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ABSTRACT 

 

VIRTUAL MUSEUMS: A NEW SPACE FOR ARCHITECTURAL 

DOCUMENTATION AND DISPLAY  

 

Tekin, Damla                                                                                                               

M. Arch., Department of Architecture                                                                   

Supervisor: Prof. Dr. Ayĸen Savaĸ 

 

January 2017, 65 pages 

 

The practice of museology has a broad discourse based upon ideological, 

sociological, technological and architectural disciplines. This thesis will only cover 

two of these disciplines, architecture and technology, while analysing the museum 

environment as it is believed that museums are one of the most independent 

architectural spaces in both design and narration. Today, the field of virtual 

museums becomes very dynamic due to technological innovations and it offers 

different conceptual ideas for architecture and museography. Museums that are 

designed using virtual applications function in-between real and virtual spaces. 

Therefore, this study aims at focusing on virtual museums as a new space for 

architectural documentation and display. 

In this context, an unusual museum project at ñMETU Lodgingsò, House No. 05 

will be used as a tool and subject that illustrates the relation between museum 

architecture and contemporary technology. House No. 05 was designed as a 

temporary museum, however it suggests a permanency. This thesis can highlight the 

influence of a virtual website a museum although it no longer exists. 

Keywords: Virtual Museums, Museum Architecture, Technology, Virtual/Real 

Space, Architectural Documentation, Display, ñMETU Lodgingsò. 
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¥Z 

 

SANAL M¦ZELER: MĶMARĶ DOK¦MANTASYON VE                            

SERGĶLEME Ķ¢ĶN YENĶ BĶR MEKAN 

 

Tekin, Damla                                                                                                              

Y¿ksek Lisans, Mimarlēk Bºl¿m¿                                                                                    

Tez Yºneticisi: Prof. Dr. Ayĸen Savaĸ 

 

Ocak 2017, 65 sayfa 

 

M¿ze bilimi pratiĵi, ideolojik, sosyolojik, teknolojik ve mimari disiplinleri temel 

alan geniĸ bir sºylem i­ermektedir. M¿zelerin tasarēm ve anlatēmda en baĵēmsēz 

mimari mekanlardan biri olduĵuna inanēlan bu tez, m¿ze ortamēnē analiz ederken bu 

disiplinlerden yalnēzca mimari ve teknolojiyi kapsamaktadēr. G¿n¿m¿zde, sanal 

m¿zeler teknolojik yenilikler sayesinde dinamikleĸmekte ve mimarlēk ve m¿zecilik 

i­in farklē kavramsal fikirler sunmaktadēr. Sanal uygulamalar kullanēlarak tasarlanan 

m¿zeler, ger­ek ve sanal mekan arasēnda iĸlev gºrmektedir. Bu nedenle, bu ­alēĸma 

sanal m¿zeleri mimari dok¿mantasyon ve temsil i­in yeni bir mekan olarak ele 

almayē ama­lamaktadēr. 

Bu baĵlamda, sēra dēĸē bir m¿ze projesi, ñODT¦ Lojmanlarēò 05 Noôlu konut, m¿ze 

mimarisi ile ­aĵdaĸ teknoloji arasēndaki iliĸkiyi gºsteren bir ara­ ve konu olarak 

kullanēlacaktēr. Bºylelikle ge­ici bir m¿ze olarak tasarlanan 05 Noôlu konut kalēcēlēk 

kazanacaktēr. Bu tez, sanal bir web sitesinin artēk mevcut olmayan bir m¿ze 

¿zerindeki etkisini vurgulamaktadēr.  

Anahtar Kelimeler: Sanal M¿zeler, M¿ze Mimarlēĵē, Teknoloji, Sanal/Ger­ek 

Mekan, Mimari Dok¿mantasyon, Sergileme, ñODT¦ Lojmanlarēò. 
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                                             CHAPTER 1 

 

INTRODUCTION  

 

Ȱ6ÉÒÔÕÁÌ ÒÅÁÌÉÔÙ ÉÓ Á ÎÅ× ÍÅÄÉÕÍ ÂÒÏÕÇÈÔ ÁÂÏÕÔ ÂÙ ÔÅÃÈÎÏÌÏÇÉÃÁÌ 

advances in which much experimentation is now taking place to find 

ÐÒÁÃÔÉÃÁÌ ÁÐÐÌÉÃÁÔÉÏÎÓ ÁÎÄ ÍÏÒÅ ÅÆÆÅÃÔÉÖÅ ×ÁÙÓ ÔÏ ÃÏÍÍÕÎÉÃÁÔÅȢȱ1 

This definition of ñvirtual realityò emphasizes new discoveries and possibilities 

regarding technology and communication. The purpose of this study is to introduce 

alternative spatial organization options for museums. It is believed that ñvirtual 

realityò, a popular term after the creation of the Internet, can enhance the 

ñconventional museum spaceò through multiple aspects. The term ñvirtual realityò is 

a blend of oneôs imagination and reality or in other words fiction and truth. It is 

neither purely artificial nor one-hundred percent real. Thatôs why it can create a two-

fold architectural space: the one fold is envisioned illusion, while the other based on 

concrete reality. As Peter Eisenman, in an early essay, states: 

Ȱ4ÈÅ ÉÎ-between in architectural space is not a literal perceptual or 

audible sensation, but an affective somatic response that is felt by the 

body in space. This feeling is not one arising from fact, but rather 

from the ÖÉÒÔÕÁÌ ÐÏÓÓÉÂÉÌÉÔÙ ÏÆ ÁÒÃÈÉÔÅÃÔÕÒÁÌ ÓÐÁÃÅȢȱ2 

This quote accurately reflects the nature of this study focusing on the juxtaposed and 

the in-between condition of virtual reality in relation to virtual museums; as ñvirtual 

museumsò are the best vehicles to analyse the architectural dimension of virtual 

reality because of their fluid design. Virtual museums have a place in architectural 

discussion because of this ñfluidityò.    

                                                             
1 Will iam R. Sherman, Alan B. Craig, Understanding Virtual Reality: Interface, Application and 

Design, (San Francisco: Morgan Kaufmann Publishers, 2003), p. 5.  
2 Peter Eisenman was quoted in Elizabeth Grosz, Architecture from the Outside: Essays on                              
Virtual and Real Space, (Cambridge: The MIT Press, 2001), p. XIV. 
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Ȱ4ÈÅ ÔÅÒÍ ȬÖÉÒÔÕÁÌ ÍÕÓÅÕÍÓȭ ÈÁÓ ÂÅÅÎ ÄÅÆÉÎÅÄ ÁÓ ȬȣÁ ÌÏÇÉÃÁÌÌÙ ÒÅÌÁÔÅÄ 

collection of digital objects composed in a variety of media which, 

because of its capacity to provide connectedness and various points 

of access, lends itself to transcending traditional methods of 

ÃÏÍÍÕÎÉÃÁÔÉÎÇ ÁÎÄ ÉÎÔÅÒÁÃÔÉÎÇ ×ÉÔÈ ÖÉÓÉÔÏÒÓȣȠ ÉÔ ÈÁÓ ÎÏ ÒÅÁÌ ÐÌÁÃÅ Ïr 

space, its objects and the related information can be disseminated all 

ÏÖÅÒ ÔÈÅ ×ÏÒÌÄȢȱ3 

According to Schweibenz, the organization of virtual museums depends on many 

factors, such as media and digital resources. The chief aspect that separates virtual 

museums from other brick and mortar museums is their ultimate accessibility. This 

study emphasizes that with a single mouse click, the collection and information 

available in a virtual museum becomes accessible from all around the world.  

