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AbstrAct

Designing a museum of architecture poses an 

ambiguous problem, where the building in 

itself is a result of what it intends to exhibit. 

Should the building be distinct of the exhibition 

that it houses, or should the border be less 

clear, considering the museum as a part of its 

exhibition? In the design for the Museum of 

Tessiner Building Knowledge, a research into 

this debate is conducted. 

The dual identity of the region, that contains 

elements of both the Swiss and Italian culture, 

has resulted in a versatile building culture. 

Parallel to the exploration of this culture, a 

historical research into the development of the 

museum as a type has been combined with 

five case studies that are related to the goals 

of the project. With the acquired knowledge 

and strategies, a concept has been drafted for 

the new museum. To answer the problem, 

the strong principle of a classical museum is 

applied. Four wings, corresponding to the four 

exhibitions, are positioned around a central 

rotunda. The ‘house-in-house’ principle as 

applied by Ungers is brought to the next level 

by shifting the border between the building 

and its exhibition. Archetypical volumes that 

are placed in the centre of each exhibition 

wing are executed according to the methods 

of the exhibited period, making them besides 

exhibition carrier part of the exhibition in itself. 

Where these volumes remind of the atmosphere 

in the Pergamon Museum, the couleur locale is 

opposed by a generic brick skin. This transition, 

from a generic exterior to the couleur locale of 

the central volumes, strengthens the experience 

of the spatial sequence present in the museum.

Next to answering the main research question, 

goals that were stated on an urban level have 

been achieved. The museum revitalizes the 

campus area in Bellinzona, recalling the history 

of the site while strengthening the urban tissue. 

Although not a typical Tessiner building, the 

museum fits in its context, containing elements 

that can be traced back to the different exhibited 

periods. The design of the facade refers to the 

principle of a colonnade. It brings order in both 

the building and its exhibition, expressing its 

function to the exterior. The museum functions 

as a pedestal for the exhibited periods. The 

brickwork is straight and clean, with an absence 

of ornamentation to provide a clear background 

for the exhibited periods.

Where the appearance of the monolithic brick 

skin does not correspond to typical brick 

architecture, a position has been taken in the 

debate about tectonics, in which the use of the 

brick as cladding is expressed in a subtle way. 

The resulting design for the museum will 

contribute to the continuation of the discussion 

about museum developments and the debate 

about tectonics in our built environment.
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The project presented in this book has its origin 

in the graduation studio ‘Interactions’ as part 

of the master program ‘Architecture Building 

and Planning’ at Eindhoven University of 

Technology. The project is the result of a ten-

month research and design process, focussing 

on the realization of a museum that presents 

the building knowledge of the region Ticino in 

Switzerland.

During my study, I have always been interested 

in the diversity in the projects that came along, 

each posing different questions that resulted 

in different solutions. This graduation project 

corresponded to this trend, allowing me to 

explore new areas in the field of architecture, 

gaining knowledge about the diverse building 

culture of Ticino and the development of 

the museum as a type. The graduation 

process was tough but satisfying. Finding a 

balance in different opinions while forming 

an individual design attitude proved to be a 

challenge, resulting in various changes during 

the process. In the end, taking steps back 

took the graduation project to a higher level, 

finding myself in a position in the debate about 

tectonics that normally might not apply to me. 

I would like to express my gratitude to my tutors 

Bernard Colenbrander, Wouter Hilhorst and 

Renato Kindt for their advice, knowledge and 

criticism that contributed to the project and the 

balance they provided me with in motivating 

and giving direction. In addition, I would 

like to thank Juliette Bekkering and Maarten 

Willems. Their effort to remain informed about 

the status of my project and the advice they 

provided me with, made me look forward to 

the subsequent building technology phase of 

the graduation project. Although our projects 

were mainly individual, I would also like to 

thank the members of my graduation studio. 

The diversity in our projects made them hard to 

put next to each other, which made it even more 

interesting to provide each other with different 

perspectives. 

Furthermore, in a more personal sphere, I 

would like to thank my colleagues at Bedaux 

de Brouwer Architecten for the trust I received 

during my internship and for the experience 

I gained in the office that contributed to this 

graduation project. Finally, I would like to thank 

my parents, brother, sisters and especially my 

girlfriend Daphne for their support and patience 

with me throughout this intensive year. 

Hans de Jong

Eindhoven, June 2016

PrefAce
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The project presented in this book has its 

origin in the graduation studio ‘Interactions’ 

of the chair ‘Architectural History and Theory’ 

at Eindhoven University of Technology. The 

theme of this studio is derived from the 

graduation studio ‘Masterly Apprenticeship’, 

which focusses on the architectural education 

system in Switzerland. The focus of the 

studio ‘Interactions’ is broader, where also the 

Northern part of Italy is included. In addition, 

the scope of the research was broadened by not 

only focussing on the educational system of a 

master conveying knowledge to the apprentice, 

but by looking at the idea of knowledge 

transfer in a wider perspective by focussing on 

‘interactions’ in general. The term ‘interactions’ 

is described by the oxford dictionary as a 

“reciprocal action or influence”[1]. Where this 

term describes an action, the verb ‘interact’ is 

described as “to act in such a way as to have an 

effect on each other”[2]. This reciprocity forms 

a central element within the graduation studio, 

exploring interactions taking place on different 

levels.

In the first months of the graduation process, 

an individual research has been conducted by 

the members of the graduation studio regarding 

this topic of ‘interactions’, resulting in fifteen 

essays. The essay that has been written prior to 

this specific project, discusses the emergence 

of the Tessiner Tendenza. The main research 

question in this essay was: “What is the 

common ground or knowledge of the ‘Tessiner 

Tendenza’, looking at the works and theories of 

Luigi Snozzi and Mario Botta?” The exploration 

of the Tessiner Tendenza and the research into 

both architects, resulted in a discussion about 

the common ground of the architects belonging 

to the Tessiner Tendenza.

In the second part of the graduation project, 

an individual (design) research is conducted. A 

location in Bellinzona or Sabbioneta is chosen 

to elaborate a design that corresponds to the 

goals of the individual research. Subsequent 

to the research into the Tessiner Tendenza, the 

city of Bellinzona appeared to be most suitable 

for the continuation of this specific graduation 

project. The city is located in the canton Ticino 

that is described as having a dual identity, feeling 

both Swiss and Italian. The different building 

cultures that collided in Ticino provided an 

opportunity to learn about the different types 

of building knowledge that are present in this 

versatile region.

introDuction

interActions

1. Stevenson, A., Pearsall, J., 

Hanks, P. (2016). P: 786

2. Stevenson, A., Pearsall, J., 

Hanks, P. (2016). P: 786
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MAIN RESEARCH QUESTION

“How is a new museum in Bellinzona able to convey 

the (building) history of the region Ticino to the 

public?”

SITE SPECIFIC RESEARCH

- What is the (building) history of Bellinzona?

- What building knowledge is present in the region?

 - Traditional Tessiner

 - Classical Italian

 - Tessiner Tendenza

 - Current developments

- Museum location 

- Museum content

DESIGN RESEARCH

Design for the Museum of 

Tessiner Building Knowledge

Personal attitude, developed 

during the (design) process

KNOWLEDGE TRANSFER RESEARCH

- History in museum typology

- Case studies

 - NAI - J. Coenen

 - DHM - A. Rossi

 - Fragmentengebouw Rijksmuseum - P.J.H. Cuypers

 - Pergamon Museum - A. Messel

 - DAM - O.M. Ungers

- Museum concept
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The personal interest in the different building 

periods in the region, together with the 

overarching theme of the graduation studio, 

formed the basis for the main research question 

of this graduation project:

“How is a new museum in Bellinzona able to 

convey the building history of the region Ticino 

to the public?”

The goal of the project is to learn how the 

knowledge of separate building periods of 

a specific culture can be bundled within a 

museum, while at the same time obtaining 

knowledge about the (building) culture of the 

region. The adjacent scheme gives an overview 

of how the answer to the research question will 

be developed [Fig. 0.01]. The question consists 

of two parts, of which the first part discusses 

the knowledge that is present in the culture of 

Ticino.  This site specific research will provide 

in the content of the museum, discussing the 

three main periods that will be exhibited in the 

museum.

The main focus of the graduation project can be 

found in the other part of the research scheme 

and is related to the main goal of the graduation 

project, which is to create a museum that is 

capable of bundling the different building  

periods within its walls and is able to display 

this knowledge to the public. This poses an 

ambiguous problem, where the building in 

itself is a result of what it intends to exhibit. A 

historical research into museum typology will 

be conducted in order to gain insight into how 

the museum as a type has developed over the 

years. With this knowledge in mind, five case 

studies related to the goal of the new museum 

in Bellinzona will provide in different strategies 

and tools that can be used in the design for 

the museum. A discussion about if and how 

a museum should express its content has a 

central position. Should the building be distinct 

of the exhibition that it houses, or should the 

border be less clear, considering the museum 

as a part of its exhibition? The case studies, 

with the museum of Ungers in Frankfurt 

as a starting point, in combination with the 

knowledge about museum typology will result 

in the concept for the Museum of Tessiner 

Building Knowledge.

Both parts of the research will converge in 

the design research, where the concept for 

the museum will meet its content and will be 

projected on a location in the city of Bellinzona. 

The personal design attitude that has partially 

been developed during this graduation project 

and the position taken in the debate about 

tectonics will influence this design research, 

resulting in the design for the Museum of 

Tessiner Building Knowledge in Bellinzona.

reseArch Question

Fig. 0.01: Schematic over-

view of the elaboration of the 

research
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As stated earlier in this report, the city of 

Bellinzona has a rich and diverse building 

history. The region of Ticino is one of a kind 

in Switzerland, being the only region in which 

Italian is the sole official language. It is not only 

the language that sets the canton apart from 

the others, but also the more Mediterranean 

climate and culture. It is often mentioned 

that the Ticenesi would have an identity crisis, 

feeling both Swiss and Italian. This dual nature 

originates from multiple changes of power 

in history, where the canton belonged to the 

Duchy of Milan for a long period before it was 

incorporated by the Swiss confederates in the 

sixteenth century. Antonio Gili, the director of 

the Historical Archive in Lugano, expresses this 

dual nature as “if a child of Italian parentage 

has been raised by a Swiss family”[3].

This Italian influence can also be found in the 

regional politics, where in the ‘Constitution 

of the Republic and Canton of Ticino’ the 

following rule is incorporated: “in order to 

guaranty a peaceful life together with respect 

for the dignity of man, fundamental liberties 

and social justice (...) faithful to its historic task 

to interpret Italian culture within the Helvetic 

Confederation”[4]. This note describes that the 

inhabitants of Ticino should try to incorporate 

the Italian culture in the region where possible. 

The diverse character present in the Tessiner 

culture can especially be found in the built 

environment of Ticino. The intention of this 

graduation project is to design a museum that 

is capable of bundling the building knowledge 

present in the culture of Ticino. Three main 

building periods that are recognized when 

driving through the landscape of Ticino will be 

exhibited in the museum:

- Traditional Tessiner

- Classical Italian

- Tessiner Tendenza

Where the focus of this graduation project 

is on the formation of a museum building, 

the building periods will not completely be 

analysed. Instead, the main characteristics 

of the different building periods that can be 

found in the buildings present in the area of 

Bellinzona will be described. In the design for 

the Museum of Tessiner Building Knowledge, 

this knowledge will be used to create a museum 

that is capable of bundling this diverse history. 

Typical elements will be used that characterize 

the specific building periods and that will be 

recognized as such by its visitors.

introDuction

tessiner builDing KnowleDge

3. Gili, A. (2009).

4. Federal Authorities of the 

Swiss Confederation. (1997).
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Fig. 1.01: Housing in stone 

and timber construction in 

Leontica, Ticino.

Housing in stone and timber construction in 

Leontica, Ticino. (Forma die Casa p.20)

Fig. 1.02: Typical natural 

stone houses in the village of 

Cavergno, Ticino.

Typical natural stone houses in the village of 

Cavergno, Ticino. (Forma di casa p.122)
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Introduction

Historically, the region of Ticino was isolated 

due to the absence of good connections to 

other regions. Over the years, the landscape 

in Ticino has become urbanized as a result 

of the population growth and economic 

developments. Despite this fact, clear traces 

of the origin of the building culture of Ticino 

are present in the more rural and mountainous 

areas of the region. Numerous villages can be 

found spread over the landscape of Ticino that 

are frozen in their original vernacular state.

Characteristics

Originally, plans of houses and sheds were 

circular-shaped based on their vernacular 

building method. As a result of improving 

construction techniques, houses were built 

in a rectangular form. The cylindrical form 

remained to be used for sheds and storages.[5] 

Two main organizational principles of houses 

are recognized, on which many variations were 

made. The first principle considers a vertical 

room division where the second is based on a 

horizontal room division [Fig. 1.03].[6] 

The inhabitants of the settlements were 

compelled to use materials available in their 

surroundings due to the remote location of 

these villages. In Ticino, this resulted in houses 

being erected in a combination of granite and 

wood. In the northern and more Swiss part of 

Ticino this revealed itself in wooden ‘Blockbau’ 

constructions on top of a granite plinth. In 

addition, the combination with ‘Fachwerk’ 

structures can be found in the north eastern 

part of Ticino.

In the surroundings of Bellinzona and the 

more southern part of Ticino, the buildings 

are mainly made out of stacked granite. The 

stacking of stones results in thick external 

walls of approximately 60 centimetres, forming 

a buffer with the outdoor climate. Spans 

are possible by forming arches, resulting in 

vaulted ceilings, matching the properties of the 

material.

These vaulted ceilings can in particular be 

found in the basements, where wooden beams 

function as the supporting structure for the 

upper floors and the roof. The measurements of 

the inner spaces are a derivative of the structural 

properties and the length of the wood that is 

present in the surroundings. This presents 

itself in spaces of approximately five meters in 

width. Wooden beams are also used to create 

openings in the facade. Typical for the facades 

of the these traditional houses with granite 

facades are the narrow openings with the 

wooden beams above that seem to be randomly 

spread over the facade. The appearance of the 

buildings in these vernacular villages are a 

derivative of the available building methods and 

trADitionAl tessiner 

5. Gschwend, M. (1982). 

P:13

6. Gschwend, M. (1982). 

P:15
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materials. A glimpse of the buildings directly 

provides insight in how they are constructed.

In general, the buildings are executed as 

follows:

Foundation:  natural stone

Structure:  natural stone and wood

Facades:  natural stone and wood

Openings: wood

Roof:  natural stone

The inhabitants of these vernacular villages were 

ingenious, putting natural elements present in 

their direct surroundings to use. In the villages, 

this presents itself in the fact that houses are 

positioned in such a way, that their longest 

facade is placed parallel to the hill. On the one 

hand this results in less height differences in 

the terrain beneath the building. On the other 

hand this is efficient where one facade will be 

formed by the hill itself, increasing the stability 

of the house. 

Another example of how the landscape was 

used can be found in the places where people 

stored their food. A wall was placed to close of 

a natural cave resulting in a cold storage. When 

no cave was present in the landscape, other 

solutions were found by for instance building 

an often cylindrical volume in the terrain. In 

addition, there are examples of storages that 

are built over a little stream, in which the water 

flowing through the building provides in the 

cooling of the storage [Fig. 1.05].

In the traditional Tessiner building culture, 

examples can be found where the building is 

lifted above the plinth and placed on supports 

[Fig. 1.06]. The resulting open space between 

the plinth and the floor provides in the natural 

ventilation of the building. The flat stone on 

top of the supports distributes the forces in 

the upper construction to the foundation. An 

additional benefit of this stone is that it disables 

mice to enter the building.[7] 

Of course, more examples of this ingenious 

vernacular attitude are present in the region. 

The investigation however provides a basic 

idea  of the principles of the traditional Tessiner 

building culture that will be presented in the 

new museum.

7. Gschwend, M. (1982). 

P:198
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Fig. 1.03: Horizontal and 

vertical organization princi-

ples in traditional Tessiner 

houses. 

Fig. 1.04: Typical facades in 

the vernacular villages of 

Ticino.

Fig. 1.05: Plan of a milk 

storage built over a stream 

in the village of Sonogno, 

Ticino. 

Fig. 1.06: Section of a 

wooden shelter placed on 

pillars on top of a natural 

stone plinth, providing in 

the natural ventilation of the 

shed. 
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Fig. 1.07: Piazza Collegiata in 

the city centre of Bellinzona.

Fig. 1.08: Colonnades in the 

city centre of Bellinzona as 

an transition between public 

and private space. In the 

centre, the original seat of 

the government called the 

Palazzo Civico.
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clAssicAl itAliAn

Introduction

Throughout the city of Bellinzona the influence 

of the Italian culture can be experienced. 

Especially the city centre that has been 

developed in the period under the control of the 

Duchy of Milan gives the visitor the impression 

of visiting an Italian city. A network of narrow 

streets connects the different squares that are 

defined by the colourful facades of the adjacent 

buildings. 

Characteristics

The buildings are characterized by their 

relatively high plinths erected in natural stone. 

On top, two or three storeys can be distinguished 

with plastered and richly ornamented facades, 

often supplemented with wooden shutters and 

small balconies. The top storey deviates from 

the underlying storeys, having a lower height 

and often containing smaller openings in the 

facade. The facade regularly ends in a cornice 

with a slightly sloped roof covered by ceramic 

or granite tiles. In general, the buildings are 

executed containing the following features:

Plinth:   natural stone

Upper levels:  plastered

Roof:  natural stone or ceramics

Ornaments:  natural stone

Windows:  wooden blinds

A characteristic feature is found in the use of 

arches in the facade. Although also applied 

in the upper levels, the use of arches in the 

plinth is most notable, creating a covered 

semi-public atmosphere as a transition from 

the public area to a more private atmosphere. 

