 

wholes. (16) Analogous to suites within music, each element within the 

series has meaning only in relation to and amidst others. (17) Often the 

changes or manipulations done during a series are so delicate that the 

spectator is encouraged to observe each work very closely and directly in 

order to perceive the intention of the artist. 

" An artists work Is like a movie; we cannot restrict ourselves to one shot or 

photogram. Instead It Is necessary to follow the development In order to know 

something about the work." p. 164 International Journal of Aesthetics Espiritu 

Neuvo, May (1993) 

The relevance of serial imagery within art is that it allows for a more in-

depth and insightful reading of an image or body of work by exploring its 

various states or manifestations of existence. For the most part, the series 

is dependent upon a larger body in order to be more clearly understood - as a 

means to an end. Through the manipulation of either creative or technical 

processes, or its metamorphosis over time, the series continually alters or 

embellishes its state in order to reveal itself in new and unique ways. In all 

cases whether the artist is building upon a single/composite image or 

developing a series, the process of layering is an essential component. It 

occurs on conceptual, technical and temporal levels. 

D E F I N I N G A S E R I E S : changes in state 

"(Within a series), It Is not through the use of new, exotic material that 

necessarily differentiates the present work from the past work . . .The 

difference lies In the kind of order which underlies the forming of tills work." 

Stiles & Selz (1996) 

Within the realm of printmaking, the average viewer is unlikely to perceive 

the infinite possibilities as to how the printed image acquired its form simply 

because they are unaware of how or why it was created. Serialization within 



printmaking has the capability of enriching our understanding of art, on .,-

both a singular and a continuous level by establishing connections between 

works of art. It allows for the telling of a micro story within a macro story 

without losing its organizational thread. Whatever its condition, the series is 

capable of reinterpreting the singular artwork so that it no longer becomes 

the sole focus of an exhibition experience but a component -- one that relies 

on other sources and influences. This is because it is most likely the result of 

some type of transformation. The intriguing thing about series is that it can 

embrace a number of different conditions. For example the series can be 

defined as: 

t e m p o r a l - The given work may fit on a temporal continuum, it may 

mark a beginning for the artist, a middle point or an end in his/her creative 

process. 

c h a n g e i n s u b j e c t / s a m e t e c h n i q u e - The printmaker may 

begin with a representational image and, through a series of both formal and 

color explorations end up with an abstract representation. 

s a m e s u b j e c t / c h a n g e i n t e c h n i q u e - The printmaker may 

maintain the same form, and through the manipulation of color, technique 

and texture, alter the end product each time. 

s a m e s u b j e c t / s a m e t e c h n i q u e - I n this case multiples of the 

same image are drawn from the same plate, where the evolution of the 

plate marks the quality of the print. 



s i m i l a r t h e m e s - The image itself may build upon a series of 

related themes whereby separating the conceptual layers of the work, 

the viewer is able to appreciate its true essence/nature. 

m e t a m o r p h o s i s o v e r t i m e / c h a n g e in t e c h n i q u e -

How did the artist's work changes over time revealing how was he/she 

was influenced (precedence), and who he/she influenced, (comparative 

examples - students, other artists) 

"Prints are the only form of art where you can build a collection of original art 

with some kind of consistent logic . . . You can decide on an artist you like 

by checking his entire body of work." ( ) 

All of these conditions express unique ways in which a series can be 

conveyed and suggest infinite possibilities as to how a print comes into being. 

Common to all of these examples however is the varying degree of change or 

transformation that occurs - whether it be temporally related, subject 

related, or technically related. In all these examples 'change' provides a 

significant basis for further exploration. In addition, it sets up the premise 

of this project by asking - how can the design of a product or system for an 

exhibition of the printmaker's art address change in state to a degree that 

the viewer, upon engaging with it, becomes more informed about both 

printmaking in general, and the print as it relates to a larger body of work? 

The design intervention is an attempt to address all of the above possibilities 

for 'series' in order to illuminate the number of ways change in state or 

transformation can manifest itself within printmaking. The fixture will 

therefore be flexible in order to accommodate prints that fit either one 

and/or all of the serial conditions. The particular condition chosen will be, 

for the most part, dependent on the museum, curator, availability of works 

etc. 



6. P O I N T S C O N S I D E R E D 
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- to establish a *C O n t e X t for prints by placing them within the larger 

context of a series. 

- to illuminate p r o c e s s , c o n t e x t and m e t a m o r p h o s i s 
over time in order to allow artworks to be better understood on the part of the viewer. 

- to encourage the museum audience to assume a more a c t i v e role by 

creating an event around the artwork. 

- to allow viewers to experience art through a combination of s e n s e S. 

- to restore the permeability of s t a g e s or e v e n t s that enabled 

the works to come into being by examining 'change in state' and 

transformation. 

- to utilize the S e r i e S as a significant means to reinterpret the S i n g u l a r 

artwork. 

- to propose an exhibition fixture that will attempt to enhance the viewers 

u n d e r s t a n d i n g of serialization in art through the particular 

example of modern printmaking. 

* For the purpose of this investigation it is relevant to define context. The 

term context is implied only in terms of how it relates to the serial image in 

printmaking. It does not refer to or address political, social or economic 

issues or ramifications. 



7. D E S I G N . . . process within a process 

Since the element of 'process' is significant to this project, the way in which 

the design explorations were carried out was an attempt to uncover a 

twofold, iterative process: 

P R O C E S S O F A D E S I G N E R : perception, light and space 

Within this context, process is used as an informative tool to aid the designer 

in initial explorations as to how a display system for exhibiting the work of 

printmakers might be interpreted. Often the means by which a designer ends 

up with a final design concept is through varied stages of exploration in what 

is termed 'design process'. Design process helps to document the evolution 

of the design as well as clarify and justify how the initial ideas were 

resolved. It is through the act of making that a greater understanding and 

appreciation of the final product is able to occur. 

As an initial attempt to visually translate some of the background and theory 

behind the project, three important elements surfaced as both significant to 

museums as well as useful for establishing a potential design direction for the 

display of printed images. They dealt with issues of perception, light and 

space. The sketch models that resulted were an attempt to comment on the 

process of exhibiting. 

p e r c e p t i o n 

This process exploration deals with how the barrage of visual stimuli 

within museums can obstruct and distort the viewer's perceptions. The 

plexi-glass triptych (Fig. 10), comments on how maximizing the amount of 

artwork in an exhibit can inhibit the viewer from gaining a clear 

understanding of what he/she is looking at. Aspects of layering, 

dimension, transparency and illusion were utilized in order to comment on 

how the artifact is potentially overshadowed by such devices as text, 

labeling, even the museum itself is used as a means to validate the art work 

and provide it with meaning or justification. In a world that relies on 

excessive visual information, it is becoming more and more difficult to 

determine what is relevant to look at. The power of the visual image in its 

singularity is slowly being undermined and diminished. (18) Within the 

museum, this can lead to confusion and an overall inability on the part of 

the viewer to connect with or understand a work(s), as well as to 

distinguish between what is real and what is simulated; authenticity and 

technology as well as notions of context; re-contextualization and de-

contextualization. 



l i g h t 

Within a museum (in general) and an exhibit (in particular), variable light 

patterns shape the space around the viewer and guide their progression or 

movement. Light ultimately serves to illuminate a work of art or artifact in a 

manner that best suits it's purpose or intent. It plays an important role -

serving to construct or deconstruct in order to hide or reveal. Through the 

medium of photography, (Fig. 11) light studies were conducted - using the 

perception model, in order to examine how an artifact/artwork has the 

potential to engage and/or interact with its environment depending on how light 

conditions are manipulated. Light enables 2-d objects to embrace spatial 

qualities and potentially exist in a third dimension as it passes through objects. 