Although there is a significant difference between ñMuseum without Wallsò, by 

Andre Malraux, and todayôs virtual museums on the Web, they have similar 

conceptual purpose regarding accessibility. Malrauxôs aim in creating his ñMuseum 

without Wallsò was to preserve the original character of a piece of art, even if it is a 

sculpture or a drawing. Malraux demonstrates that formal museums diminish the 

aura of works of art when bundled together, transforming masterpiece drawings into 

simple photographs.
4
 He introduced the idea of ñMuseum without Wallsò as an 

imaginary museum that has a collection of works of art from around that world that 

can brought together through photography.
5
 According to Malraux: 

Ȱ!Î ÁÒÔ ÂÏÏË ÉÓ Á ÍÕÓÅÕÍ ×ÉÔÈÏÕÔ ×ÁÌÌÓȢȱ6
  

Thus, he created his own museum that consisted of a wider collection of art works 

available in one ñspaceò. It can be said that virtual museums are technological 

reflection of Malrauxôs efforts. They are similar as they both can include a number of 

concepts and are mobile and accessible from almost anywhere. Furthermore, they 

protect their autonomous limits as being welcoming to any information at any time. 

                                                             
3 Werner Schweibenz, ȰThe Development of Virtual Museumsȱ, ICOM News, vol. 57, no.3, (Paris; 
ICOM, 2004), p. 3. See also, 
http://icom.museum/fileadmin/user_upload/pdf/ICOM_News/2004 -3/ENG/p3_2004-3.pdf 
4 Andre Malraux, The Voices of Silence, translated by Stuart Gilbert, (New Jersey: Princeton 

University Press, 1978), p. 14. 
5 https://culturalvirtualspaces.wordpress.com/2014/06/17/malraux -and-the-musee-

imaginaire-the-museum-without -walls/  
6 http://www.goodreads.com/quotes/81769 0-an-art-book-is-a-museum-without -walls 
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In virtual museums, visitors experience a different understanding of time and a 

transformation in space, where they gain ñfluidityò
7
 compared to physical museums 

or other similar spaces. Here, the term fluidity was chosen to emphasize the 

continuity and endless characteristics of time, feelings experienced and changes.  

  

                                                                

Figure 1.1:  !ÎÄÒÅ -ÁÌÒÁÕØȟ Ȱ-ÕÓÅÕÍ ×ÉÔÈÏÕÔ 7ÁÌÌÓȱȟ ρωτχȢ                                              

Source: https://neatlyar t.wordpress.com/2013/05/30/andre -                                       

malraux-chez-lui -maurice-jarnoux-over-the-last/  

In this thesis, Modern Architecture is the stylistic movement selected to configure the 

spatial organization of virtual museums, based on the belief that virtual museums 

were born out of Modern Architecture but also limited by its principles. One of the 

most pervasive styles for displays, exhibiting on a ñwhite surfaceò, originated with 

modernity; in regenerating virtual museums this concept will be applied using ñwhite 

cubesò and ñwhite wallsò. As Ayĸen Savaĸ states: 

                                                             
7 4ÈÅ ÔÅÒÍ ȰÆÌÕÉÄÉÔÙȱ ×ÁÓ ÆÉÒÓÔÌÙ ÕÓÅÄ ÂÙ -ÁÒÃÏÓ .ÏÖÁËȟ ÁÎ ÁÒÃÈÉÔÅÃÔ ÅÍÐÌÏÙÓ ÁÌÇÏÒÉÔÈÍÉÃ 

techniques to design actual, virtual and hybrid intelligent environments. It mainly comes from 
ÔÈÅ ÃÏÎÃÅÐÔ ÏÆ ȰÌÉÑÕÉÄ ÁÒÃÈÉÔÅÃÔÕÒÅȱ ÁÎÄ ȰÔÒÁÎÓÁÒÃÈÉÔÅÃÔÕÒÅȱ ÔÏ ÁÄÄÒÅÓÓ ÓÐÁÃÅÓ ÔÈÁÔ ÁÒÅ 
conceived specifically for a virtual domain, one that does not exist in a physical world. For 
ÄÅÔÁÉÌÅÄ ÉÎÆÏÒÍÁÔÉÏÎ ÐÌÅÁÓÅ ÓÅÅȟ 3ÉÌÖÉÁ #ÁÍÉÌÅȟ Ȱ,ÉÑÕÉÄ !ÒÃÈÉÔÅÃÔÕÒÅÓ: 

   Marcos NÏÖÁËȭÓ Terri tory of InformatiÏÎȱ, Master Thesis, University of Brasilia, 2005. 

https://neatlyart.wordpress.com/2013/05/30/andre-
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Ȱ-ÕÓÅÕÍÓ ÈÁÖÅ ÂÅÅÎ ÃÏÎÓÉÄÅÒÅÄ ÁÓ ÔÈÅ ÍÁterial and intellectual 

ÏÕÔÃÏÍÅÓ ÏÆ ÍÏÄÅÒÎÉÓÔ ÔÈÏÕÇÈÔÓȢȱ8 

Based on this statement, this study asks: which modernity principles have impacted 

the creation of virtual museums; what are the spatial differences between modern 

museums and virtual museums; and how the character of museum space transformed 

from Modern Architecture to computer architecture (in other words, from ñwhite 

cubesò to ñcyberspaceò).  

Ȱ4ÈÅ ÉÄÅÁ ÏÆ ÁÃÃÕÍÕÌÁÔÉÎÇ ÅÖÅÒÙÔÈÉÎÇȟ ÏÆ ÅÓÔÁÂÌÉÓÈÉÎÇ Á ÓÏÒÔ ÏÆ 

general archive, the will to enclose in one place all times, all epochs, 

all forms, all tastes, the idea of constituting a place of all times that is 

itself outside of time and inaccessible to its ravages, the project of 

organizing in this a sort of perpetual and indefinite accumulation of 

time in an immobile place, this whole idea belongs to our 

ÍÏÄÅÒÎÉÔÙȢȱ9 

Based on this Michel Foucaultôs quote on museums, defined as ñplaces of 

heterotopiaò, Modernity locates the concept of a museum in a dynamic sphere, where 

all artistic wonders are gathered in a room to expand within a spacious structure. This 

is where architecture and museology come together and generate the anatomy of 

exhibition and the environment of museums. He categorizes museums as 

ñheterotopiasò because he believes that they are the places standing in past and 

present while embracing both. He defines the ñcomplexò or ñheterogeneous 

structureò of museums in the nineteenth centuryôs western modern culture, based on 

categorization and classification. Modernity has a ñtaxonomic mindò and the 

ñmodernò eye recognizes hierarchies of genre and the authority of the frame.
10

 This 

understanding of Modernity can be adopted todayôs virtual museums in order to offer 

categorized and classified exhibits to website visitors. In other words, museums on 

the World Wide Web should be designed according to the taxonomy of information 

that provides ñfresh insightsò for mess virtual archives.  