Through repetition of geometric elements and 

the rhythm it provides, the appearance of the 

buildings is strengthened. A strong symmetry 

in the facades and the use of elements as 

ornaments, balconies and stairs emphasizes 

the central position of the entrances in the 

buildings.

In contrast to the vernacular Tessiner buildings, 

the buildings do not express as clearly how they 

are constructed. Influenced by a more urban 

setting, the building did not only function as a 

shelter or a place to work. The representation 

of a building was considered as one of the 

main functions in which the aesthetic element 

was vital. This development can especially 

be recognized, in the main governmental 

buildings, churches and the retreats of wealthy 

civilians, expressing the wealth and power of its 

owners. 

Despite the fact that Ticino was incorporated 

in the Swiss confederation, the influence of 

this Italian building culture remained. At the 

moment, this influence can still be found in the 

houses that the inhabitants build today, leading 

to a Mediterranean experience when driving 

through the landscape of Ticino.
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Fig. 1.09: Pallazo delle Orso-

line on the Piazza Governo, 

seat of the government.

Fig. 1.10: Teatro Sociale di 

Bellinzona on the Piazza 

Governo.

Fig. 1.11: The former cloister 

called the Istituto di Santa 

Maria, currently used as a 

cultural centre and hostel.

Fig. 1.12: Tribunale Penale 

Federale, the federal court of 

Bellinzona located at the Via 

Stefano Franscini.

Fig. 1.13: Drawing of the 

main road leading from the 

city centre towards the rail-

way station.
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Fig. 1.14: Original facade of 

the city hall called the Palaz-

zo Civico.

Fig. 1.15: The arched facade 

of the Palazzo Ferraresi with 

a passage in the middle, lo-

cated in the centre of Bellin-

zona.

Fig. 1.16: Design drawing 

of the new bank building in 

Bellinzona called the Piazza 

Collegiata.
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Fig. 1.17: Kalman house in 

Brione S. Minusio by Luigi 

Snozzi. (1976)
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tessiner tenDenzA

Introduction

During the first phase of this graduation 

project, an individual research into the 

Tessiner Tendenza has been conducted. This 

essay discusses the emergence of the Tessiner 

Tendenza and its main characteristics, in 

which the research question was formulated 

as follows: “What is the common ground or 

knowledge of the ‘Tessiner Tendenza’, looking 

at the works and theories of Luigi Snozzi and 

Mario Botta?” A summary of the findings of 

this research will be discussed in this section.

The Tessiner Tenzenza

The region of Ticino has always been rather 

isolated and was known for its resistant attitude 

against external influences. However, in the 

seventies, the region became famous due to the 

developments that occurred in the architectural 

climate. In this period, the rationalistic debate 

that started in Northern Italy in 1965 was of great 

influence. The spurs of this debate pursued by 

the Tendenza movement found themselves a 

fertile ground in the canton of Ticino, where 

the transformation of the landscape into 

an agglomeration of highways, malls and 

office parks provoked resistance within the 

population. About this ‘verbunkerung’ Tita 

Carloni said: “The Hell? No, a wounded and 

maimed country, which only on a quiet winter 

day shows the magic it once had.”[8] Where 

in other regions the debate remained mainly 

theoretical, the young architects in Ticino 

implemented the neo-rationalistic thoughts 

of the Tendenza in their built environment to 

counteract this development.[9] 

The new generation of Tessiner architects was 

educated in Zürich, Lausanne, Venice and 

Milan, where they came in contact with the neo-

rationalistic thoughts of the Tendenza. When 

they returned to their canton, unexperienced 

but full of new knowledge and ideas, interest 

in modern architecture began to develop in 

the region. The young architects were now 

able to historically and politically analyse what 

happened in their canton, and were able to form 

a critical reaction based on their educational 

luggage and their cultural background.[75] 

This development corresponded with what 

Kenneth Frampton described within his ‘critical 

regionalism’ that “the force of this provincial 

culture lies in its ability to make use of native 

artistic potential while developing external 

inputs”.[11] The four most well-known architects 

of this generation are Luigi Snozzi, Mario Botta, 

Livio Vacchini and Aurelio Galfetti. In the city 

of Bellinzona, various works of these architects 

can be found.

In 1975, Martin Steinmann, together with 

Thomas Boga, organized an exhibition of the 

works of the Tessiner architects in that period. 

The exhibition “Tendenzen - Neuere Architektur 

8. Bachman, D., & Zanetti, 

G. (1985). P:15

9. Disch, P. (1996). P:15

10. Bachman, D., & Zanetti,  

G. (1985). P:16

11. Disch, P. (2003). P:15
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Fig. 1.18: Historical overview 

of influential architects in 

Ticino.

Die Großväter Mario Chiattone, 1891-1957
  Eugenio und Agostino Cavadini,
  1881-1962 resp. 1907
  Augusto Guidini, 1895-1970
  Bruno Bossi, 1901
  Giuseppe Franconi, 1901-1969
  Giovanni Bernasconi, 1905

Die Väter  Rino Tami, 1908
  Alberto Camenzind, 1914
  Franco Ponti, 1921
  Peppo Brivio, 1923
  Sergio Pagnamenta, 1923
  Dolf Schnebli, 1928

Die Söhne I Bruno Brocchi, 1927
  Tita Carloni, 1931
  Luigi Snozzi, 1932
  Livio Vacchini, 1933

Die Söhne II Peter Disch, 1933
  Giancarlo Durisch, 1935
  Mario Campi, 1936
  Aurelio Galfetti, 1936
  Flora Ruchat, 1936
  Guido Tallone, 1939
  Mario Botta, 1943

Die Söhne III Paolo Fumagalli, 1941
  Marco Krähenbühl, 1941
  Bruno Reichlin, 1941
  Fabio Reinhart, 1942

Die Söhne IV Bernegger, 1942, Keller, 1948    
  und Quaglia, 1944
  Ivano Gianola, 1944
  Roni Roduner, 1944
  Rudy Hunziger, 1946
  Paolo und Franco Moro, 1945 und 1948
  Elio Ostinelli, 1948
  Fosco Moretti, 1950
  Giovanni Gherra, 1953
  Antonio Bassi, 1955
  Dario Galimberti, 1955

Die ‘Überväter’ 
Giuseppe Terragni
Le Corbusier
Frank Lloyd Wright
Walter Gropius
Mies van der Rohe
Otto Rudolf Salvisberg
. . . und die
‘Asconeser Architekten’
Emil Fahrenkamp
Max Schmucklerski
Carl Weidemeyer

Die neuen Meister
Richard Meier
Venturi und Rauch
Louis Kahn
Aldo Rossi
Oswald M. Ungers
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im Tessin” in Lausanne emphasized the 

importance of the new ‘Tessiner School’ in the 

architectural debate. The Tessiner Tendenza’s 

theorization of architecture’s autonomy gave 

the means to “conceptualize the specific design 

techniques of the new architecture in a mutual 

relation to both its modern predecessors 

and the precisely planned and detailed 

‘vernacular’ buildings of the region, without 

abdicating a thoroughly progressive critical and 

international position”[12]. Here Steinman adds 

to what Kenneth Frampton already described 

with his critical regionalism: “An architecture 

referring to itself - reflecting its own nature - is 

able to discover more and more meaning in its 

own structures, in the literal sense of the word 

‘discover’.”[13]

This specifically applies to the Tessiner 

architects. Influenced by the Tendenza, they 

explored the history for the fundamentals of 

architecture, which they combined with the 

knowledge present in their culture, resulting in 

modern architecture that is aware of the cultural 

and historical meaning of the specific site. 

Individualism

Although the Tessiner Tendenza was often 

described as a school, Tessiner architects did not 

consider themselves as a ‘School’ or ‘Tendenz’. 

To them it was just a common believe in their 

struggle with the problems and the (building) 

regulations in Ticino and their resistance 

against external forces. This is also what Heinz 

Ronner proclaimed during the opening of the 

exhibition: “Es ist also nicht die Verwandschaft, 

die durch Flachdach oder Steildach, Stahlbeton 

oder Backstein, gerade oder gebogen entsteht, 

die hier im Vordergrund steht. Es ist vielmehr 

die Verwandschaft der Problemstellung, 

die sich quer durch die gezeigten Arbeiten 

hindurchzieht.”[14] Here, he emphasizes that 

the ‘Tessiner School’ is based on a common 

definition of the problem and not on the way 

the individual architect solves architectural 

problems.

The individual interpretation corresponds 

with what Rossi stated about the Tendenza: 

“Architecture and architectural theories, 

like everything else, can only be described 

according to concepts which are neither 

absolute nor neutral, and these, depending on 

their importance, have the potential to modify 

man’s way of seeing profoundly. In architecture, 

problems of knowledge have always been 

connected to matters of a tendency and of a 

choice. An architecture that lacks a tendency 

has neither a field nor a manner in which to 

reveal itself.”[15] 

This ‘individualism’ combined with the critical 

interpretation of (external) influences and the 

search for what to adopt, neglect and adjust of 

12. 26. Steinman, M. (1976) 

P:246

13. Steinman, M. (1976). 

P:246

14. Bachman, D., & Zanetti, 

G. (1985). P:23

15. Rossi, A. (1970). P:165
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this knowledge in their own culture, is what 

resulted in the architecture of the Tessiner 

Tendenza. The manifestation of their thoughts 

in the realization of buildings that were seen as 

sculptures in the landscape of Ticino was what 

made the Tessiner Tendenza so popular in the 

period.

Characteristics

Despite this individual manifestation in their 

architecture, a common ground is present in the 

works and theories of the Tessiner architects. 

In the conclusion of the essay that was written 

at the start of this graduation project, this 

common ground has been described by the 

following characteristics:

-  their search for, and repetition of, (primary)  

 forms.

-  their critical interpretation of  both  

 traditional and modern knowledge.

-  their efficiency in resources.

-  the clarity of their designs.

-  their resistant attitude against (building) 

    regulations and external forces.

-  their quest to realize ‘places’ instead of   

 rooms.

-  the critical urban and historical reflection.

-  the monumentality in its form.

-  their attitude towards nature and   

 surroundings.

In general, the works of the architects of the 

Tessiner Tendenza can be recognized in the 

landscape of Ticino by their strong and clear 

form and the repetition of primary forms. 

The architecture is especially known for the 

use of concrete, although also other materials 

are applied. The clearness of the buildings is 

strengthened by the absence of an abundance 

of ornamentation. “The eye follows the lines 

and is rarely stopped and is hardly ever flawed 

by theatrical effects.”[16] This, together with the 

attitude of the architects towards nature and 

surroundings, resulted in monolithic buildings 

that are experienced as sculptures in the 

landscape of Ticino.

16. Lichtenstein, C. (1997). 

P:8
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Fig. 1.19: Residential build-

ings ‘Bianco e Nero’ in Bell-

inzona by Aurelio Galfetti. 

(1986)

Fig. 1.20: Via Daro, private 

house by Mario Botta over-

looking the city of Bellinzo-

na. (1989)
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MeAning of the terM ‘MuseuM’

17. Stevenson, A., Pearsall, J., 

Hanks, P. (2016). P: 1168

18. Lichtenstein, C. (1997). 

P:9

19. Stevenson, A., Pearsall, 

J., Hanks, P. (2016). P: 1168

“If one does not know where one comes from, 

then one cannot know where one is going.” 

This motto refers to the basic knowledge that 

is needed to be able to design a new museum 

in Bellinzona that presents the previously 

described building periods. To acquire this 

knowledge, a research in the museum as a 

type is conducted, taking the work of Nikolaus 

Pevsner as a guidance.

First, a the description of the development in 

the use of the term ‘museum’ will be provided. 

According to the Oxford Dictionary, a ‘museum’ 

is “a building in which objects of historical, 

scientific, artistic, or cultural interest are stored 

and exhibited”.[17] It are institutions meant 

to preserve the evidence of human activity 

or natural existence, which allows future 

generations to interpret this knowledge.

Our built environment might be the most 

visible evidence of this human activity, in 

which architecture plays a prominent role. In 

our discipline, architecture is often considered 

as a conquest on nature, which can be seen 

in the way the Tessiner architect Luigi Snozzi 

describes our ‘cultural landscape’ as “the field 

where nature has been successively made 

useful and was changed into culture during the 

process.”[18] In this perspective, our environment 

can be seen as an open air museum, containing 

aspects of all cultures. Throughout history, 

people tend to learn from their precursors and 

from other cultures. In an era without mass 

communication networks like the internet or 

good transportation facilities, people started to 

collect objects which eventually resulted in the 

establishment of the notion ‘museum’.

The term ‘museum’ originates from the 

classical Greek term ‘Mouseion’ that described 

the ‘seat of the Muses’, dedicated to their mother 

Mnemosyne, who was the Greek goddess of the 

memory.[19] In the period, the term ‘Mouseion’ 

was used to describe a philosophical institution 

or place of contemplation. Also in Roman 

times, the Latin equivalent ‘museum’ was 

mainly used to describe places for philosophical 

discussion. One of the first known examples of 

the use of this term to describe a place like this, 

was the Mouseion in Alexandria, founded by 

Ptolemy I approximately 300 years B.C. [Fig. 

2.01]. Rather than simply being a museum as 

it was understood since the Renaissance, the 

Mouseion of Alexandria was an institution that 

attracted the brightest minds of the Hellenistic 

world. In a way, this Mouseion was more of a 

prototype for a current day university than a 

building to store, exhibit and interpret objects 

as described in the current definition of the 

term ‘museum’. 

After the collision of the Roman empire, the 

term disappeared for centuries. In the fifteenth 

MuseuM tyPology
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century the term reappeared in its Latin form. 

In 1539 Paolo Giovio describes his collections 

for the first time as a ‘Musaeum’, a term that 

appeared on his building in 1543.[20] 

In the early Renaissance, the term ‘museum’ 

was still not considered as a building, where 

the term was assigned to the collection of for 

instance Lorenzo de’ Medici in Florence and 

not to the building that hosted his collection. 

Since the seventeenth century the term was 

used throughout Europe to describe collections 

of curiosities, which were often published in 

books. In Oxford, a building realised specifically 

to house a collection that was donated to 

the University of Oxford by Elias Ashmole, 

was named “The Ashmolean Museum” after 

being opened to the public in 1683.[21] In the 

eighteenth century, the term ‘museum’ was 

generally understood as an institute established 

to preserve and show a collection to the public. 

This already approaches the current 

understanding of the notion ‘museum’. In the 

nineteenth and a large part of the twentieth 

century, the building itself became indicated as 

the museum. It was understood as a building 

that houses cultural material that is accessible 

for the public. 

In the past decades, the term ‘museum’ was 

applied in a more broad perspective again, 

making the designation of the building less 

important. The museum continued to adjust 

itself to the changing society, resulting in 

for instance ‘open air museums’ and ‘Eco 

museums’.[22] In addition, the emergence of 

the internet was important, where people could 

now in their living room access information that 

could previously only be found within the walls 

of the museum. Despite this development, this 

‘virtual museum’ will not be able to fully replace 

the museum as an institute. Besides the fact that 

the ‘virtual museum’ remains depending on the 

collection and preservation of historic objects 

by the ‘physical museum’, virtual knowledge 

can never provide in the same experience that 

the original element in the museum would give 

its visitor,

20. Pevsner, N. (1976). P:111

21. Pevsner, N. (1976). P:132

22. Lewis, G.D. (2014).

Fig. 2.01: Sketch of the 

Mouseion of Alexandria. (ca. 

300 B.C.) 
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Going back in time, the treasure chambers of 

the ancient civilizations are considered as the 

precursors of the later museums. In these 

chambers, statues, weapons, gifts and most 

importantly the loot seized of other civilizations 

were exhibited, often in honour of the gods. 

A famous example is the Athenian Treasure 

Chamber in Delphi of 490 B.C. that was 

rebuilt in 1906 [Fig. 2.02]. Where in Greece 

these treasures were in fact the property of 

the civilization, collections started to become 

private in the Roman Empire. In this period, 

civilians started to furnish their villas with 

elements containing an artistic value to express 

their wealth.[23] 

In Medieval times, these private collections 

mostly disappeared, where collections returned 

to the form of the Greek treasure chamber, 

which were now under the control of royalty 

or the church. The main function of these 

chambers was the entertainment of its owner 

and guests, where the educational factor was 

added in the Renaissance.

Renaissance

In the Renaissance, the economy started to 

flourish again after the sober Middle Ages, 

resulting in an increased appreciation of life 

with ‘Carpe Diem’ as its motto. Simultaneously 

with conceiving mankind as the central 

element in the universe, the interest in the 

ancient Roman and Greek cultures grew. Due 

to the lack of proper writings about classical 

building methods, the works of for instance 

Vitruvius form the main guideline. The 

renewed appreciation for the collecting and 

(re)producing of all types of artwork resulted 

in the realization of private collections by 

wealthy civilians. Although they used the 

collected objects as entourage for their houses, 

furnishing should be seen separate from 

collecting.[24] Collected items were displayed in 

the house’s courtyards, loggias and gardens. 

Besides the cultural value, the collection 

represented an economical value as a financial 

reserve for its owners. As a result of the use of 

these collections as a currency, valuable objects 

circulated among these wealthy families. 

During the ‘Enlightment’, people became aware 

of the real value of the collected objects, of the 

development of their culture. They understood 

that their culture was a common property and 

that it could be developed by learning from 

the past, in which the educational factor was 

considered as a central element.