Potentially light can challenge the boundary of an artwork by bending, re

arranging, diffusing and modulating, refracting and reflecting. It reaches 

beyond the perimeters of an artwork or artifact in order to release it from its 

frame or display case. Depending on the lighting condition, the image is capable 

of transcending its contained state and engage in a dialogue with surrounding 

exhibit walls, or other museum spaces. (Fig. 12) Within this notion, shadow and 

reflection become important components that can enrich the experience of a 

work of art/artifact and suggest ambiguities between edge conditions. 

Fig. 1 

This exercise was an attempt to consider how light is capable of transforming 

an object/image spatially through such devices as shadow, reflection, 

penetration, reversal and ultimately the dissolving of boundaries. This study 

was significant in order demonstrate how the artwork is able to engage with 

its environment by merging into a single, unified compositional dialogue. 

s p a c e 

The notion of 're-configuration', transformation and change in state were 

examined in terms of how they effect elements of meaning, value, 

knowledge, and physical structure. Aspects of disseminating containment 

and enclosure - essential to traditional notions of exhibiting were explored 

in order to suggest elements of 'exposure' and revealing. Transformation 

by its definition suggest notions of anticipation, movement and change. 

Within the composition 2 states occur - a contained state and an exposed 

state. (Fig. 13) The challenge of this exercise was to reveal how change or 

transformation occurred, to leave a trace of the event. Tracks, embedded 

within the base of the moveable structure, are both a compositional and 

functional device to imply the potential for how change occurs. The intent 

of this exploration was twofold: 1) to examine how perceptions change or 
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alter through both physical and cognitive re-configuration, and 2) to 

reveal change in state - the fact that an object begins in one state and 

ends in another, was central to this exploration. 

Elements from the above examples were carried over to inform how process 

in modern printmaking might be explored and subsequently how the final 

design could result. Layering and fragmentation (perception), the potential 

for light to embrace spatial qualities and suggest ambiguities between 

boundaries (light), as well as the element of reconfiguration and manipulation 

(space), were elements significant to the printmaking process and therefore 

carried over to inform the design of the display system for serialization in 

art. Like the museum and the exhibition's they contain, the artist and his 

image is never captured nor frozen in time, but continually shifting between 

public (audience/museum) and private (artist), inside and outside, past and 

present, before and after. Within these process explorations, it was learned 

that the exhibit has the capability of shifting its parameters and re

configuring itself from notions of stasis into a highly theatrical environment 

where the event of the visits takes primacy. These three explorations were 

significant in terms of setting up and subsequently developing the final design. 

They were central in demonstrating how process in exhibiting is continually 

changing and, much like the work of art, exist as a work in progress. 



P R O C E S S I N P R I N T M A K I N G: the stone and the drying rack 

"Layered pigment Is both built up - veiled and opaque, and erased, released 

or removed. The layers resonate, the origins from which they first appeared 

Is altered by this sort of weathering and accumulation process. What was 

blue on top becomes green when a wash of yellow Is placed over It. What was 

green reveals blue when the yellow Is stripped away. The plate matures, 

becomes saturated, the printing begins. The plate and paper pass through 

the machine bed, or a cross sweeping action. The Ink squeezes out and 

dispersed Into and across the paper. Release, the birth. The paper Is 

separated from the plate. A ghosted Image remains on the plate, a residue of 

a former life. Ink Is layered again, stripped and built up. A rival print Is 

processed, a sibling emerges." 

Joshua Taylor (1977) Robert Rauschenberg. Smithsonian Inst. Press. 

Abstract elements of the printmaking process, as highlighted above by Joshua 

Taylor, were used as a thematic anchor for the exhibit design development. 

It was not the intent to record or directly simulate the technical production 

or creative act of printmaking. Rather, the printmaking process was used as 

a means to allude to visual similarities or metaphors that could then be 

translated into an exhibition fixture. This allows for elements inherent to 

printmaking to be expressed, but never directly translated or duplicated, 

since process in printmaking is highly complex and varied and a direct 

translation would be inappropriate (non-creative, kitsch etc.). Process is not 

easily pigeonholed, like many art forms, it is more dependent on the 

printmaker's individual aesthetic and technical idiosyncrasies. Although the 

printmaker might begin by mastering a specific technique, (s)he is never 

bound completely by it, in fact much of modern printmaking's spectacle 

embraces the elements of chance, experimentation and spontaneity. (19) 

The basis for the design of a display system evolved around the desire to aid 

viewers in a greater understanding of serialization. Proposing a display 

system that draws upon experiential, intuitive, sensorial and manipulative 

qualities has the potential for educating the visitors about the 'process' of 

serialization while at the same time, introducing spatial encounters that run 

from the conventional to the experiential in order to further stimulate the 

visitor's curiosity and enhance the act of seeing. 

The inherent dilemma of the project, from a design perspective, was how to 

simultaneously make a design intervention that responds to the criteria set 

out for the project, yet at the same time does not detract from the works of 

art being displayed. The intervention has to be both structurally transparent 

- so as not to detract from the works, and highly flexible and adaptable - to 

accommodate the diverse possibilities for display. The system itself is based 

on the metaphor of the printmaker's stone/plate and drying rack. The 

following examples document the evolution of the design. (Figs. 14 &15) The 
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final design permits formal manipulation of serials by revealing aspects of 

repetition, distortion, superimposition, 'dissolve' and insertion. The 

plate/stone represents the area where technical and creative processes 

within serialization are explored while the drying rack is reinterpreted as the 

presentation wall where the images are hung on a modular grid system once 

removed from the press. This metaphorical arrangement attempts to 

reinforce the dialogue between process and presentation. The system is 

composed of 4 vertical walls • 2 translucent rectilinear walls -

representing the fixed nature of the printmaker's stone, and a curved metal 

grid wall and a presentation wall, which alludes to both the dynamic and 

temporal nature of printmaking. The drying rack offers a temporary place 

for the print to be revealed. It is a transitional place which indicates the 

transitional state of the print at this stage of the process - a stage at which 

the fate of the print is determined: Will it be discarded, reworked or framed 

and eventually hung in a museum? Thus the curved metal grid wall is used 

for the presentation of the images pre-framed state. The framed fininshed 

works are presented on the museum wall(s). 

Since the display system was devised specifically for printmaking, 

considerable attention was dedicated to learning about the nature of 

serialization in printmaking - how printmakers work, how they 

conceptualize, what types of materials they use, etc. From my observations 

and discussions with various professionals, four essential characteristics 

emerged as fundamental to printmaking which were relevant to this project: 

• r e g i s t r a t i o n & i m p r e s l o n 

- the relationship between positive and negative 

- the relationship between static and dynamic 

- the idea of making an impression and leaving an imprint or trace 

• u n v e i l i n g o f t h e l a y e r 

- transparency 

• building an image or series of images 

- repetition 

• s l i d i n g / r o l l i n g 

- revealing serial stages/generations of a print 

- frameless frame 



20 
• i n t e r v a l - t h r e s h o l d 

- the moment just before the printmaker pulls a print from a well executed 

stone. 

- expressed through the notion of passage 

- threshold as "in-between" the space of transition between interior and 

exter ior. 

- there is a moment of anticipation, a pause that separates the saturated 

plate form the freshly printed work._ 

An over-riding element essential to printmaking is the notion of repetition and 

continuity. This is evident on technical, physical and creative levels. 

Technically, the printmaker is continually working and re-working the same 

block - stone, metal, wood etc. in an attempt to perfect the image he/she is 

seeking. On a physical level, the printmaker blocks out his/her movement 

patterns - they become ritualized during the process of making a print or 

series of prints. On a creative level, the maker is continually building images 

in his/her mind and on paper. 