                                                             
8 !ÙĥÅÎ 3ÁÖÁĥȟ Ȱ2ÅÃÏÎÓÔÒucÔÉÎÇ ÔÈÅ 7ÈÉÔÅ 7ÁÌÌȱȟ METU fine arts exhibition catalogue, July 2007, p. 
20. 
9 Michel Foucault was quoted in Tony Bennett, The Birth of the Museum: History, Theory, 
Politics, (London: Routledge, 1995), p. 1. 
10 "ÒÉÁÎ /ȭ$ÏÈÅÒÔÙȟ Inside the White Cube: The Ideology of the Gallery Space, (Los Angeles: 

University of Calfornia Press, 1999), p. 16.  
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As previously mentioned, when discussing the subject of Modern Architecture and 

museums, ñwhite surfacesò play a big role in exhibition displays. White surfaces 

offer an unobtrusive presence that allows the museumôs collection to stand out.  

Ȱ)Ô ÉÓ ÔÒÕÅ ÔÈÁÔ ×ÈÉÔÅ ×ÁÌÌ ÈÁÓ ÂÅÅÎ ÃÏÎÃÅÉÖÅÄ ÁÓ ÔÈÅ ÍÁÎÉÆÅÓÔÁÔÉÏÎ ÏÆ 

abstraction, particularly in Modern Architecture. And it is true that it 

was the symbol of a new life style and interpreted as a bare ground, a 

tabula razaȟ ÆÏÒ Á ÂÅÔÔÅÒ ÆÕÔÕÒÅȢȱ11 

Here, this abstract concept of ñwhite wallsò can be connected to virtual museums. As 

on Web-based museums, there are abstract spaces organized by virtual layers. 

Architecturally, virtual museums thought to have no strict boundaries or limited 

spatial lines. Informational and visual archives of virtual museums are arranged 

according to a ñvirtual matrixò
12

, which is considered as the blueprint to virtual 

design.  

This study examines the understanding of a virtual display in terms of ñmemoryò, 

ñnarrationò and ñspaceò. Here, ñmemoryò is defined as the collective mind or 

individual archive; ñnarrationò relates to the language of museums; and ñspaceò 

relates to cyberspace. To solidify these concepts, the museum at ñMETU Lodgingsò 

(House No. 05) will be examined.
13

 The house was designed by Behruz and Altuĵ 

¢inici in 1961 and contains many memories for those that have lived there. Creating 

a virtual version of this house, a virtual museum, brings those memories back to life. 

House No. 05 was designed to be a temporary museum, thus, in becoming a virtual 

museum it has more permanence. Even if it does not remain as a museum in the real 

world, by virtual representation and virtual space, it will have a continual and mobile 

presence on the World Wide Web. In one way, the bricks and mortar museum allows 

the visitors to experience Modern Architecture. However, its virtual version has 

technological and abstract characteristics. House No. 05 highlights the differences 

and similarities between its virtual and real versions that can be examined in detail as 

they simultaneously exist. Moreover, this thesis sees virtual display as one of the 

consequences of ñnew media artò and, 

                                                             
11 !ÙĥÅÎ 3ÁÖÁĥȟ Ȱ2ÅÃÏÎÓÔÒucÔÉÎÇ ÔÈÅ 7ÈÉÔÅ 7ÁÌÌȱ, op. cit. 
12 Ȱ6ÉÒÔÕÁÌ ÍÁÔÒÉØȱ ÁÓ ÄÅÆÉÎÅÄ ÂÙ 0ÒÏÆȢ $ÒȢ !ÙĥÅÎ 3ÁÖÁĥ ÉÎ !2#( ψσυȟ ςπρυȢ )Ô ÉÓ ÁÎ ÉÎÎÏÖÁÔÉÖÅ 

phrase that enlightens integrated concepts and technological uses in cyberspace. 
13 4ÈÉÓ ÈÏÕÓÅ ÍÕÓÅÕÍ ×ÁÓ ÄÅÓÉÇÎÅÄ ÂÙ 0ÒÏÆȢ $ÒȢ !ÙĥÅÎ 3ÁÖÁĥ ÁÎÄ ÓÔÕÄÅÎÔÓ ÏÆ !2#( χ23. 
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Ȱ.Å× ÍÅÄÉÁ ÁÒÔ ÈÁÓ ÉÎÓÐÉÒÅÄ ÄÒÅÁÍÓ ÁÂÏÕÔ ÏÕÒ ÔÅÃÈÎÏÌÏÇÉÃÁÌ ÆÕÔÕÒÅȟ 

among them the dream of reconfiguring museums and art 

ÉÎÓÔÉÔÕÔÉÏÎÓȢ .Å× ÍÅÄÉÁ ÁÒÔ ÓÅÅÍÓ ÔÏ ÃÁÌÌ ÆÏÒ Á ȬÕÂÉÑÕÉÔÏÕÓ ÍÕÓÅÕÍȭ 

ÏÒ ȬÍÕÓÅÕÍ ×ÉÔÈÏÕÔ ×ÁÌÌÓȭȟ Á ÐÁÒÁÌÌÅÌȟ ÄÉÓÔÒÉÂÕÔÅd, living information 

space that is open to artistic interference ɀ a space for exchange, 

collaborative creation, and presentation that is transparent and 

ÆÌÅØÉÂÌÅȢȱ 14 

With this in mind, the virtual exhibition of House No. 05 will provide an innovative, 

flexible, interactive, and imaginary space. Furthermore, with this ñvirtual spaceò, this 

thesis aims to reinvent the understanding of documentation and display in 

museology. To conclude, this study is twofold: one is to analyse architecture in the 

virtual world and how it can be applied to the physical museum space organization; 

the other is re-systematizing the method of documentation and display on a web 

exhibition. 

 

 

&ÉÇÕÒÅ ρȢςȡ Ȱ-%45 ,ÏÄÇÉÎÇÓȱȟ (ÏÕÓÅ .ÏȢ πυȟ ÄÅsigned by architects Behruz and 

!ÌÔÕø KÉÎÉÃÉ ÉÎ ρωφρ ÁÎÄ ÔÒÁÎÓÆÏÒÍÅÄ ÉÎÔÏ Á ÍÕÓÅÕÍ ÆÏÒ ÏÎÅ ÄÁÙȾÏÎÅ ÈÏÕÒȟ ÂÙ 

ARCH 723 in 2016.                                                                                                                         

Photo taken by the author. 