At the end of the 15th century, some important 

pieces were given to the people of Rome by 

Pope Sixtus IV, that were displayed on the 

capitol. This was followed by the first facility 

that was specifically realized in the Vatican 

by Bramante to show valuable objects to the 

civilians, known as the Belvedere cloister. 

history in MuseuM tyPology

23. Naredi-Rainer, P. (2004). 

P: 13

24. Pevsner, N. (1976). P:111
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Fig. 2.02: Athenian Treasure 

Chamber in Delphi. (ca. 490 

B.C.)

Fig. 2.03: Cabinet of Curios-

ities of Ole Wormer. (1588-

1655) 
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Fig. 2.04: Long Gallery by 

Vincenzo Scamozzi in Sabbi-

oneta. (1583-1590)

Fig. 2.05: Villa Medici in 

Florence. (ca. 1590) 
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Besides hosting a collection, the grandeur of 

the building strengthened the superior position 

of the church, representing the social contrast 

between the people and the church. In the 

design, the objects were still displayed in the 

open, but were now included in niches in a 

square cloister.[25]

Another important development in this period 

is the emergence of the so called ‘cabinet of 

curiosities’. Individuals collected all kinds of 

cultural but also natural elements in so called 

‘cabinets of curiosities’ [Fig. 2.03]. In a way, 

the cabinet was the chamber were new objects 

were studied and ordered before they were 

exhibited in a museum. The walls and often 

also the ceilings were filled with these collected 

elements, resulting in a quite unorganized 

appearance.

Although the origin of the Renaissance can 

be found in Italy, it did not take long before 

other countries followed their example. Across 

Europe, structures were erected to house 

objects of statuary, often as an addition to the 

palaces of royalty or wealthy civilians. These 

structures were centrally planned rooms around 

a courtyard, or long galleries as for instance 

the Long Gallery in Sabbioneta by Vincenzo 

Scammozi [Fig. 2.04]. These galleries were 

used to decorate the route between the different 

chambers, expressing the wealth of the owner.

Around 1590 in Florence, a precursor of the 

experience of the current day museums can 

be found in the Villa Medici of Lorenzo de’ 

Medici [Fig. 2.05]. It consists of an ensemble of 

chambers and patios, connected by decorated 

hallways providing in a sequence of experiences 

within the building. In the patios and loggias, 

objects like sculptures can be found that are 

capable of withstanding outdoor conditions, 

where objects as paintings are exhibited inside 

the villa.

One of the main models for museum buildings 

became established at that time in the form of 

a temple with a cupola and columned portico, 

along with the gallery.[26] In this period, the 

architectural vocabulary got influenced by the 

idea of the museum. Galleries were so often 

used to display objects that ‘gallery’ or ‘galleria’ 

became a synonym for the term ‘museum’. 

In present time specific museums are called 

a gallery, containing aspects that remind of 

the original typology of the gallery. One of the 

most famous galleries was the Antiquarium 

in Munich that was built in the palace of 

Albrecht V of Bavaria in 1569 [Fig. 2.06]. It was 

approximately 200 feet long and covered by an 

arched ceiling on which the library was situated. 

It was an impressive gallery representing 

the wealth of the king and was in that period 

compared with the Pantheon in Rome. 
25. Pevsner, N. (1976). P:111

26. Greenaway, P. (2011).
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27. Pevsner, N. (1976). P:114

28. Pevsner, N. (1976). P:115

29. Pevsner, N. (1976). P:121

Baroque

In the seventeenth and eighteenth century such 

a gallery became a standard element in palaces, 

which appeared both overly decorated but also 

architecturally quite neutral. The image of the 

Pantheon directly influenced the development 

of the museum type, where museums in this 

period often consisted of a portico followed by 

a domed hall, as for instance the museum in 

Dresden of 1742 that directly referred to the 

Pantheon.

The period known as the Baroque is a derivative 

of the developments in the Renaissance. By 

assembling different architectonic elements in 

a specific way, the perspective is used to create 

depth within the buildings, making them look 

bigger. Ornamentation and symmetry are 

used to create a certain fragmentation within 

the buildings. Although the Baroque finds its 

origin in church architecture, it found itself a 

fertile ground in the museum architecture. Its 

influence can especially be found in the spatial 

organization and the sequence of chambers 

within the museums that were realized in this 

period. 

Where in the previous centuries the ‘cabinets 

of curiosities’ mixed up cultural objects with 

elements of natural science, the eighteenth 

century can be described as a period of 

specialization as a result of the ‘Enlightment’. 

Objects were divided into different categories 

that were displayed in separate rooms and 

eventually even in their own buildings. This 

was for instance shown in the plan for an 

ideal museum by Leonhard Christoph Sturm 

in 1704. In his design, he created a room for 

objects of natural history, as well as a room on 

the top floor for small paintings, drawings and 

sculptures [Fig. 2.07].[27] 

Another important step in museum typology 

in the eighteenth century was the placement of 

objects indoors instead of in the (semi-)open. 

The design by Carlo Marchionni for the Villa 

Albani in Rome in 1761 showed this altered 

attitude. Within the building the arrangement 

was no longer based on the decoration of the 

baroque [Fig. 2.08]. The order was defined by 

the iconic elements present in the collections, 

in which the rooms were named after the 

most important object in the room.[28] In a later 

phase the arrangement of rooms was based on 

chronological principles, for instance by style 

or by period. “Each school has its period, even 

each painter has several methods. So one would 

wish to see the pictures hung according to the 

various periods of the schools and the various 

manners of the masters. With what pleasure 

would one gradual ascent!”[29] 

Public museum buildings

Until then, the collections were still private, 
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Fig. 2.06: Antiquarium in 

Munich by G. Strada, W. Egkl 

and F. Sustris. (1569-1571)

Fig. 2.07: L.C. Sturm, organi-

zation of his design for a mu-

seum: 4-8 antiquities, 9-12 

treasury. (1704)
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Fig. 2.08: Villa Albani in 

Rome by C. Marchionni. 

(1761)

Fig. 2.09: Musée des Monu-

ments Français by Alexandre 

Lenoir. (1793) Left: entrance 

hall. Middle: the free-stand-

ing facade of the Gaillon 

Castle. Right: the tomb of 

Heloise and Abailard.
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only open to the owners and their guests. 

Publication of collections in catalogues raised 

the public interest. At that time, the government 

understood that if knowledge should have a 

lasting significance, this knowledge should be 

transferred to the public domain. This gradually 

led to the opening of royal collections to the 

public, resulting in the opening of the Palais 

Luxembourg in Paris in 1750 and the British 

Museum in London in 1759. The museums 

that were open to the public on specific days 

under strict regulations. According to Johann 

Georg Sulzer’s ‘Allgemeine Theorie der 

schönen Künste’ of 1771, museums should 

be “permanently open for study to artist and 

connoisseurs,” because they served the purpose 

of the “development of taste”.[30]  

This eventually led to the opening of the Louvre 

in the Musée des Monuments Français in 1793, 

following the design of Alexandre Lenoir. In 

his design he created a series of spaces using 

architectural elements collected from all over 

France [Fig. 2.09]. The museum was made 

freely accessible to all public on certain days, 

where the other days were reserved for artists to 

study and copy the works that were present in 

the gallery. Inexpensive catalogues and guided 

tours placed the emphasize on the educational 

aspect, showing the objects that were the 

property of the entire nation. As a result of 

Napoleons campaigns, the Louvre became 

the largest museum in Europe, which success 

was followed by architectural improvements. 

Despite this development, little detached 

museum buildings were realized. Collections 

often were stored in palaces or existing 

government buildings that were transformed 

into a museum. Examples of new buildings in 

this period are the Museo Pio-Clementino in the 

Vatican built in 1780 and the Prado museum by 

Juan de Villanueva realized in Madrid in 1784. 

The museums in this period are built in a neo-

classical style, that is characterized by the use 

of geometry and the sequence of block-shaped 

volumes. An important development is the 

abandoning of the abundance in ornamentation 

that was typical for the Barok. Columns also 

functioned structurally, where in the Baroque 

Corinthian columns were mostly used as a 

decorative element.

Since the end of the eighteenth century, people 

tried to define the ideal museum. A main 

figure in this period for the development of the 

museum as a type was Boullée. In 1783, Boullée 

made a design for a museum that consisted of a 

square plan containing a Greek cross, creating 

four courtyards [Fig. 2.10]. A rotunda is placed in 

the centre where the lines crossed. This rotunda 

was placed behind a row of columns, making 

it invisible from the exterior. The building was 

meant to be a national monument, containing 

besides the museum function also elements as 
30. Naredi-Rainer, P. (2004). 

P: 14



48

for instance a library.[31] Although the museum 

was never realized, his design influenced many 

other important figures as Gisors and Delannoy, 

who were inspired by his lectures at the École 

des Ponts et Chaussées in France.

Similar to Boullée, the work of Durand made an 

impact on the museum typology by continuing 

and improving the work of his precursor in a 

new design competition. His plan made in the 

period between 1802 and 1809 was a square 

building in which the four facades consisted 

of long colonnades, except for the corners. 

Similar to the design of Boullée, his museum 

consisted of a square with a Greek cross, 

obtaining a central Pantheon-like rotunda [Fig. 

2.12].[32] Three separate arms were dedicated to 

the different types of art, where the fourth wing 

was appointed to host exhibitions. In Durand’s 

view, here lies the difference with a library that 

only has one objective, where a museum should 

exhibit works of different kinds. He stated 

that in larger cities different collections could 

receive their own museum, but that a museum 

was also capable of combining these different 

collections and that even a library could be 

added. In his design, he left the infill open for 

interpretation by others, where many architects 

in that period used a copy of his book in their 

design processes. 

With his design as a starting point, architects 

searched for how a museum should function 

and what appearance was suitable for such a 

museum. The architecture of these museums 

was meant to make the building function as 

a monument of culture. The building and the 

collection itself were often considered as each 

other’s equivalent, in which the building is 

designed specifically for a certain collection. 

Although the main principle in museum 

architecture remained the square with the 

Greek cross, in the following period, architects 

deviated from this principle by gradually 

abandoning this cross, resulting in a more 

linear approach. Important examples of this 

development are the design for the Altes 

Museum by Schinkel in Berlin and the designs 

for the Glypothek and the Alte Pinakothek by 

Leo von Klenze in Munich.

The Altes Museum in Berlin, a design by 

Schinkel that opened in 1830, clearly shows 

the influence of Durand. The museum is a 

rectangular building with a Pantheon-like 

rotunda in the centre, connecting the North 

and South wing [Fig. 2.13]. As a result of the 

absence of one axe of the Greek cross that was 

present in the design of Durand, the museum 

of Schinkel only contained two courtyards. This 

absence disabled visitors to switch between the 

different wings, resulting in a more forceful 

routing.

The main design goal of the Glyptothek and 

Alte Pinakothek in Munich was to realize 

31. Pevsner, N. (1976). P:119

32. Pevsner, N. (1976). P:122

Fig. 2.10: Plan, section  and 

elevation of the design for 

an ideal museum by Boullée. 

(1783)
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Fig. 2.11: Boullée, design for 

an ideal museum. (1783)

Fig. 2.12: Durand, design for 

an ideal museum. (1809)

Fig. 2.13: Schinkel, Altes 

Museum Berlin. (1830)

Fig. 2.14: Von Klenze, Glyp-

tothek Munich. (1830)

Fig. 2.15: Von Klenze, Alte 

Pinakothek Munich. (1836)
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monuments for the public with the intention 

to show the wealth of the Bavarians. The 

Glyptothek, a design by Leo von Klenze, was 

built between 1815 and 1830. The design 

clearly shows the influence of Durand, being a 

rectangular building with an enclosed courtyard 

[Fig. 2.14]. Where Schinkel removed one axe of 

the Greek cross, in the Glyptotek no axes are 

present, resulting in one central courtyard. 

Due to the absence of these axes no cross 

connections are present, resulting in an even 

more forceful routing in which the public is 

chronologically led along the exhibited statues.

After he received the commission for the design 

for the Alte Pinakothek in Munich, he took 

this development a step further. In the period 

between 1826 and 1836, Klenze designed a 

linear building without a courtyard or rotunda 

[Fig. 2.15]. The museum consisted of multiple 

linearly connected rooms that displayed the 

collection of paintings that were arranged 

chronologically according to the school they 

represented. The building is divided in three 

bays, in which the middle bay contains the 

main exhibition areas for the large paintings, 

the North bay consists of cabinets for smaller 

paintings.[33] Although the layout of the building 

is linear, the building does not force the visitor 

to visit all exhibitions, where the visitor can skip 

certain exhibition areas via the hallway that is 

located in the South bay. 
33. Pevsner, N. (1976). P:129
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Neutrality and flexibility

The second half of the nineteenth century 

and the first half of the twentieth century are 

characterized by discussions about neutrality 

and flexibility. An argument that continues 

is about whether museum buildings should 

be designed in accordance to what it exhibits, 

or that a generic environment would do most 

justice to the exhibited objects. In 1816, Johann 

Martin Wagner already commented that the 

architectural mood inside a museum should 

be modest, that “any ornament, anything gay 

in colour and glittering does damage the works 

of ideal art”[34]. As an explanation he added: 

“If you visit a collection of ancient sculpture 

you go because of the ancient sculpture. One 

recognizes the merit and talent of an architect 

by the strict coincidence of a building with its 

function.”[34]

In the following period, an explosive growth 

of the number of museums in Europe and 

America occurred. At that point, the museum 

was no longer reserved to house paintings and 

sculptures, where museums for applied or 

decorative arts started to appear.[35] In addition, 

the term flexibility was introduced within the 

museum architecture. The Crystal Palace, a 

museum designed by Joseph Paxton for the 

Great Exhibition of 1851 that was held in the 

Hyde Park in London, introduced this term on a 

large scale [Fig. 2.16]. Innovations in the field of 

glass and steel structures allowed the architects 

to design an enormous pavilion created out 

of prefabricated elements. This allowed the 

museum to be demounted at the end of the 

Great Exhibition, after which the pavilion was 

rebuilt in Sydenham. Today, this pavilion is still 

considered as one of the main precursors of 

the current day prefabrication processes in the 

building industry. 

This revolutionary building method also led to 

a transparent building, where museums until 

then were constructed in a more or less closed 

and classical way. Furthermore, the building 

differed from its contemporaries because of 

its function. Instead of showing for instance 

a historical process, it really was a place to 

exchange knowledge, promoting the production 

of contemporary art. In addition, the  generic 

decor differs from the appearance of historical 

museums. Looking at the Rijksmuseum in 

Amsterdam by Pierre Cuypers that opened in 

1885, a part of its collection is shown in so-

called ‘style chambers’, in which the appearance 

of the room corresponded with the style that 

was exhibited by imitating the architecture of 

the specific period.[36] Comparing the Crystal 

Palace with the Bayerischen Nationalmuseum 

in Munich also shows the special setting of 

the museum in London. In the museum in 

Munich, designed by Gabriel von Siedl in the 

period between 1894 and 1899, the paintings, 

34. Pevsner, N. (1976). P:124

35. Pevsner, N. (1976). P:131

36. Huijts, C. (1985). P:32
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Fig. 2.16: Sketch of the Crys-

tal Palace in London by Jo-

seph Paxton. (1850-1851)

Fig. 2.17: Design for the Mu-

seum of Unlimited Growth 

by Le Corbusier. (1931)
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Fig. 2.19: Guggen-heim Mu-

seum New York by Frank 

Lloyd Wright. (1959)

Fig. 2.18: The Museum of 

Modern Art (MoMA) in New 

York designed by Philip L. 

Goodwin and Edward Dur-

rell Stone on the day of its 

opening. (1939)
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sculptures and applied arts were exhibited 

together on a chronological base. Where 

the museum was designed in a Northern 

Renaissance style, the architecture of both 

interior and exterior characterized this concept 

by containing ornaments of the different 

exhibited styles.[37]

In the first half of the twentieth century, this 

urgency for flexibility in museum buildings 

increased. A good example of this tendency is 

the design by Le Corbusier for the Museum 

of Unlimited Growth in 1931 [Fig. 2.12]. He 

criticized the existing museum buildings 

as follows: “The museum is bad because it 

does not tell the whole story. It misleads, it 

dissimulates, it deludes. It is a liar.”[38] As a 

response, he designed a museum in a spiral 

form that enabled the museum to be extended 

indefinitely when the collection would grow. 

In this way, the collection did not need to be 

replaced, because a new building part could be 

added for the new collection. Although never 

realised, it shows how contemporary architects 

were playing with the idea of change within the 

museum building. 

Strengthened by building technological 

developments, open floor plans supported by 

columns facilitated in the need for flexibility. 

This can for instance be seen in the Museum 

of Modern Art in New York, realised in 

1939 according to the design of modernistic 

architects Edward Durell Stone and Philip L. 

Goodwin [Fig. 2.18]. Due to the impermanency 

of the term ‘modern’, the collection needed to 

be refreshed every couple of years. Because of 

the changing exhibition, the museum was not 

designed in correspondence with a specific 

exhibition and in that way requested a ‘neutral’ 

architecture. This ‘white-box’ principle tried 

to create spaces in which the concentration 

of the visitor is completely focussed on the 

object. Criticists missed the relation between 

the architecture and the exhibition, where to 

them the collection felt like an orphan without 

its original context. Despite the absence of 

this relation, the museum buildings built 

until the late twentieth century abandoned the 

principle of the museums with superfluous 

ornamentation and were instead following this 

‘white box’ principle. 

The quest for ‘neutrality’ of the museum 

building that was seen in the MoMA can also 

be recognized in the Guggenheim Museum 

in New York. The museum was realised in 

1959 in accordance to the design Frank Lloyd 

Wright made in 1943. The architecture of 

the building got even more detached of the 

specific exhibition. The building, known for its 

eccentric appearance and its spiral staircase, is 

a monument after all.[39] Although the building 

is not linear as the Alte Pinakothek in Munich, 

37. Pevsner, N. (1976). P:131

38. Storrie, C. (2006). P:149

39. Pevsner, N. (1976). P:138
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the building approaches a linearly principle 

because the visitor can not define his own 

route due to the absence of possibilities to cross 

the spiral staircase. Despite criticism on this 

‘forced march’, the building was a success and 

turned out to be a lasting example for museum 

builders in the twentieth century. 