It was my intent to refer to these elements in the design, as a means of 

responding to the inherent characteristics of printmaking. Furthermore, it 

was my intent to reveal the concept of 'discovery' within the design of the 

system whereby coming into contact with a series of works, the viewer 

would have the opportunity to change or alter his/her perception(s) of 

printmaking, specifically and perhaps art, in general. 



t o w a r d s t r a n s l u c e n c y : intensities & opacities 

The representational screen Is a transparent window through which the 

spectator, Man, contemplates the image represented. . . Uut at the same time, 

that screen - actually a surface of material support - Is also a reflecting device 

on which the objects are pictured." Craig Owens p. 102 

Transparency, by its vary nature maintains a dual character in the sense 

has the capability to shield from physical contact, yet allow visual 

penetration and access. It allows the passage of light. Translucent 

surfaces share some of these characteristics, yet the primary difference 

is that they do not completely reveal but filter or veil. By admitting and 

diffusing light, objects or images beyond can only be seen in a limited 

manner. The translucent veil allows for subtle light penetration, opening 

up many possible interpretations and readings. (20) Within the act of 

printmaking, the notion of veiling or filtering has relevance as images are 

often built upon a series of veils in order to express or intensify qualities 

of light, image, color or shadow. Veils of overlaid pigment transform the 

perceptual depth of a two dimensional image creating a surface that may 

appear luminous, ephemeral or expansive. How the surface of built layers 

absorbs or reflects light can increase, diminish or alter perceptual 

boundaries. The makfir is continually filtering out, or fusing color or images 

together. In many cases one color is applied in order that it may veil 

another. 

Translucency plays a role in the design of the horizontal walls/skins within 

the display system. Due to its material qualities, translucency functions in a 

unique way that manages to maintain an inner core which is seen through but 

never entirely closed off. (21) It is also significant for its ephemeral, 

suggestive properties that allude to both the processes and products of 

printmaking. Like the screen of the printed image, the walls are capable of 

simultaneously filtering or veiling information or images that exist in front 

of or behind them, yet at the same time, exist as a skin or surface to screen, 

contain or project images. The structure of the walls are articulated in a 

way that the viewer IF able to understand the construction process, leaving 

visible the insulation between the outer facing element - introductory panel, 

and the inner structur9 • interactive panel. They exist as sites of conscious 

viewing. This presen's the viewer with the opportunity to go beyond the 

image and for example, show its reverse side or create an occasion to move 

art into an unexpected immediacy by bringing an image close enough so that 

you can see through it with a minimal use of mediating materials, or have the 

opportunity to removu it from the wall. The shift from visual information to 

tactile display and manipulation was central to this design exploration in 

order to demonstrate She complex layers that are required to build an image, 

and their relationship to other layers on a given plate. Ultimately the intent 

is to allow the audience to be a part of it. 





and their relationship to other layers on a given plate. Ultimately the 

intent is to allow the audience to be a part of it. 

The translucent walls within the display system can be experienced in the 

following manner: 

i n t r o d u c t i v e p a n e l 

The first translucent wall serves as an introductory panel or layer. Its 

primary purpose is to create intrigue and uncertainty as the viewer 

encounters a collage, montage and layering of images. It exists as a visual 

spectacle, encouraging the viewer to explore various options by moving 

within, around or through the entire fixture. The front panel becomes a 

backdrop , a screen for images to overlap, layer and bleed into one another. 

It is intended to create an impression, provide an initial sense of what the 

viewer will experience. It's surface becomes a medium for messages -

images and information that relate to the contents beyond the facade. It 

resides as a kind of signpost to announce the exhibit's presence from a 

distance. (Fig. 16) 

. . . i n t e r v a l inter (between) vallum (wall) 

Like the printmaker who pauses before the moment of truth when (s)he 

removes the image from the stone or plate, the interval marks a space 

designed to give the viewer a moment to exist in-between and experience a 

similar sense of anticipation. The passage in-between the two layers exist 

as a space to pause and reflect; to engage in exploratory movement; and as 

an opportunity to see the image on the front surface in reverse - from 

behind, much like the printmaker creates. The area in-between also acts as 

a space to house and display artifacts or objects related to the printmaking 

process. For example the printmakers rollers, lithographic stones or even 

the artist's stool, or graphic panels that may exist in this area. (22) 

• i n t e r a c t i v e p a n e l 

The second translucent wall represents the physical or "inner workings" of 

the structure. As the viewer moves between and around the wall, (s)he is 

required to engage at various levels depending his/her location within the 

exhibit. The multiplicity of information addressing movement, structure, 

light, proportion, printmaking technology and spatial arrangement is 

presented on this panel. Once 'inside' the exhibit the visitor's role changes 

from passive viewer to active collaborator by engaging in the following 

options:. 
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s l i d i n g : by manipulating a trapazoid shaped metal frame of colored 

panels - that conceal the prints beneath, the viewer is gradually 

exposed to both the serial and sequential order as to how a print (s) is 

conceived, transformed or altered - for example, how the print was 

transformed or how it stayed the same yet altered due to color 

explorations. 

r e g i s t r a t i o n : Through the manipulation of a hinged panel, the 

viewer is able to understand how the print begins in one state, 

(negative) and, once an impression is made, ends in another (positive). 

Furthermore, how it is conceived in one material i.e. cut or etched in 

stone, metal or screen and is realized in another i.e. ink on silk or 

paper. 

l a y e r i n g : By manipulating a horizontal sequence of layers (sliding 

panels) within the wall, the viewer is able to break-down or build-up 

an image or series of images. This component of the exhibit structure 

deals with the synthesis of layering. The image may be built up from a 

plane to express layers of representation. It is designed to be used as a 

series of independent layers which can be superimposed to create a 

coherent compositional reading. (23) 



f r a m e l e S S f r a m e : t h e d r y i n g r a c k 
24 

"What determines the significance of a work of art? Does It abide eternally 

within the work? Or Is It constructed and reconstructed from the outside, 

through the work's presentation - Its frame or pedestal, Its Institutional 

support, its critical reception?" 

Douglas Crimp, On Museum Ruins (1993) 

p r e s e n t a t i o n p a n e l (s) 

The third and fourth walls serve to present the works in their intermediary 

and their final framed state respectively. The third wall is more dynamic-

expressed through its modularity. Depending on the specific requirements of 

the exhibit, the modular structure is capable of being changed, depending on 

the size and requirements of the prints being displayed. It is based on the idea 

of the drying rack which implies the temporal, ungracious nature of the print 

when it is first pulled from the press. (Fig. 17) The fourth wall , a static and 

fixed structure is the wall of the museum itself. It provides a permanent 

surface for the display of select works of art that are chosen by either the 

artist or the institution to have greater value and ultimately deemed 

'frameable'. These pieces (or framed prints) have transcended the 

spontaneous act of creativity to become admired and revered as a finished 

work of art. 

Daniel Burren, a contemporary American artist, draws a distinction between 

what he refers to as 'anonymous works' vs. 'signed works' of art. Burren 

argues that anonymous works are not subject to the effects of appropriation 

entailed by a signature. He claims: "It is not his (the artist's) work but a 

work." Conversely, Burren argues that as soon as an artist signs a work, 

he claims it as his and thereby it becomes private property, a commodity 

which the artist is legally entitled to exchange. These notions were 

considered when designing the wall structures for the art works. Clearly 

there are two conditions that exist - whereby each condition affects how the 

work is perceived - as a work or as a commodity? This duality was 

articulated in the structure through walls 3 and 4 which imply two distinct 

conditions for how works of art can exist. (24) 



8. S I M U L T A N E O U S V A N T A G E P O I N T S 

It was my intent to challenge traditional notions of a delineated circulation 

path, due to its static and linear nature, by introducing simultaneous viewing 

through the use of multiple entrances and vantage points. There was, on the 

other hand, a very conscious effort to focus on sequence in terms of how the 

viewer interprets a succession of related works of art. The multiplicity of 

perspectives was based on the idea that although we are able to survey an 

object or container from its outside, our sense of space can be significantly 

developed by gaining access to the inside, resulting in a complete experience 

both internally and externally. (25) Therefore, it is hoped that the more 

levels we experience, the more we come to understand what is on display. 