                                                             
14 Christiane Paul, Challenges for a Ubiquitous Museum: From the White Cube to the Black Box 
and Beyond, (London: University of California Press, 2008), p. 53. 
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CHAPTER 2 

 

THE EXHIB ITION OF ñMETU LODGINGSò: HOUSE NO. 05 

 

During the spring semester of 2016 at Middle East Technical University, graduate 

students, under the direction of Prof. Dr. Ayĸen Savaĸ and Agnes van der Meij, 

organized an exhibition that was housed in House No. 05 at ñMETU Lodgingsò. The 

exhibition was a product of seminal courses as part of the Faculty of Architecture. 

ARCH 723 was a continuation of ARCH 524, which was a project that was 

developed in 1995 and finalized in 2012. The studio course ARCH 723 was 

conducted on architectural representation and the object was a house. The idea was 

ñexhibiting a house within a houseò
15

.  

Ȱ4ÈÅ ÍÅÔÈÏÄ ÁÐÐÌÉÅÄ ÉÎ ÔÈÉÓ ÅØÈÉÂÉÔÉÏÎ ÉÓ ÄÉÒÅÃÔÌÙ ÒÅÌÁÔÅÄ ×ÉÔÈ ÔÈÅ 

production of a real architectural space. That is to say, it is not only a 

display of architectural objects, but also a space created at different 

scales that could be visually and physically experienced. 

Ȭ!ÒÃÈÉÔÅÃÔÕÒÅ ÏÆ ÔÈÅ ÅØÈÉÂÉÔÉÏÎȭ ÍÁÔÔÅÒÓ ÁÓ ÍÕÃÈ ÁÓ ÔÈÅ ȬÁÒÃÈÉÔÅÃÔÕÒÅ 

ÉÎ ÔÈÅ ÅØÈÉÂÉÔÉÏÎȭȢȱ16 

In this case, it can be said that the house has its own architectural and conceptual 

manifestation.  

One of the goals of this exhibition is to raise awareness for the need to protect 

ñMETU Lodgingsò. Due to changes to the immediate surroundings such as: high-

density housing construction; new roads built alongside the METU campus; the 

shape of Ankara; and the circumstances surrounding METU have been threatened. 

Therefore, the preservation of these houses was seen as important due to their 

architectural value: 

                                                             
15 !ÙĥÅÎ 3ÁÖÁĥȟ ÈÔÔÐȡȾȾÍÅÔÕÄÏÃÕÍÅÎÔÅÄȢÔÕÍÂÌÒȢÃÏÍȾÔÁÇÇÅÄȾÅØÈÉÂÉÔÉÏÎ-documented 
16 !ÙĥÅÎ 3ÁÖÁĥȟ ÉÂÉÄȢ 
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Ȱ4ÈÅ ÕÌÔÉÍÁÔÅ ÇÏÁÌ Ïf this exhibition is to protect these houses, for 

which a new method of preservation is proposed in which a 

consciousness is generated of their architectural and social values. 

Ȭ0ÒÅÓÅÒÖÁÔÉÏÎ ÂÙ ÒÁÉÓÉÎÇ ÐÕÂÌÉÃ ÁÎÄ ÉÎÓÔÉÔÕÔÉÏÎÁÌ Á×ÁÒÅÎÅÓÓȭ ÉÓ ÔÈÅ 

dictum of this long-ÔÅÒÍ ÃÏÍÍÉÔÍÅÎÔȢȱ17 

The exhibition was opened on the 23
rd

 of July 2016, under the title of ñMETU 

Lodging Documentedò. It was planned to last a day and an hour. Therefore, the 

house was transformed into a ñmuseumò 25 hours. Although this makes the 

exhibition temporary, an established archive and documentation allows the 

exhibition gain permanence. During the exhibition, elevations, sections and details of 

the house were emphasized with the use of a special material, plexiglass. These 

drawings were represented on sheets of lit plexiglass. This transparent material can 

be seen as a conceptual reference that invokes to the main idea of ñpreservationò. 

Without any warping of the house, from exterior to interior, every large and small 

scaled drawings were attached to their relevant area.
18

 It helped to illustrate the 

architectural importance of the house in addition to the aim of ñpreservationò, as the 

displays reveal the architect ¢iniciôs architectural details of the houses were fully 

realized. 

To conclude, the concept of ñpreservationò offers the house displays itself.  Answers 

as to why it is important to ñpreserveò House No. 05 can be found in the symbolic 

meaning of ñMETU Lodgingsò. It is one of the most influential Modern house 

projects in Turkey, therefore ñdisplaying itselfò means revealing the influences of 

Modern Architecture on both the Middle East Technical University and in Ankara. 

That is why, restudying Modern Architecture becomes essential also for carrying this 

project to the virtual space. 

 

                                                             
17 AyĥÅÎ 3ÁÖÁĥȟ !ÇÎÅÓ ÖÁÎ der Meij, METU Lodging: Diamonds in Sahara, an unpublished book, 
(2016), p. 7. 
18 4ÈÅ ÉÄÅÁ ×ÁÓ ÆÉÒÓÔÌÙ ÓÕÇÇÅÓÔÅÄ ÂÙ 3ÏÎÁÔ vÚÃÉÖÁÎÏøÌÕȟ ÏÎÅ ÏÆ ÔÈÅ ÓÔÕÄÅÎÔÓ ÏÆ !2#( χςσ ÄÕÒÉÎÇ 
the brain storming about the exhibition.  
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A             B 

Figure 2.1: A. House No. 05, elevation of balcony ,                                                                                                                                                                                                      

photographed by the author.                                                                                                                         

B. House No. 05, section of stairs on lightened plexiglass,                             

photographed by the author. 
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A             B 

Figure 2.2: A. House No. 05, detail of curtain mo ulding on lightened plexiglass,  

photographed by the author.                                                                                                                

B. Figure 2.4: House No. 05, detail of stair l anding newel,                                              

photographed by the author. 

 

2.1. Influences of Modern Architecture on the Middle East Technical University 

(METU)  

This thesis focuses Modern Architecture because it is believed that there are spatial 

similarities between virtual space and Modernist real space. ñFunctionalismò is 

considered the most important aspects of Modern Architecture. Examining the 

meaning ñfunctionalò and how it applies virtual museums is the main subject of this 

thesis. To understand how ñfunctionalismò relates to virtual space, this thesis will ask 

the questions such as: what are the impacts on virtual spaces from a ñfunctionalò 

perspective; and how can the tangible term ñfunctionalismò fits within the abstract 

ñvirtual realityò? In addition, this thesis hopes to be a vehicle in the creation of a 

virtual space called ñMETU Lodgingò, which can be considered a part of Turkeyôs 

capital of Modern Architecture, the Middle East Technical University. Before 

delving into ñMETU Lodgingò and the virtual museum version, it is best to review 

Modern Architecture and its influences on METU and housing design.  
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Figure 2.1.1: Location of Mid dle East Technical University.                                                                                                                                                                            

Source: 3ąÌÁ !ËÍÁÎȟ -ÁÓÔÅÒ 4ÈÅÓÉÓ, METU, 2016. 