The second half of the twentieth century is 

characterized by the museum industry adapting 

to the changing society by the formation 

of various museum concepts. The Centre 

Pompidou in Paris of 1977 by Richard Rogers 

and Renzo Piano is an example of a museum 

concept that is adapted to this changing society 

[Fig. 2.20]. The building is more of a cultural 

centre than only a museum, mixing up different 

cultural facilities by also hosting functions as 

a cinema, a library, a book store, restaurants 

and bars. The high-tech appearance and the 

flexibility in use of the building as a result of the 

movable skeletal structure corresponded with 

the contemporary and changing society. Also 

in this case, the appearance of the museum 

is considered to be independent of its artistic 

content.

Another example is the Neue Nationalgalerie 

in Berlin by Mies van der Rohe that opened its 

doors in 1968 [Fig. 2.21]. In the museum, Mies 

van der Rohe further developed the open plan 

principle by creating a large column-free space 

that is completely transparent to the outside, 

recalling the principles of the openness of the 

Crystal Palace in London that was also known 

for its transparency. Here the museum also 

differs from the more classical museum types, 

where it already reveals its exhibition on the 

exterior through the openness of the facade.
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Fig. 2.20: Centre Pompidou 

in Paris, by Richard Rogers 

and Renzo Piano (1977) 

Fig. 2.21: Neue National-

galerie in Berlin by Ludwig 

Mies van der Rohe. (1968)
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Fig. 2.22: Jewish Museum in 

Berlin by Daniel Libeskind. 

(2001) 

Fig. 2.23: The 9/11 Memo-

rial in New York by Michael 

Arad. (2011)

The 9/11 Memorial in New York by Michael Arad. (2011) (http://

inhabitat.com/nyc/the-national-911-memorial-is-now-open-photo-

gallery/911-memorial-reflection/)
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Interactivity and symbolism

In his book ‘A History of Building Types’ 

Nikolaus Pevsner concluded that “in fact, no 

new principles have turned up, except that the 

ideal of the museum as a monument in its 

own right has been replaced by the ideal of the 

museum as the perfect place to show, enjoy and 

study works of art”.[40] The book written in the 

seventies could not foresee what would happen 

in de decades afterwards, where the goal of 

museum design tended to move back to the 

monumental function it once had. 

Besides the flexibility and the ‘white box’ 

principles, interactivity became an important 

element. Through visitor participation, visitors 

are attracted and the experience of the presented 

work is enhanced. Furthermore, museum 

buildings in the late 20th century often received 

a symbolic meaning which especially applied to 

memorial museums. One of the best examples 

of this symbolic meaning in combination with 

this interactivity aspect is the Jewish Museum 

in Berlin by Daniel Libeskind that opened its 

doors in 2001 [Fig. 2.22]. But also the more 

recent design for the National September 11 

Memorial in New York by Michael Arad which 

opened in 2011, uses symbolism to honour 

the victims of the attacks [Fig. 2.23]. The 

architecture of these museums have received 

an additional meaning, which is experienced as 

more than just an aesthetic or functional aspect 

of a building. By challenging the emotions of 

the visitors, the experience of the architecture 

of the building is part of the exhibition itself. 

Concluding

Although there have been many more examples 

of developments in the history of museum 

typology, this summary gives an overview of 

the main developments that have occurred. 

The general knowledge about the museum as 

a type will contribute to the understanding of 

the cases that are analysed in the subsequent 

chapter. Furthermore, it will present itself as 

a solid base for the design for the Museum of 

Tessiner Building Knowledge.

40. Pevsner, N. (1976). P:136
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The conducted historical research provided 

knowledge about the development of the 

museum as a type. However, designing an 

architectural museum in which building 

knowledge will be presented to the public, 

has an ambiguous meaning. “The idea of the 

museum of architecture seems to rest on the 

assumption that architecture’s relation to its 

object is similar to the relation of art to the work 

of art. Architecture, in other words, is an activity 

that creates works of architecture, which need 

to be preserved and displayed based on their 

historic and artistic value.”[41] 

In the intention to design a museum that 

displays (works of) architecture, a friction 

consists in the question where the frame of 

the museum stops and where the exhibition 

begins. Five museums that approach aspects 

of this problem field and are related to the goal 

of this project have been studied. By exploring 

the relationship between elements as their 

program, routing and architecture, an idea is 

formed about how these museums deal with 

the described tension field.

The cases will provide insight in how these 

buildings convey certain knowledge to the 

public, supported by the knowledge gained 

about the museum as a type. The following case 

studies have been conducted:

-  Netherlands Architecture Institute in  

 Rotterdam, J. Coenen

-  Fragmentengebouw (Rijksmuseum) 

 in Amsterdam, P.J.H. Cuypers

-  German Historical Museum in Berlin, A.  

 Rossi

- Pergamon Museum in Berlin, A. Messel

-  German Architecture Museum in

 Frankfurt, O.M. Ungers

The analysis of these museums will help in the 

design process for the new Museum of Tessiner 

Building Knowledge by providing the tools to 

convey the building knowledge present in the 

region of Ticino. As a result of these case studies 

in combination with the museum typological 

research, the concept for the Museum of 

Tessiner Building Knowledge will be developed.

cAse stuDies

41. Can Bilsel, S.M. (2003). 

P:17
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Fig. 3.01: Impression of the 

design for the NAI by Jo 

Coenen in 1988. The insti-

tute can by recognized by 

the ensemble the volumes of 

the different functions form 

with their individual expres-

sion.

Fig. 3.03: Floor plans by Jo 

Coenen for the new Nether-

lands Architecture Institute. 

The different functions in 

the separate volumes can be 

recognized. Top left: floor 

-1. Top right: floor 0. Bottom 

left: floor 1. Bottom right: 

floor 2.

Fig. 3.02: Bird’s eye view of 

the design for the NAI by Jo 

Coenen in 1988. The impres-

sion shows how Coenen uses 

the archives to close off the 

Museumpark from the busy 

street on the North and to 

emphasize this strong line in 

the urban tissue.
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Introduction

At the start of the graduation project, the first 

intention was to design an architectural insti-

tute for the region of Ticino in Bellinzona, with 

the Netherlands Architecture Institute as a ref-

erence. Unlike most other museums, the collec-

tion did not form the basis for the NAI’s policy, 

where the institute fulfils a broader function. It 

is a source and resource for the interpretation 

and exchange of knowledge about the built en-

vironment in the Netherlands.[42] Although the 

building as a type was not quite relevant, pro-

grammatically the building provides an inter-

esting case. In addition, the fact that different 

renowned architects made a proposal, using 

different design approaches, made the building 

an interesting study object.

The NAI

The establishment of the NAI is the result of 

the merging of three institutions: Nederlands 

Documentatiecentrum voor de Bouwkunst 

(NBD), Stichting Wonen and Stichting 

Architectuurmuseum (SAM). In 1988, they 

commissioned six architects to design a new 

institute  in the Museumpark in Rotterdam 

where the knowledge of these institutions 

would be clustered. Combining the knowledge 

of these institutions, resulting in a building 

containing an exhibition building with 

architectural archives and a specialized library, 

turned out to be an asset for researchers. In 

this way, the collection serves many more 

uses and users than could be served by only 

presenting an exhibition.[43] The motto given to 

the architects was to connect the rich sources of 

the (recent) building history with the adventure 

of the contemporary and future design issues. 

This motto was supplemented by terms that 

should describe the experience of the future 

building as a treasure chamber, a study room 

and a celebration area.[44] 

Design of the NAI

Eventually, the design of Jo Coenen was realised 

and opened to the public in 1993. Where other 

participants designed the building as one 

object, Coenen decided to create an ensemble 

in the urban landscape. The different functions 

were housed in their own buildings that 

responded to different elements and lines in 

the urban tissue. The volumes that received 

and individual expression were connected by 

the entrance building, corresponding to the 

wishes of the committee to create a single 

entrance for the different types of visitors of the 

building.[45] The organization of the building is 

quite functional. Where the entrance volume 

connects the different functions of the institute, 

on the upper floor the library and study 

room fulfil this function. It acts as a hinge 

between the archives, the exhibition wing, 

the administration building and the entrance 

underneath.

neDerlAnDs Architectuur instituut (nAi) - J. coenen

42. Brouwers, R., Coenen, J., 

Feireiss, K., & Willinge, M. 

(1998). P:13

43. Brouwers, R., Coenen, J., 

Feireiss, K., & Willinge, M. 

(1998). P:13

44. Brouwers, R. (1988). P:5
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Each function has been expressed in the 

exterior by using different materials and forms. 

Although not representing different styles or 

periods, the volumes are recognizable as hosting 

different functions. The exhibition building is 

clad in brick, the archive building in steel plates 

and the main administration building received 

a glass facade. The elevated roof that is carried 

by long columns functions as an eye-catching 

element and emphasizes the connection that 

is formed by the building. In contrast, the long 

and closed archive building that is standing 

on pillars, closes off the Museumpark from 

the busy road on the North side of the park.[46] 

The way the design of Coenen responds to the 

urban tissue of Rotterdam, by both connecting 

different routes and by emphasizing the lines 

present in its context, has been one of the main 

reasons to choose his design for the NAI.

Design Proposals

Each of the six architects interpreted the 

commission for the new building and its 

surroundings in a different way, although lines 

can be drawn between their starting points. As 

the opposite of the design of Jo Coenen, Wim 

Quist and the Tessiner architect Luigi Snozzi 

both designed the institute as one strong 

autonomous building, as a rectangular or 

respectively rounded volume. In the form and 

materialization, both architects avoided literally 

showing the different functions in the exterior. 

The concepts of Benthem & Crouwer, Rem 

Koolhaas and Hubert-Jan Henket can be found 

between these contrasting interpretations. They 

also split the separate functions in volumes 

with a different architectonic expression. 

However instead of presenting them as separate 

elements in the urban tissue, they combined 

these different volumes in one building by for 

instance connecting the volumes by a single 

roof.

Conclusion

As stated, the NAI does not correspond to 

the typology of the museum as investigated 

before, where the exhibition function is not 

the main goal. It is more related to the idea 

of an institution described in ancient times 

as the ‘Mouseion’ of for instance Alexandria. 

Although as a museum less relevant, the 

exploration of the building and its design 

proposals helped to understand different ways 

of approaching a similar assignment. Especially 

on a programmatic and organizational level the 

NAI is an interesting example of a building 

institute. This knowledge could be applied in 

the design for a new museum in Ticino by for 

instance splitting the different functions or 

building periods in different volumes and by 

providing them with a different architectonic 

language in form or materialization, based on 

the building period they represent.
45. Brouwers, R. (1988). P:5

46. Brouwers, R. (1988). P:9
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Fig. 3.04: Models of the 

designs of the different 

competitors for the new 

Netherlands Architecture 

institute in 1988. Top left: Jo 

Coenen. Top right: Benthem 

& Crouwel. Middle left: Rem 

Koolhaas. Middle right: Hu-

bert-Jan Henket. Bottom left: 

Wim Quist. Botom right: 

Luigi Snozzi.
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Fig. 3.05: Design for the 

Deutsches Historisches Mu-

seum in Berlin by Aldo Rossi 

in 1988.

Fig. 3.06: Model of the De-

sign for the Deutsches His-

torisches Museum in Berlin 

by Aldo Rossi. The ensemble 

of the separate volumes cor-

responding to the different 

functions can be recognized.
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Introduction

In 1988, Aldo Rossi won the competition for a 

new Museum of German History that would be 

built close to the Reichstag in Berlin. However, 

after the collision of the wall that separated the 

East and the West, the project was cancelled 

because of the tension the design could bring 

within the reunited nation. Eventually a new 

museum would be built, designed by I.M. Pei. 

Although the plan of Rossi was not realised, 

the design provides a good example of how to 

convey knowledge of a certain culture to the 

public.

Design

Rossi seemed to be the perfect architect to 

design this new museum for the ‘wounded’ city, 

where his work was known for making physical 

the history of a certain place. In the design of 

Aldo Rossi, the same separation of functions 

can be seen that is also visible in the design of 

Coenen for the NAI. Different buildings are 

realised for the different functions, resulting in 

volumes as an entrance building, an exhibition 

building, an administration building and a 

building to host events.

The different buildings were designed according 

to different styles, referring to important 

buildings in German history. The client did not 

demand the building to express elements of 

the building history of Germany. A functional 

museum that could present its collection would 

be sufficient. However, Rossi felt the need to pay 

respect to this, in his view, important element. 

Aldo Rossi stated the following: “Wenig oder 

keinen Einfluß haben Kunst und Architektur 

auf die Wechselfälle der Geschichte; sie können 

aber erzählen und feieren.“[47] In this quote he 

states that he understands that architecture 

barely influences changes in history, but he 

considers architecture as a tool to convey and 

celebrate this history. This resulted in a design 

in which the building itself became part of the 

exhibition. 

He understood that he could not show the 

complete German history in his design. 

About this he stated: “Does our project seek 

to offer a picture of German history? No, that 

is certainly not possible even today. The ability 

to synthesize in our time is lost; we can at best 

offer fragments of life, fragments of history, 

building fragments.”[48]

In his design Rossi was inspired by well-

known buildings in Germany, using their 

characteristics in his design. He designed the 

entrance building as a rotunda, the L-shaped 

administration building obtained a classical 

vocabulary and he added a tower to remind of 

a chimney. The main volume in the ensemble 

is the exhibition building, designed as a high 

gallery with a glass roof. The exhibition areas 

Deutsches historisches MuseuM (DhM) - A. rossi

47. Ferlenga, A. (1991). P:7

48. Rossi, A. (1989). P:15
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were positioned adjacent to this main axis. 

Aldo Rossi designed this exhibition area as 

a combination of large and small houses 

with courtyards, “wie man sie zwischen den 

Häusern einer alten Stadt oder an den Seiten 

einer Kathedrale findet.”[49] The verticality in the 

gallery and the houses reminded of the German 

city, with its churches and industrial buildings. 

By fusing the building with its urban context 

and its characteristics, the atmosphere that 

is experienced emphasizes the development 

that is presented by the objects inside the 

building. Important element for Rossi in the 

design process was his idea of the city. About 

the city he says: “One can say that the city itself 

is the collective memory of its people, and like 

memory it is associated with objects and places. 

The city is the locus of the collective memory.”[50] 

Where he saw the city as the expression of 

human history, in his vision the museum would 

be a city in itself, both on a functional as on an 

esthetical level.

In contrast to the expressive appearance of 

the exterior, the interior is designed to bring 

calmness to the building. The interior design 

provides a clearly structured, simple and 

ageless background to present the exhibition. 

Furthermore, the design is spacious to prevent 

people from colliding into each other around 

the exhibited objects.[51]

Conclusion

Similarities with this graduation project can be 

found in the design for the German Historical 

Museum. Rossi also tries to catch certain 

elements of a specific culture in his building. 

Although in his case it was not the goal of the 

project, where he was commissioned to design 

a building to host an exhibition. The goal of 

this graduation project is to design a museum 

with the specific goal of conveying the building 

knowledge present in the region to the public. 

Due to the efforts of Rossi to also implement 

the history of Germany in his design, the 

investigation of his museum and his design 

choices are useful in the design process for the 

new museum in Bellinzona.

49. Ferlenga, A. (1991). P:9

 
50. Rossi, A. (1984). P:130

51. Ferlenga, A. (1991). P:15
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Fig. 3.07: Plan of the ground 

floor of the ensemble that 

forms the museum. 

Fig. 3.08: Section over the 

foyer and the exhibition 

building. With the foyer 

Rossi refers to the central 

rotunda that has  been a key 

element in the museums of 

his precursors.

Fig. 3.10: Southeast eleva-

tion of the museum, show-

ing the niches of the gallery 

designed as houses.

Fig. 3.09: South elevation 

showing from left to right: 

the conference building, the 

rounded foyer and the ad-

ministration building. The 

exhibition building can be 

recognized in the back.
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Fig. 3.11: Part of the garden 

of the Rijksmuseum just 

after the completion of the 

Drucker-extension in 1909. 

Building elements can be 

recognized in the garden, 

as can also be found in the 

Fragmentengebouw at the 

right side of the fence.

Fig. 3.12: Facade of the Frag-

mentengebouw in which or-

naments and building parts 

of different monuments 

from across the Netherlands 

are incorporated in the brick-

work.
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Introduction

The Rijksmuseum in Amsterdam, opened to 

the public in 1885, is the largest museum in 

the Netherlands. Where the design of Cuypers 

is partly based on the appearance of a cloister, 

also direct influences can be found of the 

works of his famous precursors like Lenoir 

with his Musée des Monuments Français. 

Cuypers might be the one who introduced the 

style chamber in the Netherlands. He applied 

this feature also in the Rijksmuseum, where 

some rooms were designed in such a way that 

they corresponded with the exhibited objects. 

The idea was that these style chambers would 

contribute to the experience of the national 

history in the museum.[52]

Fragmentengebouw

The complete Rijksmuseum as a type 

is not specifically what is interesting for 

this graduation project. An interesting 

element of the Rijksmuseum for the new 

museum in Bellinzona is the so called 

‘Fragmentengebouw’. Over the years, the 

museum collected a large amount of fragments 

of demolished or renovated monuments from 

across the country. These fragments did for 

instance no longer function because of their 

bad condition, or were remains of a building 

that was demolished to make room for new 

developments. For years, these building parts 

were exhibited in the gardens and courtyards 

of the museum. In the period between 1885 

and 1897, Cuypers succeeded in bringing 

together the elements in such a way that it 

would be experienced as a whole. Although it 

was not the goal of the museum, Cuypers only 

intended to show the fragments as a coherent 

image.[53] Where an expressive facade was the 

result by incorporating the elements in the red 

brickwork of the Rijksmuseum, the interior of 

the building formed a calm and ‘neutral’ decor 

for exhibitions of modern art.