The structure attempts to reveal the transition between the physical feeling 

of space and the emotional feeling of a space. There is a conscious effort to 

offer the viewer a choice of circulation, since within the topography of a 

given museum environment, order and orientation are temporal and therefore 

change from each point of view according to variables such as distance, 

relative position and the memories and associations of the viewer. By 

presenting information in ways that excite curiosity and stimulates the 

desire to learn, it is hoped that the viewers will respond positively to the 

exhibit. (26) 



9. F L E X I B I L I T Y O F S I T E 

As mentioned, flexibility and adaptability were part of the criteria for this 

project, therefore the design had to be conceived in a way which allowed to it 

be installed at various sites depending on the requirements of the curator or 

museum. It is intended to adapt to various site locations, and to be used for 

both temporary and/or permanent exhibitions. It can be used in a number of 

ways - for example as an introductory exhibit piece that precedes a given 

exhibit on pnntmaking, as a permanent educational tool that integrates with 

the existing museum fabric, as the focal point of an exhibition, or as a 

detachable appendage that travels to various sites within and around a given 

community i.e.. malls, schools etc. 
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HS SŜ S'-v ' ^ ' ^ f t ' ' ' 3 ' ' ' tea& I'- ffMir 
E$!̂ :'-":' nH [ I b ^ M l l ^ « e » ^BH& 

'HI ttp 

d r y i n g a c k 

HFf 
is i * 



10. D E S I G N D E T A I L S the mechanics of an object 27 

The system exists as a self-contained piece and is not dependent upon the 

museum walls which begins to introduce a new way of looking at art. 

However, the final framed and signed print(s) is placed on the existing 

museum wall. 

i n t r o d u c t i v e p a n e l 

This skin acts as a screen to project images that can range from the 

artwork(s) or artist, to the documentation of printmaking processes, in 

order to introduce to the viewer what they are about to see. It is on this 

panel that supportive material such as the artist's words or explanatory 

rhetoric, may also appear. This panel is designed to be flexible, therefore, 

it exists as a blank wall that may be developed by the individual curator. 

This panel allows the curator flexibility and artistic license in introducing 

the exhibit - whether it be through slide projection or video monitor, 

(see elevation) 

i n t e r a c t i v e p a n e l (see elevation) 

• layering (see sections) 

This section was designed to be highly flexible and accommodate a large 

variety of audience heights and sizes. The individual layers roll in and out 

horizontally yet all the layers together can be adjusted vertically through 

the use of a counter-weight system. The sliding leaves are placed on a 

moveable track system which allows access by small children, adolescents, 

adults and disabled persons. Although the track system allows for ease of 

manipulation, the counter-weights increases the stability of the structure 

once a particular height is selected. 

• registration 

This moveable structure is comprised of two hinged layers that are 

superimposed. The top panel represents the positive image - the end -

product. The negative image underneath demonstrates how the artist 

creates in the reverse: the mirror image of the final print. Expressed in 

two materials - metal and Plexiglas, the viewer can manipulate the top 

panel in order to understand the relationship between the two images - both 

physically - in terms of material characteristics, as well as creatively. 



As the plexi-glass panel on the top is intended to represent the final 

image, it reads in the positive once opened. The metal plate, however, 

remains static and reveals the negative image or the plate that the artist 

initially creates. A counterweight existing on the top panel helps to ensure 

more fluid movement for the viewer. 

• sl iding/rol l ing 

This trapezoidal system is devised of two superimposed structures - one 

moveable, the other static. The intent of the moveable frame is to reveal 

the nature of a series which can be singular, continuous and/or 

simultaneous. The static, lexan structure that exists behind the moveable 

frame, houses the prints. Through a double aperture, devised to both 

maximize viewing and accommodate diverse print sizes, the viewer is able 

the isolate each individual image within a series in order to appreciate its 

unique character or quality. However, once the wall has been fully 

extended, the viewer is able to obtain an immediate sense of the images in 

terms of how they read against each other - as a series. It is at this point 

that the viewer is able to appreciate the subtle or profound changes which 

may occur during the metamorphosis of the images while in production. 

Furthermore, when the wall is fully extended, it creates a barrier, a 

private viewing space for the individual to contemplate or examine the 

works of art. (Note: A time switch - set for 5 minute intervals, could be 

integrated into the system to allow the viewer to step back and view or 

contemplate the work at his/her leisure, yet at the same time ensures that 

another viewer to is able to engage in the same experience all over again.) 

f r a m e l e s s f r a m e (see elevation) 

• drying rack 

The physical structure draws from the printmaker's drying rack in an 

attempt to expose the viewer to the more temporal nature of a print. 

It allows them to see a work before it is matted or framed. As well it helps 

to reveal why a particular print was or was not chosen to be framed and 

hung - for example it may be due to errors in the printing process or for 

purely aesthetic reasons. The flexible grid structure was designed to 

accommodate a wide variety of works. By manipulating the grid, the 

curator/exhibit designer is able to display printed material by hanging it on 

the wire frame. Only one work is set apart both physically and 

metaphorically, to distinguish it from the rest. It is the work that is signed 

by the artist and is enclosed in a protective plastic box. This contained 



work is intended to show the evolution of a work by documenting how it 

progresses from its anonymous (private) state to its framed 

(public)state. It further illustrates how this print, although initially part of 

the other temporal prints, has transcended this state to be signed by the 

artist. To visually strengthen the fact that the act of signing occurs at a 

table or 'bed', the print sits on a horizontal surface that borrows 

structurally from the drying rack on one side - to indicate its evolution 

from the hanging state, and an independent wooden base/foot that provides 

support on the other side. 

• presentation 

Although this design proposal attempts to challenge traditional museum 

practice by engaging the viewer in the creative process of art production, 

the presentation of the finished works was an attempt to return the framed 

works to the museum walls. The reason for this was due to the fact that 

this 'state' of the work is the most familiar to museum audiences and 

adequately serves its purpose for display. In keeping with traditional 

exhibition practice, this wall either exists as part of the museum fabric or 

is intended to be constructed on the museum site. Drawings that determine 

size, scale and proportion could be included, but would depend entirely on 

the curator and the requirements of the specific exhibit - for example the 

wall may be curved or straight, extended or shortened, painted or left 

natural. The wall is not attached to the design system and floats freely in 

order to maximize flexibility. This allows the curator to construct or 

utilize existing museum walls anywhere (s)he wishes, i.e. adjacent to the 

drying rack, infront, skewed. The variations are endless and the conditions 

are largely dependent on space, and the intent of the curator, etc. 
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Both materials and assembly components are for the most part made from 
existing stock material. The idea of repeating similar materials and methods 

of construction throughout the system helped to minimize an abundance of 

diverse materials. Furthermore, it maintained a consistency with 

printmaking which similarly utilizes elements of repetition and continuity. 

The 1 inch hollow metal grid, used throughout as the support structure, once 

assembled is attached to a hollow birch plywood base which serves to 

reinforce the overall structure as well as housing for the lighting system 

which illuminates the fixture. Due to the fact that this system is intended to 

have repeated use through frequent assembly and disassembly, the use of 

countersunk metal threaded sockets in the birch plywood base will decrease 

wearing. Once the grid system is stabilized, 3/4 inch Lexan walls are 

attached on either side of the base. The curved drying rack is similarly 

constructed from 1 inch hollow tube which serves as the support structure. 

The changeable grid that exists within, is made from 1/4 inch wire that 

forms a mesh once assembled. The grid structure attaches to the hollow 

vertical bars by sliding through perforated holes that are situated every 2 

feet. These holes allow for a wide size range of works to be exhibited, 

therefore, the size of the frame can be changed as prescribed by the size and 

requirements of the work to be displayed. A horizontal plate and base 

structure that attaches to the existing drying rack was devised as a means to 

both enrich the viewer's understanding of how a print evolves, as well as 

strengthen the structural stability of the drying rack itself. It's purpose is 

to differentiate between the 'less successful' prints (those that reside on the 

drying rack) and 'the' work that was selected and signed by the artist. 