The nineteenth century failed to create a style of architecture due to its inability to 

achieve a universal discipline of structure and of design.
19

 Through International 

Style, which was developed by Henry Russell Hitchcock and Philip Johnson, the 

understanding of design principles and stylistic choices in architecture were 

transformed. The three reasons are as follows: architectôs responsibility to society; 

the rationalist or structural approach to architecture; and academic instruction 

influenced the birth of this new architecture.
20

 This new architecture was called as 

Modern Architecture and became the widest and comprehensive standard for 

architecture. There have been many criticisms and discussions about the creation, 

aims and results of Modern Architecture. Although the age of Modern Architecture 

was considered over, theoretically, it is still one of the most debated subjects in 

architecture.  

The METU campus, which was founded in 1962, is located four miles away from the 

city center of Ankara and was established in a rural area to the southwest and covers 

                                                             
19 Henry Russell Hitchcock, Philip Johnson, The International Style, (New York, W.W. Norton & 

Company, 1997), p. 34.  
20 Erwin Panofsky, Idea: A Concept in Art Theory, (New York: Harper & Row, 1974), p. 40., and 

also Reyner Banham, first chapter of Theory and Design in the First Machine Age, (Cambridge: 
The MIT Press, 1960). 
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approximately 111.000 acres.
21

 This huge site and project was designed by Altuĵ and 

Behruz ¢inici as part of a national architecture competition for METU. According to 

the jury report of competition, the project was selected because three major parts of 

the campus (the academic center, studentôs dormitories and staff apartments) were 

compatible with the topography of the site and efficient use of the space.
22

 When 

construction was completed, the advanced complex was one of the most unique 

architectural products in Turkey. From the architectural style, to the concept along 

with standards that were parallel to the European countries, the project displayed 

distinctive planning and the most original design with Modern Architecture in 

Ankara. In other words, ¢inici created ña city within a cityò that was fully functional 

and self-sufficient. As they reported: 

Ȱ3ÉÔÅ ×ÉÌÌ ÃÏÒÒÅÌÁÔÅ ÂÅÔ×ÅÅÎ ÎÁÔÕÒÅȟ ÐÅÏÐÌÅ ÁÎÄ ÃÕÌÔÕÒÅÓ ÉÄÅÁÌÌÙȢ 4ÈÅ 

city, that's METU Campus, which includes well-constructed 

economic, social, moral and cultural backgrounds will represent an 

alternative lifestyle and express a philosophy of lifeȢȱ23 

Aside from offering a new kind of lifestyle, architecturally it was expressed a 

Modern style. Every building in the campus, from educational to residential, exhibits 

a purely functional design. METU campus offers free architectural perspective in the 

capital of Turkey. According to Ayĸen Savaĸ: 

Ȱ4ÈÅ ÃÁÍÐÕÓ ÆÅÁÔÕÒÅÄ Á ÃÏÌÌÅÃÔÉÏÎ ÏÆ ÂÕÉÌÄÉÎÇÓ ÔÈÁÔ ÒÅÐÒÅÓÅÎÔ ÔÈÅ ÅÒÁ 

ÏÆ 4ÕÒËÉÓÈȟ ÎÏÔ ÖÅÒÙ ×ÉÄÅÌÙ ËÎÏ×Îȟ Ȱ×ÈÉÔÅ ÆÕÎÃÔÉÏÎÁÌÉÓÍȱȢ 4ÈÉÓ 

building complex reflects, in subtle details, the internationality of its 

program and the regional interpretation of Modernity in Turkish 

architectural culture. Learning from the original sources of the 

MoMA building, such as the principles of Bauhaus and the pioneers 

of Modern Architecture, Le Corbusier, J.J. Oud, Mies Van Der Rohe, 

and Walter Gropius, the architects of the campus used every element 

of Modern Architecture epitomized in exposed concrete surfaces, 

                                                             
21

 .ƛƭƎŜ YǀǎŜΣ άaƛŘŘƭŜ 9ŀǎǘ ¢ŜŎƘƴƛŎŀƭ ¦ƴƛǾŜǊǎƛǘȅΥ ! aƻŘŜǊƴ /ǳƭǘǳǊŀƭ [ŀƴŘǎŎŀǇŜ ŀƴŘ ǘƘŜ .ǳƛƭŘƛƴƎ ƻŦ ŀ 
IƛƎƘǿŀȅέΣ нлмпΣ ŦǊƻƳ ƘǘǘǇΥκκǿǿǿΦŘƻŎƻƳƻƳƻ-
us.org/news/middle_east_technical_university_a_modern_cultural_landscape_and_building_a_hi
ghway 

22
 {Ƥƭŀ !ƪƳŀƴΣ ά/ƻƴǎŜǊǾƛƴƎ ŀƴŘ aŀƴŀƎƛƴƎ aƻŘŜǊƴ /ŀƳǇǳǎ IŜǊƛǘŀƎŜΥ Ψ!ƭƭŜȅΩ ŀǎ ǘƘŜ {ǇƛƴŜ ƻŦ a9¢¦ 
/ŀƳǇǳǎΣ !ƴƪŀǊŀέΣ Master Thesis, (METU, 2016), p. 29. 

23 !ƭǘǳƐ ŀƴŘ .ŜƘǊǳȊ 4ƛƴƛŎƛ ǿŀǎ ǉǳƻǘŜŘ ƛƴ ƛōƛŘΦΣ ǇΦ омΦ 
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large glass openings, strip windows, flat roofs, and undecorated 

white walls. The architecture of the METU Campus was understood 

ÁÓ ȬÖÏÌÕÍÅȭȠ ×ÈÉÃÈ ×ÁÓ ȬÁ ÓÐÁÃÅ Ånclosed by thin planes or surfaces, 

ÁÓ ÏÐÐÏÓÅÄ ÔÏ ÔÈÅ ÓÕÇÇÅÓÔÉÏÎ ÏÆ ÍÁÓÓ ÁÎÄ ÓÏÌÉÄÉÔÙȢȱ24 

With this quotation in mind, METU campus can be seen as not only Modern Turkish 

project, but also universal.  