Conclusion

In his design for the Fragmentengebouw, 

Cuypers managed to convey a part of the building 

history of the Netherlands to the visitor, by 

including parts of the exhibition in the facades. 

This made the building besides the carrier of the 

exhibition also an exhibited object in itself. The 

building forms an interesting case, where in 

this graduation project the new museum might 

include building fragments of the different 

periods in its design. However, in contrast to 

this graduation project there is no relation 

between the facades and the program behind 

them in this part of the Rijksmuseum, where 

the exhibition inside is not about the building 

history of the Netherlands. Furthermore, the 

expressive and unorganized facade might not 

fit within the built environment in Bellinzona.

frAgMentengebouw riJKsMuseuM - P.J.h. cuyPers.

52. Grijzenhout, F. (2006). 

P:171

53. Huijts, C.S.T.J., 

Veenland-Heineman, K.M. 

& Vels Heijn, A.A.E. (1985). 

P:86
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Fig. 3.13: Entrance to the 

Pergamon museum on the 

Museum Island in Berlin, 

designed by Alfred Messel. 

(1910-1930)

Fig. 3.14: Pergamon altar (ca. 

200 B.C), forming the centre 

of the Pergamon Museum
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Introduction

The Pergamon Museum in Berlin, built in the 

period between 1910 and 1930, is comparable 

with the Fragment building of the Rijksmuseum 

in Amsterdam. Also here the exhibition 

consists of fragments of historic buildings, 

in this case belonging to ancient Eastern and 

Roman cultures. The museum is located on the 

Museum Island along the Spree river, which 

has become the cultural centre of Berlin.

Design

In contrast with the Fragmentengebouw 

of the Rijksmuseum, the Pergamon does 

not express its collection in the exterior. 

Although both museums display elements of 

monuments, it can be said that the principle 

of the Pergamon museum is the inverse of the 

principle of the Fragmentengebouw. Where 

the Fragmentengebouw of the Rijksmuseum 

has an expressive facade and a clean interior 

to present its collection, the Pergamon 

Museum has a ‘neutral’ and clean facade and 

an interior that is expressive, consisting out of 

so called style chambers to present the specific 

collection. Works of art from a certain period 

are displayed in combination with building 

elements reminding of their original context, in 

line with Messel his vision of the ‘architectural 

ensemble’. Messel organized the building 

in three parts, resulting in different areas to 

present the Babylonian, Greece and German 

culture. Even though the departments were 

connected, each collection could be experienced 

as a separate museum.

At the beginning of the twentieth century, a 

debate about the relationship between the 

content and the container occurred. “The 

arbitrary citations of architectural styles 

on the museum’s facades, coupled with a 

chronological presentation of the period-styles 

in its interiors, reinforced the disjunction 

between the container and the contents of the 

museum.”[54] The design of Messel was related 

to this discussion, reminding of a classical 

museum type, containing a more or less 

generic facade and style chambers that are 

organized around a central room containing the 

museum’s masterpiece, the altar of Pergamon 

originating from the 2nd century B.C. 

Criticism

Despite the fact that the museum was well 

received by the public and is still one of the 

most popular museums in Germany, the 

principles of the museum evoked criticism 

among historians. First, the museum seeks its 

credibility in the imitation of the experience 

of a monument in a certain historical period. 

Although this results in an interesting 

experience, original conditions can never be 

realised because the monument is taken out 

of its context. In addition, monuments were 

PergAMon MuseuM - A. Messel

54. Can Bilsel, S. M. (2003). 

P:40
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frozen in a certain state, forming a contrast 

with monuments in their original environment 

that are aging as a result of their exposure to 

environmental conditions. In 1903, the director 

of the Commission for Preservation named 

Riegl warned for this effect where the historic 

value of monuments would become secondary 

to the atmospheric experience of the visitor.[55] 

Furthermore, the elements mainly represent a 

visual presentation, hindering the expression of 

the structural integrity and constructional logic 

of the architecture.[56]  

In the interior, the difference between original 

historic fragments and other materials is 

emphasized, as was the ethical principle of 

historic reconstruction at that time. At first 

sight, this distinction seems to be respected, 

but photographs taken during the construction 

of the museum reveal that only a part of the 

exhibition is made out of original elements.[57] 

Conclusion

The goal of the Pergamon Museum approaches 

the question that is posed in this graduation 

project, about how the building knowledge of a 

specific culture can be conveyed in a museum 

building. The appearance of the building is 

recognizable as a museum through its type, 

but it does not express what is exhibited within 

de walls of the museum. Despite this fact, 

the Pergamon Museum is useful as a case to 

understand how different periods in history can 

be separated and experienced by means of style 

chambers in a more or less generic volume. 

Through the submissive design of this generic 

skin, with its clear structure and the absence 

of ornamentation, the museum places the 

emphasize on the exhibited elements.

55. Can Bilsel, S. M. (2003). 

P:12

56. Can Bilsel, S. M. (2003). 

P:8

57. Can Bilsel, S. M. (2003). 

P:14
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Fig. 3.15: The spacious and 

clean design of the museums 

interior results in an atmos-

phere in which the museum 

is experienced as being sub-

missive to its collection.
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Fig. 3.16: Facade of the 

Deutsches Architektur Mu-

seum in Frankfurt by O.M. 

Ungers. The red sandstone 

plinth demarcates the mu-

seum area, referring to the 

protective wall of a city, while 

it at the same time forms a 

pedestal for the old villa.

Fig. 3.17: First sketches by 

Ungers in September 1979, 

already showing the concept 

for the museum. 
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Introduction

In the spring of 1977, a shift of power in the 

local government of Frankfurt resulted in a 

plan that is called ‘Museumsufer’, which is a 

block along the Main river that was designated 

to be the location for the cultural development 

of Frankfurt. The idea was to suppress the bad 

reputation of the city, by investing the capital of 

the municipality in the repairs of the cityscape. 

The ‘Museumsufer’ would be a central point in 

this policy, referring to the Museum Island in 

Berlin. After the purchase of the area, buildings 

present on the plot would be removed to make 

room for a broad spectrum of new museum 

buildings.[58]

Important for the realisation of the Museum 

of Architecture was Heinrich Klotz, who would 

later become the first museum director. From 

the start he was responsible for the planning 

of the Museum. In the abandoned ‘Villa 

Schaumainkai’ he saw the potential to realize a 

new museum of German architecture. 

After the purchase of the property in 1979, 

Klotz struggled with the friction between the 

term museum and its function, which would be 

the centre for German architecture. He saw the 

collecting of drawings and models only as a part 

of its future function. The building should differ 

from a classical and conservative museum. In 

his vision it would become more of an institute 

with the exchange of architectural knowledge as 

its core. As Klotz describes it, it should be “ein 

Umschlagplatz von Ideen, von Programmen, 

von Kritik und Bestätigung“[59]. 

Two possibilities of preservation were 

considered. The first option was to renovate the 

old villa and to use it as a museum. This concept 

turned out to be inefficient where the layout and 

structure of the old villa were not appropriate 

to host a museum. In the second concept, the 

old substance would be incorporated in a new 

museum building.[60] Oswald Mathias Ungers 

was appointed to solve this issue in a design for 

the museum following this second concept.

Design process

A first sketch presented in September 1979 

already shows his basic idea for the museum 

[Fig. 3.17]. He preserves the facades of the 

existing building and surrounds the existing 

with a single-story and glass-covered hall. 

In doing so, he turned the old building in an 

exhibition piece itself, as a house within a house. 

This was not the first time he considered the 

‘house-in-house’ principle. In his lecture series 

in Berlin in 1964 and 1965 he already used 

this metaphor to describe the first Pergamon 

Museum (1897-1899), a building designed by 

Fritz Wolff.[61]

Deutsches ArchiteKtur MuseuM (DAM) - o.M. ungers

58. Voigt, W. (2014). P:6

59. Voigt, W. (2014). P:7

60. Klotz, H. (1985). P:159

61. Cepl, J. (2014). P:29
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Before he made this sketch, he did not see any 

potential in the old villa that was present on the 

site. About the sketch Ungers stated: “This idea 

has the potential to elevate the building way 

above the level of a simple renovation of some 

arbitrary mansion.” Here he adds: “I treat the 

building like a pure coincidence, like nature. 

Like something that’s grown, something that 

I don’t have anything to do with, that I don’t 

design either.... And standing across from that…

there’s that which is planned, the dialectical 

antithesis.”[62]

In his initial sketches, Ungers transformed the 

villa into a labyrinth by selective subtractions. 

The only walls remaining were the ones that 

were structurally necessary. In doing so, he 

foresaw the effects of a Mies-like pavilion [Fig. 

3.18]. However, this ‘labyrinth concept’ was 

discarded when it proved that the most cost-

effective solution to fulfil the demands of a 

museum would be to remove the core of the 

old building and create a new structure with 

concrete floors.[63]

At the end of 1980, he further developed the 

‘house-in-house’ principle in a new sketch 

for the museum. Besides the placement of 

the existing villa within a museum building, 

he decided to install a new volume within 

the existing villa. This can principle can be 

considered as a house within a house, within a 

house. At first, he did not literally place another 

house within the existing villa, where he 

created an atrium in the centre of the remains 

of the building [Fig. 3.19]. This atrium was 

experienced as a lighthouse that grew out of 

the roof of the existing building. This design 

was approved by the municipality in December 

1980.

The design

Although approved, Ungers developed a new 

and more literally concept of this ‘house-in-

house’ principle in the existing villa at the end 

of 1980, that would result in the building as it 

is experienced today. Instead of an atrium, he 

designed an object within the space enclosed 

by the former villa that reminds of a typical 

house with a gabled roof [Fig. 3.21]. The object 

represented a library tower, standing free in the 

villa beneath a glass roof.

Where at the start of the design process 

he foresaw a design with a strong contrast 

between a new rational building and the old 

irrational villa. In his final design this border 

disappeared, resulting in a coherent and clean 

building. He removed the abundantly present 

decoration in the former villa, despite some 

ornamentation on the facade which he could 

not remove following the demands of the 

historical preservation authorities. Despite this 

critical supervisor, even in the facade he placed 

62. Cepl, J. (2014). P:30

63. Cepl, J. (2014). P:30
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Fig. 3.18: Sketch of the 

‘Mies-pavilion’ concept  from 

1979 for the museum, in 

which Ungers turned the old 

villa into a labyrinth by selec-

tive subtractions.

Fig. 3.19: Plan and section of 

the ‘house-in-house’ concept 

in which the inserted volume 

is designed as an atrium in 

the form of a lighthouse. 

Fig. 3.20: Axonometry of the 

preliminary design, showing 

the ‘house-in-house’ concept 

in which the inserted volume 

is designed as an atrium in 

the form of a lighthouse. 

Fig. 3.21: Axonometry of the 

adjusted design, in which 

the atrium is replaced by a 

house-like structure under a 

glass roof.
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Fig. 3.22: The garden of Villa 

Schaumainkai before and af-

ter the intervention resulting 

in the current DAM. 

Fig. 3.23: Floor plans of the 

DAM following the design of 

Ungers. The different spaces 

between the separate layers 

of the building can be rec-

ognized.
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square windows in the rectangular openings of 

the former windows [Fig. 3.22].

This concept of the square is recognizable 

throughout the building. Every detail, “right 

down to the floor surface, the structure of this 

pavilion, - which encloses a tiny inner courtyard 

with a carefully conserved tree - demonstrates 

the omnipresence of the quadrate or rather the 

cube, which dominates the whole building as 

a modular system.”[64] The outer skin of the 

museum is a thick wall of red sandstone with 

niches, indentations and voids, that brings 

back the memory of a city wall. The next 

layer is formed by a wall that is perforated by 

cubic forms, forming a skeleton. This layer 

is followed by the facade of the old villa, in 

which the inserted clean and white ‘house’ that 

corresponds to the interior of the villa.

As discussed, by enclosing the old villa by a 

wall, the villa has been turned into an exhibition 

piece itself. In this villa a new volume with five 

exhibition levels is included, offering a unique 

spatial experience. Besides being an exhibited 

object, the house itself is the host of an 

exhibition.[65] Ungers wrote about this ‘building-

in-building’ principle: “this reversal from inside 

to outside, this entrance into a room and in so 

doing, being outside the next room, consciously 

exploits an opportunity to experience space. This 

is the theme of the architectural museum.”[66]

In the museum an endless continuity of 

entering and leaving spaces is the theme 

for the design of the museum. This overall 

architectonic concept refers to the experience 

of the city as a system. The building is not 

only supported by the sandstone plinth, it is 

furthermore described as referring to a city 

wall, using the city as a metaphor for the image 

of the museum as simultaneously conserving 

and presenting the exhibited elements.[67] The 

experience of the museum is formed by the 

merging of the opposites, of the contradicting 

spaces in the museum. Ungers used the 

so called ‘coincidentia oppositorum’, or the 

‘collision of opposites’, which resulted in the 

interdependency between the elements that 

form the museum.[68] Although in a more subtle 

way, it reminds of the various experiences one 

gets when wandering through the Pergamon 

museum. In the Pergamon museum the 

exhibited elements are part of this spatial 

experience, colliding with the generic design 

of the museum. In the case of Ungers the 

different opposites are not part of the exhibition, 

but are designed in a way to evoke this spatial 

experience. The exhibition is placed within this 

opposing environment.

Architect versus client

Although satisfied with the design at that time, 

a friction with his client Klotz occurred. Klotz 

understood that the freestanding object that 

64. Naredi-Rainer, P. (2004). 

P: 236

65. Klotz, H. (1985). P:160

66. Naredi-Rainer, P. (2004). 

P: 237

67. Naredi-Rainer, P. (2004). 

P: 35

68. Klotz, H. (1985). P:161
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connected the different floors would not benefit 

the museum operations and its openings would 

result in fire safety issues.

Ungers responded as follows: “But dear 

Heinrich...whoever talked about pragmatic 

or functional considerations when the 

Guggenheim Museum or the Nationalgalerie 

was concerned.”[69] Klotz emphasized that he 

also intended to realise a museum according to 

a new concept and that he had trust in the ideas 

of Ungers. Despite this trust he stated: “Other 

museum directors that are less concerned 

with realizing an architectural concept simply 

wouldn’t believe it of me.”[70] With regained 

trust, Ungers became more dominant when 

the building approached its completion. In his 

behaviour he expressed that his design attitude 

was based on his idea of architecture instead of 

designing a functional museum for his client. 

He even advised Klotz: “Just leave the whole 

building empty and buy yourself a shack next 

door where you can display all of your stuff!”[71]

Criticism

Although the building is a great example 

of post-war German architecture, criticists 

consider it to be hard to really appreciate the 

building as a functional museum, as could 

already be derived from the comments of Klotz. 

Columns standing in the middle of exhibition 

rooms, small hallways as residual spaces and 

some workspaces being rather unsatisfactory 

summarize these functional considerations. 

Furthermore, the organizational principle of 

the spatial sequence and the spaces themselves 

make the orientation within the building rather 

difficult.[72] Furthermore, it was noticed that 

the building could only fulfil its function as 

an architectural museum to a limited extent. 

Because of the clearness and perfection of the 

structure, any addition or change within the 

building would result in the disturbance of this 

spatial experience, unless it fits into the basic 

structure of the omnipresent quadrate [Fig. 

3.25]. Romana Schneider, a former curator of 

the museum, even stated that the building was 

more beautiful when empty.[73] 

Conclusion

Of course, a contrast between a clear building 

and its exhibition contributes to the focus on 

the exhibition. But the fact that through the 

disjunction of the building and its exhibition 

the building would be better off without an 

exhibition, evokes the question if the design 

of the building is as suitable as it could be, 

regardless of its architectural qualities. Despite 

this disjunction, the building presents a useful 

concept for the design for the Museum of 

Tessiner Building Knowledge, where the spatial 

sequence of opposing spaces could result in an 

enhanced experience of the separate exhibited 

building periods.

69. Cepl, J. (2014). P:34

70. Cepl, J. (2014). P:33

71. Cepl, J. (2014). P:35

72. Kieren, M. (1994). P:114

73. Naredi-Rainer, P. (2004). 

P: 237
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Fig. 3.24: Exhibition space 

around the inserted house-

like volume on the top floor 

of the museum.

Fig. 3.25: Exhibition space 

around a patio that is located 

in the part of the museum 

that is built in the former 

garden of the villa. The clean 

interior makes every addition 

in the form of an exhibition a 

corruption on its clear struc-

ture.
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MuseuM concePt

In the concept for a new Museum of Tessiner 

Building Knowledge, the different parts of 

the research that have been conducted in the 

previous chapters will converge. This concept 

is the result of the research into the history 

in museum typology and the conducted 

case studies, combined with the intention of 

the project to present the different building 

periods of the region Ticino to its visitors. In 

a later stage, this concept will be projected on 

a location in Bellinzona and translated into the 

design for the Museum of Tessiner Building 

Knowledge. 

The chapter starts with a short summary of the 

concept, followed by an extended description 

of the starting points for the museum, that are 

based on the conducted research. It discusses 

what knowledge is adopted, neglected or 

adjusted, to realize a concept for a museum that 

is strong enough to bundle the diverse building 

knowledge of the separate periods and is at the 

same time capable of conveying this knowledge 

to its visitors. After discussing the museum 

type, the materialization of the building and its 

form and expression, a position is taken in the 

debate about tectonics that corresponds to the 

goals of the project. 

introDuction
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1. Classical museum principle. Four wings around a central 

Rotunda

3. The wings are separated to form a central access. Each 

wing will function as a small version of the museum.