Structurally, the design is partially dependent on the drying rack in order to 

suggest that the signed print evolves from the drying rack and therefore, is 

part of it. The two metal bars extend towards the viewer and terminate on a 

birch base which is independent of the rack. A metal base plate and a raised 

plexiglass box, sit on the top of this structure and house the signed print. 

The horizontal orientation was significant in that it alludes to evolution of the 

signing process. The artist first studies the works on the drying rack, selects 

one, brings it to a table or flat surface and signs its. The presentation of the 

framed works reside on the museum wall. Since the museum environment is 

constantly changing, flexibility and ease of assembly/disassembly were 

considered as fundamental design components. As a result, alien key bolts 

and sockets, utilized on the bases of the main lexan structure, the 

registration and 'signed print structures, were utilized to adhere to such 

ease of assembly and disassembly. 

The system contains the following parts and is assembled in following 

manner: 
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A. Internal structural support -

steel grid frame - 1' 6q. hollow steel tubing - (1" sq. x 8' lengths) 

(xlO) + 19 screw & bolt fittings 

birch plywood base - (2'x 20'x .5') 

B. External panels and components 

1) Introductive Panel 

- 3/4' Lexan - 4' x 8' sheets (x4) 

- screw & bolt fittings (x18) 

2) Interactive Panel - 3/4 Lexan sheets 4' x 8' (x4) 

a - " layers" : (see exploded view) 

plexi-glass sleeves - (24"x 30") (x6) 

metal grips - (2" x 30") (x6) 

track system for leaves (x6) 

inner track mounted frame - (2.3' x 4') 

counterweights for adjustable leave height (x2) 

b - " reg i s t ra t i on " (see exploded view) 

plexi-glass hinged sleeve - (50" x 60") 

metal handle - (1" x 30") sq. stock metal bar 

metal fixed plate - ( 50"x 60") 

counterweight 

birch plywood base • (3.4' x 1.47' x .5') 

1/2"sheet birch - (52" x 78") 

1/2"frosted plexiglass/lexan plate - (52"x78") 

1" sq. hollow tube (1" x 3' lengths) (x2) 

hardware and screws (x8 ea.) 

c - " s l i d ing" (see exploded view) 

moveable, trapezoidal metal frame (7' x 5' x 9.4' ) 

color panels (x2) a.) (2' x 7') and b. (1.5' x 7') 

bent-wire handle (1" x 55" ) 

sliding track mountings (11/2' x 6') (x2) 

fixed plexi-lexan trapezoidal wall (7' x 5' x 9' ) 

hardware/f i t t ings 

optional : 

interchangeable 1/4" Lexan color panel(s) range 

from (2' x 6') to (2' x 8') 



1/4" Lexan display shelves (2.5' x 4') 

3) Presentation Panel 

a) Drying Rack (8' x 25') (see elevation) 

curved metal grid frame with perforated holes 

displaced every 2'. 

verticals - 1.5" sq. hollow steel tubing 8' lengths 

(x3) 

horizontal support - 1' hollow sq. tubing (curved) 

25' 

changeable grids - 1/4' wire (x15) 

birch base feet (5'x .5' x 3') (x6) & hardware 

b) Horizontal Bed for signed print (see elevation side view) 

horizontal metal bars (1"sq. x 3.25' ) (x2) 

birch plywood base/foot (45" x 76" ) 

metal plate (50.8" x 75") 

plexi-glass box (48" x 2" x74" ) 
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11. C O N C L U S I O N S 
33 

"Design Is central In shaping the relationship of visitors to artifacts/works of art. Velvet ropes 

distance us from the original, bu t when we are allowed to penetrate these spaces - and when 

they include elements such as touch, sound or alternative perspectives - visitors Identify with 

the artworks/artifacts." Richard Rablnowltz "exhibit as Canvas" In Museum News Mar/Apr 

(1991) 

If the ultimate mandate for museums is to act as catalysts for learning, then this 

project has been an attempt to address such notions by engaging the viewer in the 

'process ' of creation - through the specific context of the serial image within 

printmaking. By moving away from traditional static viewing patterns and 

towards a more dynamic relationship with the artifacts/artworks, there is hope 

for meaningful experiences to emerge. This project has attempted to explore 

new ways of looking at, and perceiving art in order to challenge the viewer's role 

within the museum environment. Although designed specifically for the art of 

printmaking, a large component of the project was centered around issues of 

flexibility - not only in terms of physical structure, but maximizing the display 

of art. With this in mind, the system has the capability of embracing other 

forms of 2-d mediums such as painting, drawing or photography. 

The initial objectives of the project were to examine how a new approach 

towards exhibit design could enrich our knowledge and understanding of art. 

Through the physical manifestation of this design, these theoretical notions have 

taken one step towards being realized. Although the final design stands as one of 

many possible solutions, it is hoped that this new approach to 'looking' could 

exist as the impetus to influence museum design in the future. In creating this 

experiential fixture, the viewer is encouraged to both participate, and ask 

questions in order to come to terms not only with how and/or why a print is 

made, but also how the singular image relates to a series of images and other 

bodies of work. The project exists as a 'moment' in the design continuum. This 

stage of the project ends the more conceptual aspect of the project. It is not 

entirely complete in that it exists only in the hypothetical. Such issues as costing 

and manufacturing were not addressed - as they were not the focus of the 

project. However if the project were to transcend this conceptual state to 

become a client-based project, the next stages would involve more practical 

issues. Further discussions with printmakers, potential curators and museum 

professionals would serve to asses feasibility of issues such as materiality, 

costing, durability, access, manufacturing and safety. This process of 

interchange - between designer and curator or museum (client) inevitably 

involves three or four phases of modification that document each state of the 

transformation, as the above mentioned issues - costing, manufacturing are 

dealt with. A more in depth investigation into these issues would ultimately bring 

the project closer to resolution. 

« 
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H I S T O R I C A L O V E R V I E W 

Thea Bornstein 

(a modified version of Directed Study 783. 44 from September. 1995) 

traditional museums (19th and early 20th century) 

If we are to question the new direction the museum might take as we move 

through the post-modem era, there is a need to understand how they arrived at 

this point in the first place. To a large extent museums, as they exist today, 

are a result of past precedence. 

"There was a time when, with few exceptions, works of art remained 

generally In the same location for which they were made. However, 

now a great change has occurred that In general as well as specifically, 

will have Important consequences for art. Perhaps there is more cause 

than ever before to realize that Italy as It existed until recently was a great art 

entity." Johann Wolfgang von Goethe, introduction to Propylaen 

The art entity that Goethe referred to as Italy is potentially lost forever. Art 

as a separate, distinct entity only truly came into being in the nineteenth 

century with the birth of the museum and the discipline of art history. (1) 

The origins of the museum - in its most abstract sense, can be traced back to 

the Ptolemaic muouseion at Alexandria. It existed as a study collection with a 

library attached and was considered as a repository of knowledge, a place 

where scholars, philosophers and historians would gather. The creation and 

essential purpose of this site was to attain a more complete understanding of 

both man and the world. ( 2 ) The collection they studied was of every 

conceivable kind including art, artifacts, antiquities, science instruments, 

minerals, fossils, human and animal remains. This pursuit of collecting marked 

the beginning of what later became known in the early 19th century as cabinets 

of curiosities - typically characterized by their " . . .Crammed shelves and 

drawers, with their capricious jumps in logic and disconcerting omissions." (3) 

Clearly, as early as the Ptolemaic times, museums were intended for a specific 

purpose and audience - those that were of scholarly educational training where 

knowledge was to be promoted through the study of three-dimensional objects. 