The universal architectural language of METU campus shows itself also in the 

arrangement of spaces in it. Every zone from residential to educational, is well-

structured and purely designed. What is interesting in the campus is, although 

facilities with different functions seem to separate from each other, there is a unique 

network between them. Both with pedestrian alley and roads, this network is 

provided successfully. Therefore, it can be said that the METU campus has a Master 

Plan with a complex infrastructure which maintains ñhealthy, ordered and 

functionalò lifestyle.
25

 Furthermore,  

Ȱ.ÅÅÄÌÅÓÓ ÔÏ ÓÁÙȟ !ÎËÁÒÁ ×ÁÓ ÒÅÇÁÒÄÅÄ ÁÓ ÔÈÅ tabula rasa of the 

Turkish Revolution, while the same can be said of METU in respect to 

ÍÏÄÅÒÎ ÐÅÄÁÇÏÇÙȟ ÂÅÉÎÇ ÅÎÖÉÓÉÏÎÅÄ ÁÓ ȬÇÒÏÕÎÄ ÚÅÒÏȭ ÎÏÔ ÏÎÌÙ ÆÏÒ Á 

new model of higher education and research, but also as an model 

environment of a university campus in post-war TÕÒËÅÙȢȱ26  

In the light of these, the campus of Middle East Technical University has an 

important role for designing the virtual museum of House No. 05. If web museums 

are seen as virtual version of white walls in Modern display, then METU campus can 

be used as an influential fact for the web museum of ñMETU Lodgingsò. 

 

                                                             
24 !ÙĥÅÎ 3ÁÖÁĥȟ Ȱ2econstructing thÅ 7ÈÉÔÅ 7ÁÌÌȱȟ ÏÐȢ ÃÉÔȢ, p. 21. 
25 &ÏÒ ÍÏÒÅ ÉÎÆÏÒÍÁÔÉÏÎ ÐÌÅÁÓÅ ÓÅÅȟ 'İÖÅÎ !ÒÉÆ 3ÁÒÇąÎȟ !ÙĥÅÎ 3ÁÖÁĥȟ Ȱ! 5ÎÉÖÅÒÓÉÔÙ ÉÓ Á ÓÏÃÉÅÔÙȡ ÁÎ 
ÅÎÖÉÒÏÎÍÅÎÔÁÌ ÈÉÓÔÏÒÙ ÏÆ ÔÈÅ -%45 ÃÁÍÐÕÓȱȟ The Journal of Architecture, vol. 18., no. 1., 2013. 
26 Ibid., p. 84. 
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2.2. Housing and ñMETU Lodgingsò 

House projects and housing plans have been one of the main subjects to define and 

analyze new architectural styles such as Villa Savoye reflects Modern Architecture 

or Casa Batllo representative of Art Nouveau. However, ñMETU Lodgingsò has 

more symbolic and prominent meaning in its function, ñlivingò. Although ñMETU 

Lodgingsò does not wholly fall in line with Le Corbusierôs quote, ña house is a 

machine for living inò, it can considered an exceptional housing project for Turkey. 

Before discussing how ñMETU Lodgingsò does not fit Le Corbusierôs description of 

a house, the significance that was given to housing and living by employing Modern 

Architecture techniques will be discussed. 

In Europe, Modern house planning was established during the 1920ôs and the 

architects of the Bauhaus, the Werkbund and the CIAM, at an international level, 

illustrated how was it possible to design houses that responded to needed reforms.
27

 

Houses and furniture have always been the first subject in design for defining a new 

style; such as Gerrit Rietveldôs ñred and blue chairò. Similarly, dwelling projects 

were used to emphasize the end of an era; such as the symbolic end of Modern 

Architecture with demolition of the ñAmerican house projectò and ñPruitt-Igoeò.
28

 

As Martin Heidegger, a German philosopher and thinker, claims; ñdwellingò refers to 

ñbeingò. Meaning it meets one of humansô basic needs for life of habitation/shelter. 

In his 1951 lecture on building titled ñBuilding, Dwelling, Thinkingò, he says buan, 

which means ñto dwellò, also can be defined as ñI amò.
29

 Additionally, Heidegger 

points out that ñdwellingò is a three-fold principle: first, it is a way of being that has 

a cautious and guarded approach; secondly, it should allow things to exist in their 

essence; and thirdly, it has to be preserve dwellerôs relationship with Das Geviert: 

the four-dimensional concept of heaven and earth, divinities and mortals.
30

  

Ȱ(ÅÁÖÅÎ ÓÔÁÎÄÓ ÆÏÒ ÔÈÅ ÃÏÓÍÏÓȟ ÔÈÅ ÃÏÕÒÓÅ ÏÆ ÔÈÅ ÓÅÁÓÏÎÓȟ ÔÈÅ ÃÙÃÌÅ ÏÆ 

day and night; the earth is there to serve and to support, as life-giver; 

the divinities are the beckoning messengers of the godhead; and the 

                                                             
27 Roderick J. Lawrence, Housing, Dwellings and Homes: Design Theory, Research and Practice, 

(Chichester: John Wiley & Sons, 1987), p. 128. 
28 For detailed information about Pruitt-)ÇÏÅ ÐÌÅÁÓÅ ÓÅÅȟ +ÁÔÈÁÒÉÎÅ 'Ȣ "ÒÉÓÔÏÌȟ Ȱ4ÈÅ 0ÒÕÉÔÔ-Igoe 
-ÙÔÈȱȟ ÁÖÁÉÌÁÂÌÅ at http://www.pruitt -igoe.com/temp/1991 -bristol -pruitt -igoemyth.pdf 

29 Martin Heidegger was quoted in Hilde Heynen, Architecture and Modernity, (Cambridge: The 
MIT Press, 1999), p. 15. 

30 Ibid. 
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people are called mortals because they can die, because they are 

ÃÁÐÁÂÌÅ ÏÆ ÄÅÁÔÈ ÁÓ ÄÅÁÔÈȢȱ31 

Bearing this in mind, ñdwellingò can be seen as the precious conduit for ñbeingò and 

creating a vital world where daily life takes place. Although Heideggerôs ñdwellingò 

can be applied to many architectural creations such as educational and cultural 

buildings; this thesis focusses on the residential part of architecture because it is 

believed that houses are the most individualistic and meaningful places of living. In 

addition, a house is the first and the only architectural project that gains deeper 

meaning by defining it as ñhomeò, based upon the experiences and memory of the 

dwellers. As ķebnem Yalēnay ¢inici mentions, the word óhomeô means more than 

what is understood at first glance, and has a deeper meaning than the word house, 

although both have the same literal meaning.
32

 It is oneôs most intimate space and 

private place where one feels most secure, relaxed, comfortable, content and at one 

with oneôs surroundings, and also ñwhere one believes one belongs. It is a word that 

reflects oneôs self-being in ontological debates, and self-being is what one strives to 

be at one with, and what one wants to fully grasp for self-recognition and self-

realization.
33

  

 

                                                             
31 Ibid. 
32 ¤ÅÂÎÅÍ 9ÁÌąÎÁÙ KÉÎÉÃÉȟ Ȱ(ÏÕÓÅ ÖÓ (ÏÍÅȡ !Î /ÎÔÏÌÏÇÉÃÁÌ #ÈÁÌÌÅÎÇÅȱȟ !ÙĥÅÎ 3ÁÖÁĥ ÁÎÄ !ÇÎÅÓ 

van der Meij, METU Lodging: Diamonds in Sahara, op. cit., p. 32. 
33 Ibid. 
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Figure 2.2.1: Ȱ-%45 #ÁÍÐÕÓȟ 0ÅÒÆÅÃÔ 'ÒÉÄȱ ÁÎÄ Ȱ-%45 ,ÏÄÇÉÎÇÓȱ 