2. Volumes added, designed according to the exhibited 

period, referring to the house-in-house principle of Ungers 

and the style chambers in the Pergamon Museum.

4. Sequence in the museum experience:

 A: Generic

 B: Generic/Couleur Locale

 C: Couleur Locale

A

A B C B A

BA

BC
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Fig. 4.01: Summary of the 

museum concept.

The adjacent scheme presents a summary of 

the concept for the museum, that will be further 

described in this chapter [Fig. 4.01]. 

1. Classical museum principle

The layout of the museum is based on a classical 

museum type. Four wings are positioned 

around a central rotunda, each hosting the 

exhibition of a different building period.

2. Volumes as style chambers

Volumes are inserted in the courtyards, 

reminding of the house-in-house principle that 

Ungers applied in Frankfurt. The volumes will 

be designed according to the couleur locale of 

the specific exhibition, creating an atmosphere 

reminding of the Pergamon Museum in Berlin.

3. Central access

The wings are separated to form an entrance 

in the centre. At the same time, it provides in 

light and air between the wings. The Rotunda 

will function as the central access to the 

different wings, where each wing is organized 

in a similar way, functioning as a small version 

of the museum in itself. The use of primary 

forms, the repetition of elements and the use of 

symmetry fit in the built environment of Ticino.

4. Sequence in museum experience

In the museum, a sequence of experiences is 

present as a result of the different building 

periods that are exhibited. In addition, a 

transition from the generic exterior to the 

couleur locale of the interior is formed.

5. Brickwork and an absence of ornamentation

Brickwork will be used as a material for 

the generic skin, where it does not belong 

specifically to one of the exhibited periods. Little 

ornamentation and adding little other materials 

to the brickwork will place the focus on the 

exhibited objects.

6. Colonnade

The generic skin will be designed as a reference 

to the colonnade, making the museum a 

contemporary version of a classical museum. 

The ‘colonnade’ is applied to structure the 

building and to bring order in the diversity that 

is present in its exhibitions.

6. Tectonics

Where the form, the expression and the use of 

the brickwork might not directly be associated 

with a brick building, a position in the tectonic 

debate is taken. The goal to provide a clear 

background for the diversity in the exhibition 

outweighs the personal moral attitude regarding 

tectonics. However, the building should not be 

dishonest. If brickwork is used as cladding of 

if brick slip is applied, this will be made visible 

in a subtle way, where it is not the intention to 

place the focus on the generic skin.

suMMAry
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Introduction

At the start of the graduation process, after 

the formulation of the research question, the 

first idea was to split the museum in different 

buildings. Instead of giving the different 

volumes a different function like for instance 

the NAI by Coenen or the DHM by Rossi, the 

idea was to assign each building period that is 

exhibited an individual volume, in which the 

buildings would be designed according to the 

specific period. 

However, designing such an expressive building 

was not suitable for the city of Bellinzona. 

Where an exterior designed as a ‘theme park’ 

did not fit with the built environment of Ticino, 

that is particularly known for its strong and 

monolithic buildings. Furthermore, multiple 

examples can already be found of buildings 

that are associated with the exhibited periods 

when visiting the surroundings of Bellinzona. 

The visitor of the museum can drive through 

the region and visit examples of buildings 

that are exhibited in the museum. Instead 

of the museum becoming a showcase of the 

different building periods, the intention of the 

new museum is to bundle the different periods 

within the walls of one strong and uniform 

building. The goal for the design is not to 

favour one specific period, but to exhibit them 

on an equal level against a generic background.

Classical museum principle

The function of the museum as the centre for 

building knowledge in the canton, located in its 

capital, requests a representative building. The 

goal of the project reminds of the monumental 

designs that classical architects made as 

representation of the wealth and power of a 

certain civilization, that were often considered 

as a gift to its population. The intention of 

designing a strong and representative building 

that is capable of bundling the knowledge of 

the different periods within its walls, makes the 

idea of a classical museum a solid starting point 

for the museum concept.

Especially the designs by Boullée and Durand 

for an ideal museum at the end of the eighteenth 

century are suitable, not only by their strong and 

representative appearance, but also through 

their layout. Both designs are characterized by 

their four identical wings that are connected 

by a central rotunda. This resulted in the basic 

layout for the Museum of Tessiner Building 

Knowledge. Three wings will correspond to 

the three exhibited building periods, where the 

fourth will be used for temporary exhibitions. 

This reminds of the design of Durand, in 

which three wings were reserved for different 

types of art, where the fourth was reserved for 

temporary exhibitions.

The entrance, routing and secondary facilities 

MuseuM tyPe
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Fig. 4.02: Sketch of the mu-

seum concept: four wings 

representing the different 

periods around a central 

rotunda. In the courtyards 

volumes will be inserted de-

signed in the couleur locale.

Fig. 4.03: Conceptual sketch-

es of volumes designed in 

the couleur locale, placed in 

a generic environment.
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will be located in the central rotunda that 

forms the access to the four wings. Placing 

the entrance in the centre prevents a specific 

exhibition of being favoured. To allow the 

visitor to enter the building in the centre, the 

wings are separated, providing in light and air 

between the volumes, while at the same time 

decreasing the size of the large building.

House-in-house principle

The German Architecture Museum in Frankfurt 

by Oswald Mathias Ungers showed the most 

interesting design concept of the conducted 

case studies. The separation of the four wings 

already refers to the house-in-house principle of 

Ungers, but in the form of a ‘museum within 

a museum’, where the layout of each wing will 

function as an individual museum.

In the design of Ungers a sequence of 

experiences is present as a result of the different 

layers that form the building. This concept 

will function as the starting point for the new 

museum to allow the visitors to experience 

the different building periods. According to 

Ungers: “this reversal from inside to outside, 

this entrance into a room and in so doing, being 

outside the next room, consciously exploits 

an opportunity to experience space. This is 

the theme of the architectural museum.”[74] 

Despite the strong concept, his translation 

in the museum has a couple of downsides as 

described in the previous chapter. His design 

misses the connection with its exhibition, both 

on the interior and the exterior. Furthermore it 

was stated that every addition to the building 

results in the damaging of the clear concept. 

In the design for the new Museum of Tessiner 

Building Knowledge, lessons learned from the 

other case studies are used to complement this 

starting point.

The main translation of the principle of Ungers 

in the new museum concept is the insertion of 

volumes in the courtyards of the four wings, 

reminding of the house that Ungers placed 

within the existing Villa. Where Ungers 

designed this volume as a generic white object 

in the form of a house, these volumes will be 

designed according to the style of period that is 

exhibited in the specific wing.

Where the skin of the building is designed in 

a generic way, the inserted volumes will create 

an atmosphere in the wings reminding of the 

experience of the Pergamon Museum in Berlin. 

Besides hosting an exhibition, these volumes 

will be part of the exhibition themselves. As in 

the museum of Ungers, a collision of opposites 

will occur. The tension field that is formed 

between the generic shell and the couleur locale 

will result in an interdependency between the 

different elements in the four wings, but also 

between the separate wings that will each 
74. Naredi-Rainer, P. (2004). 

P: 237
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obtain a different atmosphere.

By placing the museum building on a pedestal, 

the contemporary interpretation of a classical 

museum becomes an exhibited object in itself. 

At the same time, this generic skin of the 

museum will function as a pedestal. This will 

especially be experienced on an urban level, 

where the archetypical volumes that protrude 

above this skin will be considered as exhibited 

objects. The protrusion of the volumes above 

the roof makes them perceivable under outdoor 

conditions. At the same time the atmosphere 

on the roof is defined, where the roof area will 

also be used to exhibit objects that are capable 

of resisting the outdoor conditions. Where in 

ancient times works of art were displayed in the 

open courtyards of palaces and cloisters, here 

the outdoor display enhances the experience of 

the exhibited building parts.
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Fig. 4.04: Conceptual sketch 

of the ‘colonnade’, used as a 

display and pedestal for the 

exhibited period.

Fig. 4.05: Conceptual sketch 

of the ‘colonnade’, used as a 

display and pedestal for the 

exhibited period.
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order, resulting in an appropriate environment 

to experience the exhibitions.

In addition, the ‘colonnade’ serves a purpose 

on an urban level. The perspective effect and 

the shadows in the facade add a depth to the 

building, bringing back a more human scale 

to the large building. The series of ‘columns’ 

give direction to people passing by. From 

a distance, the facade will be experienced 

as a closed wall. When approaching the 

building, the cabinets between the walls will 

be revealed, where a preview of the exhibition 

can be recognized through the windows. In 

the ‘Fragmentengebouw’ of the Rijksmuseum, 

the addition of building fragments resulted 

in a quite chaotic facade. As a reaction, the 

‘colonnade’ in the Museum of Tessiner Building 

Knowledge forms a facade that provides an 

organized display for the building elements 

that are integrated in its niches.

Despite the fact that the expression of the 

building does not belong to a specific period 

presented in the museum, the building contains 

characteristics of these periods. Elements as for 

instance the strong rhythm, the symmetry, the 

primary forms, the repetition of elements and 

the classical layout of the museum make the 

building fit in the Tessiner built environment.

The skin of the building is designed as a 

reference to the principle of the colonnade. 

Although not a real colonnade, the appearance 

of the museum will be recognized as such by 

the visitor, emphasizing the accessibility of the 

building and its museum function. The facade 

with its strong rhythm forms the generic decor 

for the exhibited objects, that can be recognized 

above and within this ‘colonnade’. The strong 

appearance suits the function of the museum. 

Together with the plinth and the edge of the 

roof, the ‘colonnade‘ is capable of bundling the 

variety of building knowledge that is present in 

the different exhibited periods. 

The ‘colonnade’ refers to the classical gallery as 

a public space around a courtyard, emphasizing 

the accessibility of the building and the fact that 

something is exhibited on the other side of the 

facade. Where in a classical gallery sculptures 

were placed in the niches, building parts and 

models will be incorporated in the Museum 

of Tessiner Building Knowledge. Applying a 

‘colonnade’ helps to structure the building, 

not only in a constructive way, but also in the 

organization of the building and the partitioning 

of the exhibitions, giving direction to the visitor. 

The strong expression of the building and the 

clear rhythm of the facade form a contrast with 

the diversity present in the exhibitions of the 

separate building periods. The skin provides the 

building and its exhibition with calmness and 

forM AnD exPression
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Fig. 4.07: The exhibited ob-

jects in the Pergamon Muse-

um in Berlin are emphasized 

by placing them in a submis-

sive environment.

Fig. 4.06: Brickwork used 

as a  background for the old 

structure in the railwaysta-

tion of Bad Homburg.
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Within the museum, different building 

periods will be exhibited, each with its own 

characteristics as for instance materialization 

and ornamentation. The museum has to be able 

to bundle these differences, providing a strong 

and ordered environment to display these 

periods, allowing the visitor to experience the 

development that has occurred over the years.

In the search for an appropriate material, 

brickwork turned out to be most suitable 

for this generic environment. It will form a 

contrast with the elements that are presented 

within the museum, without distracting the 

visitor of the exhibited objects. By using a 

single material that is not typical for the region, 

the museum emphasizes the characteristic 

elements of Ticino that it houses. To strengthen 

this focus of the visitor on the exhibition, the 

generic skin will be designed in a clean way 

without an abundance of ornamentation. This 

corresponds with what Martin Wagner stated 

earlier in this report, that the architectural 

mood inside a museum should be modest and 

that “any ornament, anything gay in colour and 

glittering does damage the works of ideal art”.
[75] This attitude will be present in the design for 

the generic skin of the museum.

Although applied in some projects in Ticino 

by for instance Mario Botta, brickwork is not a 

typical Tessiner building material. As described 

in the chapter about Tessiner building 

knowledge, the different building periods are 

characterized by materials as concrete, natural 

stone, wood and plaster. These materials would 

not be suitable to use in the generic skin of the 

museum, where the design of the museum 

would favour a certain building period. 

Moreover, the skin would not form a contrast 

with the elements belonging to the exhibited 

period in the specific wing.  

The visitor will experience everything that is 

not designed in brickwork as being part of the 

exhibition. It recalls the image of the Pergamon 

Museum, where the focus of the visitor is placed 

on the exhibited elements, that are placed in a 

more or less submissive environment.

Furthermore, the use of brickwork adds a 

certain scale to the large building, where it at the 

same time provides the museum with a warm 

texture, capable of giving direction to the visitor. 

Little materials are added to this brickwork in 

the generic skin, where the exhibition already 

provides in sufficient variety in materialization. 

Main addition to this brickwork is the use 

of glass for the openings in the museum. To 

provide in the experience of the generic skin 

serving the exhibition, elements as window 

frames, balustrades and other services will be 

detailed in a minimalistic and coherent way to 

reduce possible distractions. 
75. Pevsner, N. (1976). P:124

MAteriAlizAtion AnD ornAMentAtion
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The use of brickwork as a material for the 

generic skin of the building fits with what 

Mario Botta and Luigi Snozzi stated about the 

built environment, that architecture should 

be distinct from nature. Snozzi considers the 

cultural landscape to be “the field of former and 

future operations, where genuine (nature) has 

been successively and unsentimentally made 

useful and was changed into culture during the 

process”[76]. Historically, masonry is considered 

to be the material that represents this conquest 

on nature. In the brick production process, 

the four classical natural elements that were 

defined in ancient Greece are united. Earth, 

water, air and fire together allow us to control 

the characteristics of the material, resulting in 

a broad spectrum in the brick’s appearance and 

application.

As stated, the complete generic skin will 

be realized in brickwork, requiring a high 

quality brick. In the Petersen brick, renowned 

as a result of the bricks they produced for 

Zumthor’s Kolumba Museum, this quality is 

found through their capability of controlling the 

characteristics of the brick. Petersen produces 

bricks that are suitable to use in walls, floors 

and ceilings. Furthermore, the bricks can be 

made water resistant, allowing the material 

to be exposed to outdoor condition without 

the addition of protective elements. The brick 

and its application in the Museum of Tessiner 

Building Knowledge will be further described 

in the chapter that discusses the design for the 

museum.

76. Lichtenstein, C. (1997). 

P:9
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Introduction

The previously described concept collides 

with the notion ‘tectonics’, a term that causes 

a constantly recurring debate in the field of 

architecture. It is a discussion about whether a 

building should express how it is made, about 

revealing natural law and in particular gravity. 

To form a reasoned attitude that corresponds 

to the goals of this graduation project, an 

exploration of the debate about tectonics is 

conducted. 

The term ‘tectonics’ is derived from the ancient 

Greek ‘tektonikos’ which was related to the act 

of building, where the term ‘tekton’ was used to 

describe a carpenter or builder. The role of this 

‘tekton’ eventually led to the emergence of the 

master builder or ‘architekton’. The term gained 

a more poetic meaning when the carpenter 

assumed the role of a poet. The notion further 

evolved from something specific as ‘carpentry’ 

to a more generic notion of ‘making’, described 

by Adolf Heinrich Borbein in 1982 as: “Tectonics 

becomes the art of joinings.”[77]

Tectonics and Stereotomics

Karl Botticher distinguished the ‘Kernform’ 

and the ‘Kunstform’ when referring to the 

Greek temple, separating the core form of the 

timber rafters and the artistic representation 

of the same elements. He considered the term 

‘tectonic’ as the complete system binding all 

the parts of the Greek temple into a whole, 

including the ornamentation.[78] In 1842, 

Botticher published ‘Die Tektonik’, a book of 

which the motto was: “The form of the body is 

the mirror of its essence! Master it, and the seal 

of the riddle is broken.”[79] To him, tectonics was 

about raising the construction of the building 

to an art form. Where a column has a technical 

function, this function might not always be 

experienced. The form of the column should 

be adapted to give expression to its function, 

referring to the Greek columns. In this way, 

“form gives the construction material the 

expression of its fulfilment of function”[80]. 

Gottfried Semper attached less value to 

specifically expressing the structure. To him, 

tectonics was more about the presence of 

natural laws in general. Semper described 

in the introduction to his ‘Theory of Formal 

Beauty’ his understanding of the term tectonics 

as: “Tectonics deals with the product of human 

skill, not with its utilitarian aspects but solely 

with that part that reveals a conscious attempt 

by the artisan to express cosmic laws and 

cosmic order when molding the material.”[81]

In ancient Greece, tectonics was originally 

used to describe artists working with dry joints. 

In general, the term was used to describe 

artists working in all hard materials except for 

metals. As Karl Otfried Müller stated in 1830: 

tectonics

77. Frampton, K. (1995). P:4

78. Frampton, K. (1995). P:4

79. Anderson, S. (2002). 

P:293

80. Anderson, S. (2002). 

P:117

81. Anderson, S. (1980). 

P:151
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Fig. 4.08: The ancient Greek 

Doric column as the reinter-

pretation of a timber frame.
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“I did not fail to notice that the ancient term 

tektones, in specialized usage, refers to people 

in construction or cabinet makers, not however, 

to clay and metal workers.”[82] 

This separation can also be found in the two 

fundamental procedures that Semper classified. 

He considered the ‘tectonics’ of the frame, 

as lightweight and linear components that 

are assembled in a specific way. On the other 

hand, he considered the ‘stereotomics’ of the 

earthwork, where mass and volume together 

are formed through the piling of heavyweight 

elements, in which he refers to load-bearing 

masonry. In his ‘stoffwechseltheorie’, Semper 

describes transitions taking place in history 

between these ‘light‘ and ‘heavy’ elements, 

where architectonic attributes of one element 

are expressed in the other, to retain the 

traditional symbolic value. As an example he 

considers the Greek temple, where stone is cut 

and placed in a way that reinterprets the form 

of the archetypical timber frame [Fig. 4.08].[83] 

In the German language, the separation 

between tectonic and stereotomic is 

strengthened by considering two types of walls. 