There was a dual function inherent to collections - as places of study and places 

of display. Museums began as private collections - to house curiosities for 

the gentry folk who had the desire to colled and preserve mankind's aesthetic 

heritage. The collections were a product of wealthy men of taste who 

exercised power through the expenditure of money. (4) Access to the 

collection was privileged and only those with either money or knowledge would 



be worthy of seeing it. Artificial and natural objects were brought back to such 

European capital sites of knowledge as London, Paris. Berlin, and Vienna, where 

they were re-contextuaiized into a private museum environment and reserved 

for the viewing enjoyment and study of the wealthy. There was a sense of 

exclusivity and elitism that remained constant in private museums. This notion 

continued until the inception of the first public museum at the end of the 19th 

century. The development of public museums in the 19th century were 

governed by the view that through the ordered display of selected artifacts, a 

total representation of human reality would be possible. (5) For a large part, 

public museums, as we know them today grew out of public consciousness - a 

dissatisfaction or lack of public access to private collections. Perhaps the most 

important institution dominating this view, was the British Museum in 

London, as it was intended for the general use and benefit of all its citizens. By 

the end of the 19th century, the foundation of public museums were being 

promoted by the Government. It was hoped that through Government 

intervention, the following would apply: First, that the collections on display 

should contribute to the enhancement of knowledge through the study of them. 

Second, that the collection itself should not be arbitrarily arranged, but 

organized according to a systematic scheme or classification. Third, that the 

collection should not be owned or administered by a private individual, but on 

behalf of the public. Fourth, that the collection should be accessible to the 

public. There was a conscious attempt to move away from the straightforward 

viewing of artifacts -away from the idea that artifacts/artworks should be 

viewed as fragments from a shattered context. Rather, they were given 

significance/relevance in their own right and viewed as objects that could 

provide indicators, as tools for comparative study. (6) 

Along with a common understanding of how 19th and 20th century museums 

operated as a place, there was a common understanding of how they appeared. 

Although initially, museums existed as domestic spaces dedicated to the 

display of personal collections, as they evolved into public sites, they took the 

form of complex buildings, often organized around a domed or vaulted dominant 

hall flanked by wings. (7) Public museums maintained a certain building type, 

image, and aesthetic experience. The notion of stability was not only 

articulated on the exterior of the buildings but on the inside as well. The 

sequence and layout of rooms were consistent with the ordered architecture 

that existed on the outer shell. In 1802, French theorist J.N.L. Durand 

published a pragmatic design for a museum consisting of a series of long 

galleries and vaulted ceilings that surrounded four courtyards and a rotunda. 

(8) Museums of the past were considered to be sanctuaries , where the visitor 

would come and roam through seemingly deserted hallways. (9) Although these 

museums were considered beautiful places, their grandiose presence often 

tended to instill a feeling of emptiness. (10) The spatial formats and structural 

prototypes codified by Durand recur in museum architecture throughout much 

of its design history. (11) Since it was believed that in order to fully 

understand artifacts, they must be laid out in a consistent, unitary, linear 

manner, the long galleries were considered ideal spaces for viewing art and 

artifacts as they adhered to the rigid taxonomy and classification system. (12) 
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The introduction of the public museums in the 19th and early 20th century, 

were considered to be places where objects were: 

"Effaced by time and obliterated by human memory, [places where] worn out 

inscriptions became empty calligraphy and meaningless ornament. Endlessly 

fascinating to 19th-century virtuosi, spotty debris spoke not with the clarity of a 

classical language but In a more obscure dialect. (13) 

They brought with them, significant advantages as highlighted by the 

implementation of Governmental policy - allowing for unrestricted public 

access to a collection. However, there seemed to be one inherent issue - one 

that has presented problems throughout museum history - the fad that objects, 

as referred to in the quote, were reduced to meaningless ornament. Although it 

was felt that through the physical presence of the artifacts, museums would 

gain a sense of prestige and purpose, there did not seem to be an attempt, on 

the part of the institution to relate to or understand the deeper complexities 

inherent in the objects that were on display. Isolated and de-contextualized, 

artifacts had the further complication of existing in the artificial environment 

of the museum. Once integrated and assimilated into the museum, the 

presentation of these artifacts often occurred in a static fashion, and although 

the public was at first 'Endlessly fascinated' by the novelty and rarity of such 

artifacts, it became apparent that this method of viewing could not sustain 

itself and would encourage a passive role on the part of the viewer. Although 

fascinating visually, the fragments proved meaningless in the long term since 

they had no discernible context. (14) Issues such as how the objects were 

made, from what materials they were made , how they were used and who used 

them were rarely if ever addressed. Instead, ordinary, often utilitarian 

objects were elevated to the level of fine art object pieces. By providing 

insufficient background information, context, or documentation, the viewers 

were denied any insight or understanding related to their original intent and 

purpose. 

There appears to be a fundamental irony imbedded in 19th and early 20th 

century museums. On the one hand there was both a need and desire on the part 

of the institution, to collect and present an array of artifacts from many 

times, cultures, and mediums - an act that appears heterogeneous in nature. On 

the other hand there is a conscious attempt to order, classify, systemize - an 

act more homogeneous in nature. These principles appear to be inconsistent and 

seem to perpetuate more of a fiction than a reality. Museums maintain that 

their collections constitute a coherent representation of the universe. This 

appears to be an ideal notion - one which is questionable and ultimately 

problematic within a contemporary museum framework. (15) 



new museums (post war to 1980's) 
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"The German world museal (museumlike) has unpleasant overtones. It 

describes objects to which the observer no longer has a vital relation

ship and which are In the process of dying. They owe their preservation more 

to historical respect than to the needs of the present. Museums and 

mausoleum are connected by more than phonetic association. Museums are the 

family sepulchers of \rorks of art" TheodorW.Adomo, "Vslery Proust Museum" 

In the period following World War II ideas about how museums should exist and 

appear, began to change. It was only a matter of time until the traditional 

museum would reveal itself as an institution caught in the contradictions of a 

changing museum culture. (16) The evolution of museums brought with it an 

emergence of significant issues : How could the old museum construct relate 

to a changing post-war culture? Did principles of historical models still have 

validity and relevance to changing cultural perceptions? Was the manner in 

which the traditional museums displayed artifacts appropriate for post -war 

museums? Perhaps the inadequate manner in which these issues were dealt 

with in the past (static, linear viewing), prompted a new approach to the way 

post-war museums would operate. Increasingly, new museums of the post war 

period rejected the traditional notions of sanctuary, permanence and stability. 

Radical transformation of the institution itself from a temple of the muse into a 

building without thresholds began to transpire. (17) Furthermore, the public 

was no longer satisfied with the notion of the museum as a model of world 

making, as a means of organizing knowledge and culture into a coherent picture. 