Source: Ȱ$ÉÁÍÏÎÄÓ ÉÎ 3ÁÈÁÒÁȟ -%45 ,ÏÄÇÉÎÇÓ $ÏÃÕÍÅÎÔÅÄȱȟ    unpublished book by 

!ÙĥÅÎ 3ÁÖÁĥ ÁÎÄ !ÇÎÅÓ ÖÁÎ ÄÅÒ -ÅÉÊȢ 

ñMETU Lodgingsò were designed for academics the ñdwellò in at Middle East 

Technical University. It is located on the southeast side of the campus closer to the 

A4 gate than A1, termed as a ñresidential zoneò, also because of dormitories are 

located in the same area. The area that contains ñMETU Lodgingsò is separate from 

the other academic areas of the campus so that it provides a non-monitored private 

life within a huge social environment. Because of the distance between the ñMETU 

Lodgingsò and other facilities on campus, the site of it offers a silent and comfortable 

place. It is protected and cannot be seen from the main roads of the METU campus. 

This free-range location is interesting for the ñprivacyò concept of Modern 

Architecture. It is known that Modernity coincides with the publicity of the private.
34

 

                                                             
34 Beatriz Colomina, Privacy and Publicity: Modern Architecture as Mass Media, (Cambridge: 

The MIT Press, 2000), p. 9. 
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The location of the ñMETU Lodgingsò is an example of a being private area in a 

public space. As Nietzsche points out: 

Ȱ4ÈÅ ÍÏÓÔ ÃÈÁÒÁÃÔÅÒÉÓÔÉÃ ÑÕÁÌÉÔÙ ÏÆ ÍÏÄÅÒÎ ÍÁÎ ÔÈÅ ÒÅÍÁÒËÁÂÌÅ 

antithesis between an interior which fails to correspond to any 

exterior and an exterior which fails to correspond to any interior- an 

ÁÎÔÉÔÈÅÓÉÓ ÕÎËÎÏ×Î ÔÏ ÔÈÅ ÐÅÏÐÌÅ ÏÆ ÅÁÒÌÉÅÒ ÔÉÍÅÓȣȱ35 

However, ñMETU Lodgingsò can be considered as a unique as the inside and 

exterior correspond to each other. In other words, the dwellers of ñMETU Lodgingsò 

can engage in the social aspects of campus life whenever they choose, but also have 

a distinct private space of their own. This is what reflects Modern life understanding 

in METU Lodgings. If the Middle East Technical University is in its own world in 

Ankara, then the ñMETU Lodgingsò has a unique habitation space. 

 

 

 

 

 

 

 

 

 

                                                             
35 Nietzsche as quoted in Beatriz Colomina, Ibid. 
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CHAPTER 3 

 

EXHIBITING  MEMORY AS AN INDIVIDUAL ARCHIVE  

 

 Ȱ) ÄÏ ÈÁÖÅ ÁÂÉÌÉÔÉÅÓȢ ) ÃÁÌÌ ÉÔȣÍÅÍÏÒÙȢ 4ÈÅ ÁÂÉÌÉÔÙ ÔÏ ÒÅÌÉÖÅ ×ÈÁÔ ÈÁÓ 

happened a long time ago, but only in your mind. It is much more 

complicated than that, but it is not something you can understand 

×ÉÔÈÏÕÔ ÅØÐÅÒÉÅÎÃÉÎÇ ÉÔȢȱ36 

Relive, mind, and experience are the key words from this quote by Mnemosyne, a 

Greek Titaness of memory and the mother of the Muses. With the help of these 

connected terms, this chapter aims to analyse the memory process with respect to 

architecture and the virtual world. Moreover, this chapter is a review of memory in 

terms of: how can it be generated for architectural knowledge; how it is shaped as 

individual archives; what are the spatial influences that can change its nature; what 

are the differences between historical and virtual memory; and with what techniques 

can it be emphasized in virtual museums? In order to answer these questions, there 

will be comparisons between the understanding of memory in historical, modern and 

new age era.  

Since the invention of writing, memory has found itself in many sources as letters, 

agendas and diaries for remembering each moment it experiences.  ñVerba volant, 

scripta manentò means ñspoken words fly away, written words remainò, visual 

encoding became is as powerful as writing. Especially now in our highly 

technological world, photographs, videos and other visual documentations gain more 

importance as they document moments, in other words ñindividual archivesò. 

Thomas Richard is quoted as saying: 

                                                             
36 -ÎÅÍÏÓÙÎÅ ×ÁÓ ÑÕÏÔÅÄ ÉÎ ÔÈÅ ÐÒÏÊÅÃÔ ÏÆ *ÏÁÎ -ÁÏ ÃÁÌÌÅÄ Ȱ-ÎÅÍÏÓÙÎÅȱȟ ÐȢ τȢ !ÖÁÉÌÁÂÌÅ ÁÔ 

http://ocw.mit.edu/courses/music -and-theater-arts/21m -604-playwriting -i-spring-
2005/projects/mnemosyne.pdf 
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Ȱ!ÒÃÈÉÖÅ ÉÓ Á ÕÔÏÐÉÁÎ ÓÐÁÃÅ ÏÆ ÃÏÍÐÒÅÈÅÎÓÉÖÅ ËÎÏ×ÌÅÄÇÅȣ ÎÏÔ Á 

building, nor even a collection of texts, but the collectively imagined 

ÊÕÎÃÔÉÏÎ ÏÆ ÁÌÌ ÔÈÁÔ ×ÁÓ ËÎÏ×Î ÏÒ ËÎÏ×ÁÂÌÅȢȱ37 

This quote supports the notion of how memorial archive is generated. It is based on 

imagination and experience. Therefore, it can be defined as a widespread library that 

can be rendered by both textual and visualized documentation. These textual and 

visualized sources are a testimonial archive, which is subjective because every 

moment is documented and stored uniquely by each individual, which can also be 

called an ñindividual archiveò.  

Moreover, ñindividual archiveò is a connotative phenomenon for collected 

information so it also refers to ñcollective memoryò
38

. This study emphasizes the 

importance of ñcollective memoryò in spatial sense because it is believed that 

architectural surrounding is the most influential notion on creating memory. To 

specialize the subject, museum memory is preferred for its dual characteristic. First 

thing that refers memory in museum is exhibited objects. They are the things that are 

taken from past but displayed with presentôs conditions such as with developed 

technology. Thus, there is a contradiction between the displayed objects and the way 

of exhibiting them. Second matter of why museums are important spaces for creating 

memory relies on the museum building itself. Every museum building has its own 

institutional history and architectural background. Therefore, there is an archival 

relation between the exhibition and the museum building, which points out different 

memory.   