The term ‘Mauer’ is used to describe a massive 

or load-bearing wall. The term ‘Wand’ is used 

for walls that are considered to be the infill and 

is related to the term ‘Gewande’ that refers to 

a robe.[84] Semper made a similar distinction 

for a dwelling, inspired by a Caribbean hut 

he encountered. According to him, a dwelling 

could be divided into four basic elements. The 

earthwork, the hearth, the framework / roof and 

the lightweight enclosing membrane.[85] Despite 

this separation, Semper remained relatively 

undecided in relation to the expressivity of  

the structure and cladding according to Harry 

Malgrave.[86]

Architecture of cladding

Adolf Loos had a more clear opinion, where 

according to him the ratio between the structure 

and the skin shifted. To counteract the risks of 

imitation architecture, he drafted the so called 

‘Law of Cladding’, stating that “we must work in 

such a way that a confusion of the material clad, 

with its cladding is impossible”[87]. 

Loos used an altered definition of the notion 

‘cladding’ as it was considered by Semper. He 

abandoned the strict separation between the 

cladding and the structure. He considered the 

cladding of a building as the skin of a human, 

independent of arbitrariness in its appearance. 

The cladding forms a relation with the 

construction, in which the structure is neither 

expressed nor hidden. The goal is not to visualize 

the structure, but to remind of the structure.[88] 

Loos was in that way less concerned with the 

natural properties of building materials and 

the separation of structure and cladding than 

82. Frampton, K. (1995). P:4

83. Frampton, K. (1995). P:6

84. Frampton, K. (1995). P:5

85. Frampton, K. (1995). P:5

86. Frampton, K. (1995). 

P:16

87. Kollhoff, H. (1993). P:61

88. Kollhoff, H. (1993). P:61



104

Semper and Botticher. When speaking about 

construction, he considered the appearance of 

the structure independent of its constructive 

cause.

Hans Kollhoff adds to this discussion about 

tectonics, where he also applies cladding in his 

designs. He recognizes the quest of architects to 

express the structure, where this is considered 

to be an ‘objective’ element in the current 

day architecture that has been influenced by 

technological developments. However, in his 

designs he makes use of brick slip in a way 

that it reminds of a structure made of common 

bricks. Here he asks himself the question if the 

layman would appreciate or even recognize the 

tectonics in a building.[89] He states that people 

relate the characteristics of a building to the 

properties of the human body. Referring to 

Loos, Kollhoff states that like the skeleton and 

organs of people are covered with skin to appear 

as a person, people do not desire a house that 

appears as a stacking of constructive elements 

and installations. A user or spectator does not 

care about how the building is constructed.[90] 

However, Kollhoff does appreciate the weight 

of a structure. Here he refers to Semper, who 

stated that although lightweight structures 

seem to be more perfect, building is all about 

the interplay of masses, where people can relate 

to the effect of gravity.[91] Kollhoff considers the 

‘architecture of cladding’ that Loos described 

as a fact. As a result of building regulations, 

monolithic buildings as medieval castles with 

thick brick walls are not achievable. Over time, 

the layered wall became the standard and 

eventually the wall lost its load-bearing function 

as a result of the emergence of the skeleton 

structure.  

In the Siegel Hall at the IIT in Chicago, Mies 

van der Rohe dealt with this development in a 

subtle way. The building is an example of how 

technological developments influenced the 

debate about tectonics. Where the main steel 

structure had to be clad with concrete to meet 

fire regulations, on the exterior he refers to this 

steel structure by using thinner steel profiles 

as a frame for the brick infill. To emphasize 

the brick as a cladding material, he wrapped 

the brickwork around the steel structure at the 

feet of the column [Fig. 4.09]. Although a nice 

gesture of showing the structure on the exterior, 

in a way, the spectator is deceived where the 

steel he sees is not the actual structure. 

Defying natural law

In contrast to the expression of natural law by 

showing how a building is constructed, natural 

law can also be revealed by defying its force. 

The Memorial to Rosa Luxemburg and Karl 

Liebknecht, built in 1926 following the design 

of Mies van der Rohe, is formed by cantilevered 

89. Kollhoff, H. (1993). P:57

90. Kollhoff, H. (1993). P:58

91. Kollhoff, H. (1993). 

P:62-63
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Fig. 4.09: Corner detail of 

the Siegel Hall by Mies van 

der Rohe (1945). The steel 

on the exterior refers to the 

inner structure that is clad in 

concrete.

Fig. 4.10: Picture of the cor-

ner of the Siegel Hall by Mies 

van der Rohe (1945).

Fig. 4.11: The Memorial to 

Rosa Luxemburg and Karl 

Liebknecht by Mies van der 

Rohe (1926).

Fig. 4.12: AEG turbine facto-

ry in Berlin designed by Pe-

ter Behrens (1909).



106

Fig. 4.13: Ransila 1, office 

building by Mario Botta in 

Lugano (1985).

Fig. 4.14: Detail of the facade 

of Ransila 1 by Mario Botta.

Fig. 4.15: Bechtler museum 

in Charlotte by Mario Botta 

(2009). 

Fig. 4.16: Detail of the 

cladding and column that 

Botta applied in the Bechtler 

museum.

Fig. 4.17: Cathedral of the 

Resurrection in Evry by 

Mario Botta (1995). 

Fig. 4.18: Interior of the 

cathedral in Evry by Mario 

Botta.



107

brick volumes [Fig. 4.11]. Where the element is 

surrounded by space, its defiance of natural law 

is emphasized. The spectator recognizes  that 

the cantilevers are enabled by an underlying 

structure. Another example of a building that 

expresses the fact that an element is non-

bearing is found in the AEG turbine factory 

in Berlin, designed by Peter Behrens and 

constructed in 1909. To prevent the impression 

of the roof resting on the corners, the massive 

concrete corner posts stop shortly beneath the 

roof, emphasizing the fact that they are not the 

supporting elements.

Mario Botta and tectonics in brickwork

Relating the discussion about tectonics to the 

use of brickwork and to the region Ticino, 

the work of Mario Botta provides various 

examples of how he deals with tectonics in 

brickwork. Botta states that he “uses brick as 

a facing material because it never appears to 

hold the structure up, but instead it seems to 

be held up by the structure underneath”[92]. 

Where the masonry is not structural, he 

designs the brickwork in such a way, that one 

would recognize the bricks as cladding. For 

instance in the office building Ransila 1 in 

Lugano, where the cantilevers in the facade 

already reveal an underlying structure [Fig. 

4.13]. On more detailed level, this is expressed 

by using masonry bonds as ornamentation, 

demonstrating that the masonry functions 

as cladding for the underlying structure. The 

bonds in Botta’s work remind of the weaving 

of fabric, referring to the non-bearing masonry 

as a ‘Gewande’ or ‘robe’ as discussed before. In 

addition, Botta rejects the idea that materials 

should be applied according to their properties. 

In his view, the layman is capable of recognizing 

the fact that the brickwork is used as a fabric 

around a structure.[93] 

Botta’s design for the Bechtler Museum might 

show this attitude in the most expressive way 

[Fig. 4.15]. Where the building is completely 

clad in brickwork, through its cantilever and 

the disconnection of the brickwork in the 

column with the floor, it is directly visible that 

the building relies on a structure that is hidden 

behind this brick skin. When approaching 

the building, the stacked stretcher bond and 

the absence of mortar in the joints confirm 

this observation. Here again, the brickwork 

in the walls and ceiling represents itself as a 

fabric around a structure, without implying 

that the masonry is load-bearing. One of 

Botta’s most famous works, the Cathedral of 

the Resurrection in Evry, further expresses his 

attitude. Ornamentation in the brickwork and 

the floating brick structure reveal an underlying 

structure. This can also be experienced in the 

interior, where natural laws are further defied 

through the presence of a brick ceiling.

92. Jodidio, P. (1999). P:54

93. Campbell, J.W. (2003). 

P:294
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Despite a personal design attitude that usually 

expresses and even emphasizes the properties 

of applied materials, this graduation project 

requested a different attitude for the design of 

the generic skin of the new museum. To form 

a decor for the different exhibited periods, a 

single material will be used as described earlier 

in this report. Brickwork will be applied to form 

a contrasting fabric around the exhibitions. 

Although the material can be applied in many 

forms, the goal of the museum is not to be a 

showcase of the characteristics and possibilities 

of brickwork. Instead, the skin will be clean and 

straight with an absence of ornamentation. The 

intention is not to attract the attention to the 

skin, where the visitor should be focussed on 

the exhibition between the elements that form 

this skin. In contrast, the inserted volumes and 

the exhibition pieces represent how the Tessiner 

culture dealt with the notion of ‘tectonics’. This 

concept for the skin, of forming a generic decor 

without favouring a specific period, outweighs 

the personal moral attitude regarding tectonics. 

However, this does not mean that the generic 

skin should be dishonest. Following the 

opinion of Loos, it is not the intention to 

hide the structure, but neither is it the goal to 

express exactly how the building is constructed. 

As stated by Kollhoff, the skin is used to give 

form to what it houses and is in that way related 

to the human body.[94] This also applies to the 

use of brick slip in the new museum. Although 

it is not the intention of the thin brick to attract 

the attention of the visitor, the material can be 

recognized as such, without trying to imitate 

the original stone by for instance using special 

stones on the corners to hide the thin edges. If 

applied, the thin brick could be visible by for 

instance showing the thickness of the brick slip 

on the edges. Instead of being used as a fake 

brick, the brick slip will be considered as a real 

brick slip.

In tectonics, the expression of natural laws 

is a key element according to Semper. In the 

design for the museum this will be provided by 

a distinction between the load-bearing and infill 

elements, related to the distinction between 

the terms ‘Mauer’ and ‘Wand’ as discussed 

before. Where Kollhoff wonders if the layman 

would recognize the tectonics in a building, the 

distinction between these two types of building 

elements in the same material should be clearly 

recognizable.

Strategies

The schematic sketches on the adjacent page 

provide an overview of possible strategies 

regarding the discussion about tectonics 

that correspond to the goals of the project. It 

provides an idea of how a distinction can be 

made in the museum between load-bearing 

and non-bearing elements or between common 
94. Kollhoff, H. (1993). P:58

PersonAl AttituDe
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a.

a.

a.

c. d. e.

b.

b. c. d. e. f.

c. d.

b.

Fig. 4.19: Masonry bonds:

a. Load-bearing

b. Non-bearing, absence of 

mortar

c. Non-bearing, stacked

d. Non-bearing, vertical

Fig. 4.20: Visibility of the 

brick slip:

a. normal bricks

b. brick slip, visible

c. brick slip, visible

d. brick slip, invisible (wrong)

e. brick slip, visible

f. brick slip, visible

Fig. 4.21: Distinction be-

tween load-bearing and non 

load-bearing elements:

a. structural element 

receives more mass

b. decoupling of non-bearing 

element

c. floor resting on load 

bearing element

d. decoupling of floor and 

non-bearing wall

e. decoupling of floor and 

non-bearing wall
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brick and brick slip. Of course, one can think 

of more possibilities, especially on the level of 

ornamentation in the brickwork or by revealing 

the underlying structure. However, the goal of 

the generic skin is to create a clean and non-

distracting background and not to form a 

display of the characteristics and possibilities of 

brickwork, as stated before. These strategies can 

be applied in the design for the new Museum 

of Tessiner Building Knowledge, expressing on 

a detailed level how the building reacts on the 

debate about tectonics.

The sketched strategies can be summarized 

as follows: The brickwork representing a 

load-bearing element could be recognized as 

such by using horizontal masonry bonds. In 

addition, mass can be added to the constructive 

elements, where people can relate the effect of 

gravity to the structure, as described by Semper. 

If the brickwork represents a non-load-bearing 

element, this can be made clear by for instance 

using specific masonry bonds, the absence of 

mortar in the joints, the visibility of brick slip, 

the disjoining of building elements or the 

application of cantilevers. In the subsequent 

chapter the application of the brickwork will 

be further discussed in the elaboration of the 

design for the Museum of Tessiner Building 

Knowledge.
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In the design for a new Museum of Tessiner 

Building Knowledge, the previously described 

museum concept will be projected on a location 

in Bellinzona. On this location, the museum 

will meet its context and content that consists 

of the different building periods that are 

recognizable in the surroundings of Bellinzona.

Of course, various examples of buildings related 

to the separate periods can be found in the 

surroundings of Bellinzona. However, the goal 

of the new museum is to bundle the knowledge 

of these periods within its walls. The visitor of 

the museum should be able to learn from the 

different exhibitions by getting an overview of 

these periods. By placing the exhibitions next 

to each other, the different periods that are 

important for the region can be understood and 

compared, providing the visitor with insight 

in the development of the building culture of 

Ticino. 

Bundling this knowledge in one museum makes 

the building the centre for building knowledge 

in the canton, located in its capital Bellinzona. 

Given the significance of the building for the 

canton, an appropriate location will be selected 

containing a meaning in line with the intentions 

of the museum. This significance will also be 

expressed in the elaboration of the design for 

the new museum itself.

This chapter starts with a description of the 

location, followed by the urban embedment 

of the described concept. After showing the 

drawings of the design for the museum, the 

sequence of experiences will be discussed that 

form the basis for the design. To conclude, a 

reflection on the debate about tectonics is given. 

The described position of the museum within 

this debate will be clarified by a description of 

how the brickwork is applied in the building.

introDuction

MuseuM Design
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Fig. 5.01: View on the 

Castlegrande in the Center 

of Bellinzona and the city 

wall which now forms an 

important touristic route

Fig. 5.02: Drawing of the 

ramparts of Bellinzona divid-

ing the valley in two, while 

connecting the different 

strongholds. The strategic 

position of the rock on which 

the Castle Grande is situated 

formed the basis for the de-

velopment of Bellinzona.

Fig. 5.03: Drawing of the 

millitary bridge called the 

Ponte Torretta that was con-

structed in 1487 and demol-

ished by a flood in 1515.
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Introduction

It has already been stated that Ticino has a rich 

and diverse history as a result of changes of 

power in history between Italy and Switzerland. 

The effects of these changes are clearly 

noticeable in the city of Bellinzona, which is the 

capital of the canton.

Within this city, a search for an appropriate 

location to design the new Museum of Tessiner 

Building Knowledge started. In this search, the 

starting point has been to find a location that 

has an historic meaning, that emphasizes the 

importance of the city as being a place where 

these different (building) cultures were united.

Bellinzona

Historically, the city of Bellinzona has always 

been located on the border of different cultures 

due to its strategic value. The rock in the valley 

on which the Castle Grande is situated, formed 

the basis for the development of the city. 

Traces of human existence were found on the 

rock dating back to the Neolithic period (4th 

millennium B.C.). Situated on the rock, the site 

was easy to defend and therefore suitable to 

create a settlement.

In Roman times, a castle was built on top of 

the rock as a part of the defence system of the 

empire. In the following centuries this castle 

has been replaced and further developed by 

the different rulers of the area, which is known 

as the Castle Grande today. Two castles were 

added to the defence system. The second castle, 

Castello di Montebello, was part of the city’s 

fortifications, where it was connected with  the 

Castle Grande by the city walls enclosing the 

settlement. The third castle, Castello di Sasso 

Corbaro was built on an isolated rocky area 

higher upon the mountain.

To be able to completely control the valley 

that provided an important route between the 

North and the South, the fortifications known 

as ‘The Murata’ were extended. At the end of 

the fifteenth century, this wall divided the entire 

valley. The river was crossed by a military bridge, 

called the ‘Ponte della Torretta’ that was built in 

1487. Although the bridge was considered to 

be an example of engineering in the specific 

period, the bridge and a large part of the Murata 

were demolished by a flood in 1515, caused by 

the breach of a dam upriver.

After three centuries of isolation a new bridge 

was built on the same location in 1815. Although 

the bridge was demolished and relocated in 

the 1960s due to the urban development of 

Bellinzona and the realisation of the highway, 

traces of this former bridge are clearly visible 

in the urban tissue. For decades, the bridge 

was the only connection with the other bank, 

forming an important connection to the North 

locAtion
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Fig. 5.04: Map of the city of 

Bellinzona showing the cas-

tles and the city wall. The 

demolished part of the wall 

cuts the line of the Viale Ste-

fano Franscini, which is an 

important axe in the urban 

tissue as a result of the for-

mer bridge. Along this road, 

most of the important public 

buildings of Bellinzona are 

situated.

Fig. 5.05: Map of Bellinzona 

(1845).

Fig. 5.07: Map of Bellinzona 

(1958).

Fig. 5.06: Map of Bellinzona 

(1909).
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aerial photo of 1933 clearly shows that the 

location is on the border of the former swamp 

area, that was cultivated when the river called 

‘Fiume Ticino’ was put under control by water 

management measurements [Fig. 5.08]. It 

shows the effects the flood in 1515 had, where 

this border is formed by the foundation of the 

demolished part of the Murata. On the cultivated 

area, Although a military base was built on the 

cultivated area and in a later phase the cantonal 

archive and library building, the current urban 

tissue shows clear traces of this former border.

In the eighties the hat factory was demolished 

and replaced by an ensemble of buildings that 

houses the local bus company. This building 

and its function do not add any value to the 

campus area, where the green campus is 

disturbed by the appearance of the building 

and the parking place for busses in front of 

the building. Furthermore, the building itself 

does not fit on the location, where a more 

representative building is expected both on the 

campus as along the main road.