(18) Post-war museums brought with them transformed perceptions, erupting 

the tidy formula used in the past for codifying human experiences. (19) 

Physically, the buildings themselves began to change. Viewers no longer felt 

content about being sealed into the built containers which served to define as 

opposed to suggest activities and ways of life. The new museum sought to 

break away from the rigid spatial ordering of the past. Instead, it celebrated 

the neutrality of space by creating adaptive, flexible environments that would 

consist of large open spaces, white rooms and walls. White Cube was the term 

coined to refer to museums of the post war era. It was felt that this new 

spatial approach was more advantageous for exhibiting since any 

artwork/artifact, regardless of its origin, could exist in a liberating 

environment. (20) The spaces became experimental stages where it was 

thought that each piece of art/object would carry with it its own sense of 

space. (21) 

Perhaps the greatest monument to the changing nature of museums can be 

attributed to Andre Malreaux's Museum without Walls. Malreaux attempted to 

change the way in which museums of the past were structured by developing 

the museum as a homogeneous place. This was achieved through the medium of 

photography. As long as a work of art, or artifact could be photographed, it 
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had its place in Malreaux's supermuseum. Photography, according to Malreaux, 

had the capability of capturing objects in their entirety; as fragments; or even 

in full detail. Furthermore, according to Malreaux, photography had the 

potential to serve as an organizing device. The problem of heterogeneity, 

prevalent in 19th and early 20th century museums had the capability of 

becoming obsolete with photography since it reduced the world into a single 

perfect similitude. (22) In essence, photographic reproduction enabled a new 

attitude towards the viewing of objects. Existing only as color plates, objects 

photographed lost their tangible properties. According the Malreaux, 

reproduction would dissolve both the original significance of objects and their 

function; we see them only as works or "monuments' of art. Through this 

medium, ". . . the 'monuments' can all speak the same language through an 

unseen presence; a 'spirit'". (23) Although interesting in theory, Malreaux's 

concept of the homogeneous museum could not sustain itself. The fatal flaw 

was photography itself. As long as it was used as a vehicle it brought 

coherence. As an art form however, photography re-established the 

heterogeneity Malreaux attempted to obliterate. It was not successful. The 

idea, however, of changing the approach to the way we understand objects -

one that according to Malreaux could be achieved without walls, could provide 

significant insight into the direction of museums of the future. 

Ironically, the seemingly liberating features that characterized the New 

Museum - neutrality of space and white walls, were the vary elements that 

caused its demise. By the late 1970's and 1980's it became obvious that the 

white cube could no longer be regarded as neutral space. Increasingly, both the 

public as well as the artists themselves felt that this new spatial approach 

fostered a sterile viewing environment which, similar to the traditional 

exhibiting approach, lacked the ability to engage the viewer with the object or 

artwork. The new museum did not allow the visitor to be stopped or absorbed 

by the space, since their vastness failed to contain the objects and ultimately 

encouraged the viewer to wander without stopping to look and experience. The 

spaces competed with the art/artifacts, overwhelming them rather than 

interacting with them. The essence of what museums were all about began to 

change. Artists became critical of the power structures, value systems, and 

practices governing galleries and museums. The power was in the hands of the 

curators who based exhibitions on their own subjective value systems rather 

than responding to the needs and desires of the public or the artists. (24) 

Both the traditional and the 'modern' (i.e. Post W.W.II) museum model appeared 

to be more concerned with the act of possession rather than the act of 

representation. In other words - the objects and the spaces in which the 

objects resided, took precedence over the true context of the artifacts. In this 

sense the artifact became subservient, consequential to the space since the 

exhibition maker was more concerned with the display than the objects 

themselves. The question that arises in both cases is;"Do museum interiors 

have the capability of being designed in a manner that is neither over-

manipulated, nor bland, sterile and anonymous?" Although the modern museum 

attempted to create a context that was Inseparable from both the meaning of 



the artwork/object and ultimately the meaning of the museum experience 

itself, it was not successful. (25) 
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Perhaps the greatest amount of faith resides in what the post-modern era can 

bring to museums, by recognizing that there are political, ethical, moral, 

social and cultural ramifications that require further exploration. 

C U R R E N T C O N T E X T 

new museology 

Learning from the successes and failures of past museum models, the discipline 

of New Museology is dedicated to exploring and responding to new approaches 

to museum culture by abandoning the outmoded format that museums have 

perpetuated for the last century. New Museology has attempted to achieve this 

by responding to the demands that contemporary society has imposed upon it. 

Through mass media and communications, such devices as installations, 

performance, environments, video, and conceptualization are explored. The 

critical approach to New Museology centers around the emergence of a new 

cultural fabric; of a museum as a political and ethical knowledge structure; of 

exhibition politics transcending artifacts, disciplines and media; of museums 

themselves as a form of artifact, constructed with motives beyond simple 

presentation , documentation, and story. (26) 

In an exhibition entitled Art Meets Spirituality, curator Louwrien Wiers offers 

her thoughts about museums of the future: 

"I see museums In a sense of churches of today, without thinking 

of an institutionalized spirituality. A museum Is a place In which when 

confronted by an object, one can experience some kind of Inner depth In a very 

Individual way. . . We have seen the museum develop from being a place 

where we see material objects, paintings, or sculptures. In the future, I can see 

It growing Into a different Institution, the sort of place where people can come 

and pick up new Ideas In many different ways." (27) 

This attempt to reconsider the way in which we currently perceive museums is 

the premise by which Mew Museology operates. Through the aid of New 

Museology, artists and curators alike have begun to turn to the museum with a 

new attitude. No longer is it bound to its past association as an apparatus that 

threads the artist or artifact. Rather, it is viewed as a format that disrupts 

the norm in a manner that manipulates the collections in order to question 

boundaries of the museum as an institution, and furthermore question its 

usefulness for addressing contemporary aesthetic and social issues. (28) In 

essence there is an attempt for the post modern museum to look more critically 

at itself. 



Although technology is critical to the new museum direction, New Museology 

recognizes the inherent dangers that lie in the fact that technology impacts the 

way in which we understand other cultures and ourselves by distancing us from 

not only a physical encounter, but the process by which artifacts are made and 

what they mean. Through a broader interpretation of how museums convey 

meaning and culture, and how they define artifact, New Museology attempts to 

embrace technology. 

Should the exhibition experience be a more complex phenomenon? Should there 

be an attempt to re-introduce the aspect of ceremony back into the artifacts 

and ultimately museums.? Providing more informative displays, more insight 

in the consideration of artifacts, and more insight into context may provide an 

appropriate means to enlarge the visitor's perception of both museums and 

objects. 

Central to the philosophy of New Museology is the idea of harnessing the 

imagination, insight and experience of the audience. (29) According to Susan 

Vogel, exhibit designer at the Museum for African Art in New York, there is a 

need to challenge the audience. This means that the emphasis should no longer 

be placed on the artifacts, but on the active presentation of them. Vogel 

demonstrates this with ethnographic objects. She argues that they are not 

considered objects of ethnographic masterworks, but as part of personal living 

culture. Vogel embraces the objects on display by stressing the more 

ephemeral qualities of presentation. By creating an 'event' or 'performance' 

around the artifact, the audience is able to assume a more active role. They 

are able to hear stories behind the objects. There is a need to instill a new kind 

of museum experience - one that attempts to engage the audience and help 

illuminate the objects. According to Ralph Applebaum, a New York exhibit 

designer, this shift can ultimately turn museums into places for moral 

discourse and provoke thought and discussion. (30) There is a shift in senses 

that Applebaum attempts to introduce. The visual sense is de-emphasized in a 

manner that allows the viewer to no longer rely on sight alone, but encourages 

them to engage in the use of other senses such as listening, feeling, touching. 

The object may then be experienced through a combination of sense-

impressions, each responding to a different quality or configuration of qualities. 

Reinterpreting the artifact means that it no longer becomes the sole focus of a 

museum experience but a component - one that relies on other sources and 

senses. The artifact ultimately becomes more the consequence of a culture and 

not the sole representation of it. New Museology attempts to emphasize the 

'access' to knowledge through narrative and storyline. It is believed that this 

will provide a greater understanding - not only of another culture but 

ultimately of ourselves. 