On the subject of amassing an archive, variations between the method of collecting 

information in virtual and real environment is distinct. In brick and mortar museums, 

there is an ongoing process of classification and display archive. Up until a century 

ago, or at most two centuries ago, collections were primarily private collections and 

public museums did not exist in any contemporary sense.
39

 This can be interpreted to 

                                                             
37 Thomas Richard, The Imperial Archive: Knowledge and the Fantasy of Empire, (London: 

Routledge, 1993), p. 73. 
38

 4ÈÅ ÔÅÒÍ ȰÃÏÌÌÅÃÔÉÖÅ ÍÅÍÏÒÙȱ ×ÁÓ ÄÅÔÁÉÌÅÄ ÂÙ #ÈÒÉÓÔÉÎÅ "ÏÙÅÒ ÁÓ Á ÕÎÉÑÕÅ ÍÅÎÔÁÌ ÏÒÄÅÒÉÎÇ ÉÎ 
computer imaginary matrix. For detailed information please seeȟ -Ȣ #ÈÒÉÓÔÉÎÅ "ÏÙÅÒȟ Ȱ4ÈÅ 
)ÍÁÇÉÎÁÒÙ 2ÅÁÌ 7ÏÒÌÄ ÏÆ #ÙÂÅÒ#ÉÔÉÅÓȱȟ Assemblage, no. 18., (August, 1992), p. 114-127. 
39 $ÕÎÃÁÎ &Ȣ #ÁÍÅÒÏÎȟ Ȱ4ÈÅ -ÕÓÅÕÍȟ Á 4ÅÍÐÌÅ ÏÒ ÔÈÅ &ÏÒÕÍȱȟ Reinventing the Museum: The 

Evolving Conversation on the Paradigm Shift, edited by Gail Anderson, (United Kingdom: 
AltaMira Press, 2012), p. 52. 
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mean that there was not a significant amount of displaying and/or sharing objects, 

developments, reproductions and new ideas in the field of the arts. This absence of 

representation was filled with the prototypes of museum as Kunstkammer and 

Wunderkammer. Although these two German concepts are brought together under 

the same roof called a museum, analyzing them separately will create an 

understanding of the roots of displaying history. Kunstkammer comes from kunst and 

kammer which mean, as it was written in the Oxford Dictionary, art and chamber.
40

 

Thus, it can be understood that one of the roots of museums comes from the word 

ñart chamberò or ñart roomò, in which art objects were privately collected. The word 

Wunderkammer was translated to English as ñcuriosity cabinetò, which can be 

interpreted similarly to ñart chamberò. Briefly, it can be surmised that this is a 

primitive form of museums, the archive is fashioned in two ways: curiosity and art, 

which one is a ñhuman qualityò, while the other is a ñhuman productò a physical 

output. Therefore, both Kunstkammer and Wunderkammer demonstrate the strong 

relationship between art, curiosity, and architectural knowledge in a conceptual and 

imaginative space. Above all, it is believed that the Kunstkammer and 

Wunderkammer collections were personal and unique. They support the earliest 

attempts of creating collections as an ñindividual archiveò. 

                                                  

Figure 3.1: A view of a curiosity cabinet.   

Source: http://www.artofwondering.com/2016/09/16/  

kunstkammerwunderkammer-cabinet-of-curiosities/  

                                                             
40 Oxford Dictionary, http://www.oxforddictionaries.com/  

http://www.artofwondering.com/2016/09/16/kunstkammerwunderkammer-cabinet-of-curiosities/
http://www.artofwondering.com/2016/09/16/kunstkammerwunderkammer-cabinet-of-curiosities/
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3.1. Giulio Camillo and ñTheatre of Memoryò 

In the mid sixteenth century, Giulio Camillo showed exactly what collective memory 

is and how can it be categorized. In his manuscript the ñTheatre of Memoryò or 

ñLôIdea del Theatroò, he revealed a coherent system of cultural knowledge, 

taxonomy of early modern alchemical references and beliefs, complete with scrolls 

and visual signs.
41

 His ñreformistò analysis on memory is based on his personal 

knowledge and what he accumulated during his lifetime, in other words, his 

ñindividual archiveò. As stated by Peter Matussek, a professor of media culture in 

Siegen University: 

Ȱ4ÈÅ ÓÔÒÕÃÔÕÒÅ ×ÁÓ Á ×ÏÏÄÅÎ ÂÕÉÌÄÉÎÇȟ ÐÒÏÂÁÂÌÙ ÁÓ ÌÁÒÇÅ ÁÓ Á ÓÉÎÇÌÅ 

room, constructed like a Vitruvian amphitheater. The visitor stood 

on the stage and gazed into the auditorium, whose tiered, 

semicircular construction was particularly suitable for housing the 

memories in a clearly laid-out fashion - seven sections, each with 

seven arches spanning seven rising tiers. The seven sections were 

divided according to the seven planets known at the time ɀ they 

represented the divine macrocosm of alchemical astrology. On each 

of these stood emblematic images and signs, next to compartments 

for scrolls. Using an associative combination of the emblematically 

coded division of knowledge, it had to be possible to reproduce every 

imaginable micro and macrocosmic relationship in one's own 

ÍÅÍÏÒÙȢȱ42 

 

                                                             
41 William Uricchio, A Palimpsest of Place and Past, (London, Taylor&Francis, 2012), p.45. 
42 0ÅÔÅÒ -ÁÔÕÓÓÅËȟ Ȱ4ÈÅ 2ÅÎÁÉÓÓÁÎÃÅ ÏÆ ÔÈÅ 4ÈÅÁÔÒÅ ÏÆ -ÅÍÏÒÙȱȟ ÉÎ Janus, 2001, p.5. Available at 
http://www.peter -matussek.de/ 
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                              Figure 3.1.1ȡ 'ÕÉÌÉÏ #ÁÍÉÌÌÏȟ Ȱ4ÈÅÁÔÒÅ ÏÆ -ÅÍÏÒÙȱȢ                                     

   Source: http://www.actuarylit.com/?p=899  

The ñTheatre of Memoryò emphasizes the combination of taxonomy, categorization 

and classification in memory. It is noteworthy that the depiction of Camillo is an 

imaginary structure that solidifying memory. What is interesting here is layers of 

memory are designed as an amphitheatre that is derived from the word, 

amphitheatrum, meaning ñtheatre all aroundò
43

. Therefore, this project focusses upon 

an ñindividual archiveò that encompasses experienced learning, which has a virtual 

quality. 

 

3.2. Creating Virtual Memory  

Ideas regarding memory became more complex and gained prominence in the new 

media age. A new understanding of memory that focusses on the active flux between 

past and present, and the perception that is formed based upon individual interests, 

was born with the help of technological innovations. While technical devices, such as 

computers and screens, allow for the development of an individual virtual archive. 

Discussions on this subject also lead to the questioning of the negative consequences 

of the virtual world. Critics of the virtual world focus mostly on the illusionary 

nature of the virtual world and its influence on collective memory and knowledge in 

the real world. 

                                                             
43 http://www.etymonline.com/index.php?term=amphitheater  