To introduce disorder to the traditional notions of museums spaces may be a 

means to begin promoting fresh visual experiences. These notions are well 

articulated in the work of American sculptor Richard Serra. Serra attempts to 

bring architecture and artifact into a dialectical relationship. He creates site 



specific sculpture that has a temporal existence - one that defies traditional 

museum notions of permanence and stability. Fundamental to Serra's work is 

his adherence to movement on the part of the viewer. His work has the ability 

to physically engage the viewer through movement. As the viewer moves, his 

or her experience of the work changes. There is an attempt, on the part of the 

maker, to be conscious of the site while he is creating. Ultimately the role of 

the maker extends beyond creator, embracing the role of curator, viewer, 

exhibit designer and architect, continually aware of how each role impacts the 

other. The emphasis, in Serra's case is on context and site analysis, in an 

attempt to re-define it. (31) 

Like Serra's work, many post modern museums similarly employ site-specific 

work through the form of temporary exhibits. Michael Petry, curator of 

Museum of Installations in London poses a controversial question by asking how 

one is able to set the stage for a museum of impermanent works within the 

context of the acquisitive world of museum collections? This notion of dealing 

with impermanence provides a radical alternative to the evolution in the 

preservation and presentation of object - fundamental to exhibiting practice of 

museums in the 19th century. The Museum of Installations, similar to sculptor 

Richard Serra, attempts to deal with this alternative by preserving the 'idea' 

of the artwork instead of it's physical presence. Perhaps it is because of the 

temporal quality of the work that the viewer is able to engage in a more 

memorable experience with the work, ultimately appreciating the intentions of 

the maker more. 

Performance, ritual and ceremony are other issues explored in New Muscology 

in terms of their ability to embellish the museum experience. The act of mental 

and/or physical preparation on the part of the viewer could provide a shift in 

the mode of thinking required to engage in an exhibition. This encourages a 

more active role on the part of the viewer by introducing elements of 

transition. 

Central to New Museology is a shift in responsibility - transferred from the 

curator to the viewer, the public. Empowering the viewer, forces them to look 

beyond what museums present in order that they may question the significance 

of how and what they see. New Museology can exist as a platform for the 

creation of art and the preservation of the 'idea' of that art by re-interpreting 

the museum as a concept before it exists as bricks or mortar. (32) What the 

viewer needs to ask is not so much how a museum displays the objects but how 

well it communicates an idea. In his article "The Discrepancy Between Idea and 

Reality" from the book Imaginary Exhibition. Jean Christohpe Ammann imparts 

the similarities between the work of art and the exhibition. Both are 

communicative creatures, which long to communicate, to open up, and like 

individuals, occasionally change their surroundings. (33) Herbert Read in The 

Meaning of Art, attempts to draw similar conclusions. Read highlights the vast 
potentials inherent in exhibiting practices. He compares the exhibition to that 

of the work of art in that both have the potential to 'move us', to captivate our 

attention. Ultimately, exhibits are not considered static but more sensual, 



environmental. Like sculpture, these 3-D compositions recognize the 

importance of solids and voids and strive for spatial relationships. 

The following examples demonstrate that change - on a global level, is 

imminent. In London, several museums have turned to the visitor instead of the 

academic or designer for insight. According to their studies, the majority of 

British museums found that the visitor wanted to experience a back stage 

perspective on exhibitions. They suggested that by providing vantage points in 

construction areas, the visitor would be allowed to observe work in progress; 

to witness the birth of an exhibit. Process, it was discovered was an essential 

part of the visitor's appreciation and understanding of the artifacts presented. 

By de-mystifying the process, the object becomes more real and ultimately 

better understood on the part of the viewer. (34) Another example comes from 

an exhibition entitled "Good Form" at the 1972-73 International Design Center 

in West Berlin. Director Francois Burkhardt, in collaboration with Victor 

Papanek, held a do-it-yourself exhibit. Both Burkhardt and Papanek were 

similarly inspired by the public with the belief that since design documents the 

activity of everyday man, they should be directly involved in the understanding 

and activity of it's creation. Instruction papers on do-it-yourself furniture 

were given away to the Design Center visitors in order that they too could 

reproduce the pieces on display and ultimately own exhibited pieces of 

furniture. Furthermore, the people of West Berlin were encouraged to bring 

pieces of furniture they had designed or invented and place them on display to 

the public. This concept appeared to have astounding effects in that it drew in 

record breaking numbers of people from all walks of life. Furthermore, it 

supported Papanek's notion that museums should be places for everyone and not 

reserved for an exclusive public. As well, it attempted to disrupt the stigma 

and prestige attached to museums and objects on display, by allowing people to 

know that they are accessible and familiar to everyone. (35) Similar actions 

were carried out in a 1993 exhibition at the Museum of Contemporary Art in 

Ghent. The exhibition focused on presenting a series of "curated mini-

exhibitions" using a collection of favorite personal objects donated by the local 

citizenry. Residents of Ghent were ultimately invited to bring their valued 

momentos to the museum and tell the stories behind the objects. (36) A final 

example comes form Joseph Koseth, curator of the exhibit the "The Play of the 

Unsayable: Ludwig Wittgenstein and the Art of the 20th Century" (1989). 

Koseth's intentions in creating this exhibit were not about creating a history or 

providing a retrospective vision of the past. Rather, Koseth attempted to 

involve the viewer as part of the curating process by re-introducing and 

reinstating the 'aesthetic experience' back into objects. Koseth felt exploring 

the aesthetic qualities of an object/artwork would enable new experiences to 

emerge on the part of the viewer - ranging form visual experiences to feelings 

to ideas. (37) Furthermore, he wanted to reveal the process by which art was 

conceived by the artist. A later exhibit created by Koseth entitled "The Play of 

the Unsayable" in (1992) explores similar notions. To create this exhibition 

Koseth culled artifacts from many departments of the museum, crossing 

cultures and time periods. In this case, Koseth took on the role of both curator 

and artist. It was his intention to deploy rather than deny the museums position 



as a site of ideological contest. Rather, Koseth strove to convey the notion of 

museum as an arena for engaging contemporary issues. (38) In both examples, 

it was Koseth's intent to dismantle the notion of art as 'signpost of authority'. 

Rather, works of art were seen as nothing more than an articulation of an 

artists thoughts. The conclusions that can be drawn from all these examples is 

clearly that when people are allowed to participate museums, exhibition 

centers and galleries alike gain respect and popularity. As a result the spaces 

are not large enough to hold the visitors. 

The essence of the New Museological approach is to disrupt expectations and 

definitions of museums with each project it undertakes. From dissecting the 

museum to mastering it on its own terms, New Museology has and still strives 

to reshape the museum institution in permanent ways that will affect the 

manner in which audiences both view and perceive collections of the future. 

There was a time when chronology was an important vehicle used for educating 

the public about art, about the world. Today, museums must be aware that 

with art books and other informative mediums, there is no longer a need to 

present museums and exhibitions as was done fifty or a hundred years ago. 

Ultimately the institution is in a position to begin by asking whether museums of 

the future have to be defined by a 'place' or a 'space'? 

discussion and conclusions 

Fundamental to contemporary issues surrounding museums is the notion that 

they are unable to sustain themselves as cultural institutions. The problem with 

both modern and traditional museums is that they are places where artifacts 

are not featured but destroyed. In essence the artifacts discovered by 

museums of yesterday are today thought of as gadgets that only serve to 

decorate museums rather than inform the public in a meaningful way. (39) The 

set of objects the museum displays is sustained only by the fiction that they 

represent a coherent representation of the universe. In reality though, these 

objects exist as fragments for a greater totality. Furthermore, if the fiction 

created by museums were to disappear, there would be nothing left of the 

museum but a heap of meaningless and valueless objects. (40) 

Crucial to the success of museums of the future is the development of a new 

approach to the way we relate to artifacts. Although keeping up with 

technological advancement in response to a world that operates through visual 

stimuli appears to be significant, there are some potential dangers. For 

example, does technology run the risk of favoring the simulated experiences 

over the aesthetic encounter with the real thing? Clearly, Malreaux's idea of 

reducing all objects to image has similar attributes to the modern day 

computer. Both allow access to a collection through process imaging. Yet do 

these examples of technological innovation impede the essential purpose of 

museums by denying the viewer an experience of the authentic object? 



Perhaps considering a museum devoid of artifacts is a first step to dealing with 

these issues. As well, reconsidering the nature of museums and the changing 

perception of the idea of museums - not as a specific place but defined by where 

you are • may provide sources for further exploration. 
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