To provide insight in the current situation of the 

area, a map and pictures are included on the 

subsequent pages.

and the South. The road leading to the bridge 

became the main road in the city, where the city 

started to develop itself along this axe, resulting 

in the main public buildings of the city being 

built adjacent to this road.

The location where the lines of the former 

Murata and the main road meet, provides in an 

historic motive to design a museum in which 

the building knowledge present in the region 

will be exhibited. Both the wall and the bridge 

were decisive for the development of the city of 

Bellinzona. At this former wall and by means of 

the bridge, different cultures collided, resulting 

in the exchange of knowledge.

Campus location

The location for the new Museum of Tessiner 

Building Knowledge is situated between this 

main road and the former Murata, next to 

the building that houses the cantonal archive 

and library. The plot is located adjacent to the 

university campus, which is a former military 

base. Adding a museum to this location 

would strengthen the meaning of the area as 

the knowledge cluster of Bellinzona. A new 

museum could form a relation with these 

institutes improving the interactions that are 

already taking place. 

Originally, a so called ‘Cappelaria’, which is a 

hat factory, was situated on the location. The 
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Fig. 5.08: Aerial photo taken 

in 1933 of the current cam-

pus area. The remains of the 

former wall can be recog-

nized by the line in the land-

scape that formed a bounda-

ry for the water. Also the hat 

facatory can be seen, located 

between the main road and 

the demolished wall.

Fig. 5.09: Aerial photo taken 

in 1962 of the current cam-

pus area. A military base 

has been constructed on the 

reclaimed land to the north-

west of the hat factory. 

Fig. 5.10: Aerial photo taken 

in 1983 of the current cam-

pus area. The hat factory is 

demolished. Housing devel-

opments can be seen along 

the river to the southwest of 

the main road.

Fig. 5.11: Aerial photo taken 

in 1995 of the current cam-

pus area. After the realisa-

tion of the building for the 

bus company in 1989, the 

cantonaly archive and library 

opens its doors in 1995.
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Fig. 5.12: Current situation 

(1:5000). The building of 

the local bus company and 

its parking ground form a 

boundary for the campus. 

The important touristic route 

on the Murata situated East 

of the location is blocked by 

some sheds and the plot of 

the bus company.

Archives and Library
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Fig. 5.13: Path on the Mu-

rata  leading down the hill 

towards the campus in the 

back. The path is blocked 

by some sheds and the bus 

company.

Fig. 5.14: The main road 

leading to the former bridge. 

The bus company is located 

on the right side.

City centre
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Fig. 5.15: Bird’s eye view on 

the ensemble of building 

that house the bus compa-

ny. On the bottom, the main 

road is visible, with the can-

tonal archive to the left and 

the campus area on top.

Fig. 5.16: View from the 

campus area in the direction 

of the bus company. Hidden 

behind the busses on the left 

is the current end point of 

the Murata.
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Fig. 5.17: View from the 

campus next to the cantonal 

archive. In the back, the Cas-

tle Grande can be seen with 

the Murata coming down the 

hill, being blocked by a shed.

Fig. 5.18: View from the cor-

ner of the cantonal archive 

building in the direction of 

the bus company. The Mura-

ta is hidden behind the shed.
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Fig. 5.19: View from the 

center of the campus to the 

cantonal archive and library 

building. The path connects 

the campus area with the 

main road. The building of 

the bus company is located 

to the left.

Fig. 5.20: View from the 

center of the campus in the 

direction of the remains of 

the former bridge. On the 

left side the cantonal archive 

and library building is visi-

ble, where the former mili-

tary barrack that now houses 

the university can be seen on 

the right.
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Fig. 5.21: View from the 

cantonal archive and library 

building on the former mil-

itary barracks, that now func-

tions as the main building of 

the university.

Fig. 5.22: View on the en-

trance of the main building 

of the university.
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urbAn eMbeDMent

By removing the ensemble of buildings 

belonging to the local bus company, a plot 

is found on which the previously described 

museum concept is projected. This museum 

concept in combination with the goals that have 

been stated on an urban level has led to the 

urban embedment.

Goals on an urban level:

- create a cornerstone for the campus by means 

of the new museum

- connect the campus with the pedestrian route 

on the Murata

- recall the memory of the wall and the flood.

- emphasize the axes present in the urban tissue

The Museum of Tessiner Building Knowledge 

provides a strong cornerstone for the campus 

area. The four wings of the museum are 

separated to allow the building to be accessed 

in the centre, where it at the same time reduces 

the size of the building. The separation of the 

wings refers to other public buildings along the 

main road as for instance the cantonal archive 

and library building which has a route through 

the building that forms an entrance to both the 

campus and the main road.

The wings are connected by a central rotunda 

in which all routing and secondary functions 

are located. The three wings in which the three 

main building periods of Ticino are exhibited 

form the solid part of the museum, picking 

up the straight lines in the urban tissue. The 

wing that houses the temporary exhibitions, 

where current developments can be discussed, 

is twisted to emphasize its deviating position 

within the museum. By twisting this wing, 

it picks up the line of the former wall while 

opening the building to the campus, making a 

gesture to this busy area. 

A connection between the campus and the 

pedestrian route on the Murata is realized by 

demolishing two sheds to the northeast of the 

location. The path is continued, ending in the 

cantonal archive building after passing the new 

museum. The path is emphasized by using 

natural elements as trees and by the realization 

of a pond on the former parking ground of 

the bus company. This pond adds a special 

character to the campus area in front of the 

museum, where no open water is present in 

the city of Bellinzona other than the turbulent 

river and the swimming pool that is designed 

by Aurelio Galfetti. This makes the area around 

the pond a pleasant place to stay in the summer, 

but also in the winter when the pond is frozen. 

Next to its functional quality, the pond refers to 

the presence of the water on the location after 

the flood, that stopped at the line of the former 

city wall. 

Fig. 5.23: Bird’s eye view of 

the current campus situa-

tion.

Fig. 5.24: Bird’s eye view of 

the urban concept for the 

new museum, in which the 

museum would emphasize 

the lines in the urban tissue. 

The pedestrian route on the 

Murata is extended to the 

campus, emphasized by nat-

ural elements. 

Fig. 5.25: Urban embedment 

of the new museum (1:5000). 

The wings of the museum 

are separated, decreasing 

the size of the building while 

creating entrances. Three 

wings of the museum pick 

up the straight lines in the 

urban tissue. The twisted 

wing picks up the line of the 

wall, opening the building to 

the campus and the touristic 

route.

Fig. 5.26: Map on the subse-

quent page: Urban embed-

ment of the new museum. 

Scale 1:2000.
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Visiting the museum

The museum is easy to reach as a result of the 

good connections to the main roads. The visitor 

can enter the museum from the main road to 

the South, as also from the Campus area to the 

North. On the east side, the entrance to the car 

park is situated. The realization of a parking 

garage conceals the presence of cars on the 

campus. The function of the building and the 

presence of a parking garage, together with the 

realized connection between the campus area 

and the main touristic route on the Murata, 

makes the museum an ideal location to start or 

end a visit to the city of Bellinzona.

Fig. 5.27: Main routes used 

by pedestrians and cars to 

reach the museum. Scale 

1:2000.

Cars
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MuseuM DrAwings

Before discussing how the visitor will 

experience the sequence that is present in the 

museum, the layout of the museum should be 

addressed. The elevations, plans and sections 

that are presented on the subsequent pages, 

accompanied by a short description of the main 

elements present in each drawing, will provide 

insight in the design of the museum. 

The floor plan on the adjacent page shows how 

the museum is positioned in its surroundings 

[Fig. 5.28]. To the South, the building is 

incorporated in the green, preserving the 

monumental row of trees that characterize 

the main road. At the same time, the trees 

emphasize the lines that are present in the 

urban tissue, while preventing direct sunlight 

to enter the museum. To the North, the building 

is situated along the path that is part of the 

main touristic route on the Murata. The twisted 

exhibition wing makes a gesture to the campus, 

opening the museum to the touristic route and 

the pond, while forming a square in between.

As discussed previously, the visitor can enter 

the museum on both the North and South 

side in the central rotunda. A slope on the East 

side forms the entrance to the parking garage 

underneath. The layout of the museum clearly 

shows the influence of the classical museum as 

a type. The layout is clear through the use of 

primary forms, the repetition of elements and 

the use of symmetry. The building consists of 

four identical wings that are connected by a 

central rotunda. Instead of four open courtyards, 

the galleries embrace a apace in which a volume 

is inserted, protruding through the glass roof. 

Each wing obtains its own character through 

the presence of these inserted volumes that are 

designed in the couleur locale of the exhibited 

period. Where each volume functions as carrier 

of the exhibition, it is part of the exhibition in 

itself.

Fig. 5.28: Urban embedment 

of the new Tessiner Building 

Museum. Scale 1:500.
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Fig. 5.29: South elevation - main road. Scale 1:500.

Fig. 5.30: North elevation - university campus. Scale 1:500.
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The museum is a relatively large building in 

the urban tissue. To prevent the building of 

becoming too dominant, the height of the 

exhibition wings is kept below the surrounding 

buildings, forming a pedestal for the volumes 

that rise above the roof. 

The symmetry in the facade emphasizes the 

position of the entrances. In addition, the 

intensification of columns in the facade at the 

corners highlights the edges of the building, 

where the middle two bays of each wing 

correspond with the outline of the inserted 

volume behind the facade. Structural elements 

are emphasized in comparison with the non-

structural elements by their extension and by 

the addition of mass, providing the facade with 

its rhythm. Where some niches will be used to 

display elements that are part of the exhibition 

on the exterior, narrow windows incorporated 

in the niches provide a preview of the interior 

exhibition.

elevAtions
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The rhythm in the facades corresponds to the structural grid 

that is present in the parking garage. This garage is part of the 

sequence of experiences as described in the concept, where the 

parking garage is the first area that visitors by car will experience 

within the building. To provide in an appropriate experience, 

additional attention is given to the design of the parking garage.

This can already be experienced when entering the parking in 

the centre, where the organization of the rotunda that is present 

on the upper floors can be recognized. While driving through 

the centre, an overview of the parking is provided by the applied 

‘opticum’ principle, that allows the visitor to get a view of the 

different parking areas between the closed volumes in which the 

stairs and elevators are located.

To improve the atmosphere in the parking garage, the garage is 

not completely situated underground. Light and air is brought 

into the parking by perforations in the plinth, that at the same 

time forms a pedestal for the museum. When driving through the 

parking wing, the visitor will experience the ‘table construction’ 

on which the volumes are constructed that form the centre of 

each wing. This table construction allows the volumes that are 

designed in the couleur locale to be built independently from the 

structural grid of columns and beams below. The concrete table 

in combination with the grid of columns and beams already 

gives the visitor a hint of the layout of the separate exhibition 

wings that are located above the parking [Fig. 5.58, P. 162].

One wing of the garage is reserved to function as the archive 

of the museum. A heavy weight elevator connects the archive 

with the museum, facilitating in the transportation of exhibition 

elements between the different levels.

floor -1

Fig. 5.31: Floor -1. 

Scale 1:300.
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grounD floor

The visitor enters the rotunda through an enclosed 

porch, where also the entrances to the parking garage 

are located. In the Rotunda, the stairs are positioned 

on the axis perpendicular to the entrance. Secondary 

facilities as toilets, wardrobes and lockers are 

positioned in the closed volumes in the outer shell 

of the rotunda. The routing is situated around the 

atrium, where the reception is the central element. 

The organizational principle of this central rotunda 

will be further explained later in this report.

In the four ‘corners’ of the rotunda, the separate 

wings can be entered. Reminding of a diorama, the 

inserted volume is already visible from the centre of 

the rotunda.

Around each volume, a gallery is erected where 

building parts and models are displayed. Within 

the volumes, more private spaces are located to 

exhibit photographs, drawings and pictures. Every 

volume receives a different layout and appearance, 

corresponding to the exhibited period. Stairs that 

correspond to this couleur locale connect the 

different levels of each volume.

As stated, the rhythm in the facade corresponds 

to the structure in the car park The middle bays in 

the facade emphasize the outline of the inserted 

volumes. The ‘colonnade’ intensifies at the corners 

to highlight the corners and entrances. In the niches 

narrow windows are positioned, providing in a sneak 

preview of the interior.
Fig. 5.32: Ground 

floor. Scale 1:300.



140



141

The layout of first floor corresponds to the 

layout of the ground floor. The visitor can 

reach this floor by the stairs and elevator in 

the rotunda or by the stairs that are located in 

the inserted volumes. The corridor around the 

atrium connects the different wings, of which 

the entrances are emphasized. In the enclosed 

volumes around the atrium, secondary 

functions are located, where they are also used 

to house small exhibitions or a video room.

The inserted volumes in each wing are 

connected with the gallery by steel bridges. 

The organization of each wing reminds of the 

organization of the museum in itself, a central 

volume that is surrounded by a gallery. The 

cross connection results in the formation of 

four ‘courtyards’ between the gallery and the 

volume. These voids provide in the interaction 

between the different exhibition floors, where it 

at the same time allows the inserted volume to 

be fully experienced from each floor.

floor 1

Fig. 5.33: Floor 1. 

Scale 1:300.
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The roof area recalls the experience of the 

interior under outdoor conditions. The 

structural elements in the facade protrude 

above the roof, accompanied by a perforated 

balustrade.

The volumes can be reached via the bridges 

that cross the glass atrium roof. The open 

area allows building elements to be presented 

under outdoor conditions, strengthening the 

experience of the exhibition. The roof area 

provides a pleasant environment between the 

trees, facilitating in views over the campus 

and the main road. It recalls the experience of 

the path on top of the Murata and the view it 

provides over the city.

The facade of the central rotunda is placed 

backwards to create an outdoor connection 

between the different wings, where it at the 

same time makes this central element less 

dominant in comparison to the different 

exhibited volumes.

floor 2

Fig. 5.34: Floor 2. 

Scale 1:300.
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The sections show the symmetrical layout of 

the museum, consisting of a generic frame in 

which special volumes are inserted. Although 

the couleur locale has not completely been 

investigated in this graduation project as 

described earlier in this report, the design of 

the volumes gives an idea of the intentions of 

the Museum of Tessiner Building Knowledge. 

The museum presents archetypical volumes of 

the different building periods in a more or less 

generic environment, resulting in a transition 

from the generic exterior of the museum to the 

couleur locale of the interior of each volume.

The varying arrangement of each volume is 

enabled by a ‘table’ structure in the parking 

garage, allowing the volumes to be built 

independently of the grid of columns and 

beams underneath. At the same time these 

structural elements enhance the experience 

of the car park, as described earlier in this 

report, providing a hint of what is happening 

above. The atmosphere in the garage is further 

improved by the light and air that is brought 

into the garage by perforations in the plinth, 

that at the same time functions as a pedestal for 

the museum.

The section over the central rotunda shows 

the corresponding principle for the generic 

skin that is applied in the centre. The centre 

is formed by an open atrium, surrounded by 

a gallery and closed volumes that house the 

secondary facilities. The setback on the top floor 

provides an outdoor route between the separate 

exhibitions on the roof area. Cars enter the 

parking garage in the central rotunda, where 

the circular layout provides the visitor with an 

idea of the arrangement on the upper floors. 

sections

Fig. 5.35: Cross section over 

the ‘Traditional Tessiner’ and 

‘Current Developments’ ex-

hitibition wings, situated ad-

jacent to the campus. Scale 

1:500.

Fig. 5.36: Cross section over 

the ‘Tessiner Tendenza’ and 

‘Classical Italian’ exhitibition 

wings, situated along the 

main road. Scale 1:500.

Fig. 5.37: Cross section over 

the entrance, formed by the 

central rotunda. Scale 1:500.
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A

A B C B A

1. 2.

3. 4.

5. 6.

BA

BC

Fig. 5.38: Conceptual sketch 

of the sequence in museum 

experience:

A: Generic

B: Generic/Couleur Locale

C: Couleur Locale

Fig. 5.39: Conceptual sketch-

es of the sequence that is 

experienced in the museum.
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real colonnade, the spectator will recognize the 

building as a gallery around a courtyard, as a 

public and in that way accessible building.

3. The ‘colonnade’ functions as a frame for the 

exhibitions. In the niches, elements belonging 

to a specific building period are exhibited, 

giving a hint of what is presented behind the 

facade. The colonnade prevents this display to 

result in a unorganized facade, as can be seen in 

the Fragmentengebouw of the Rijksmuseum.

4. The visitor enters the building in the central 

rotunda, that is designed in correspondence 

with the generic skin. As a result of the applied 

‘Opticum’ principle, the visitor immediately 

gets an overview of the layout of the museum 

and the different exhibitions.

5. When entering an exhibition wing, a tension 

is experienced between the presented couleur 

locale and the generic gallery. The inserted 

volume defines the atmosphere in the specific 

wing. 

6. Each inserted volume is designed in the 

couleur locale of the specific period. Within 

each volume, in a more private environment, 

this couleur locale can be experienced by the 

visitor in the more intimate exhibition.

In the design process, the sequence in the 

museum experience that has been described 

in the concept functioned as a guideline. The 

reversal from the generic to the couleur locale 

and the transition between the different types 

of couleur locale is the theme of the museum 

[Fig. 5.38]. This concept refers to the principle 

that Ungers used in his museum in Frankfurt, 

of which he stated: “this reversal from inside 

to outside, this entrance into a room and in so 

doing, being outside the next room, consciously 

exploits an opportunity to experience space. This 

is the theme of the architectural museum.”[95]

This sequence can be experienced on 

various levels, ranging from an urban level 

to the personal atmosphere. This process of 

approaching and entering the museum is 

summarized in the adjacent sketches [Fig. 

5.39]. The process described on the subsequent 

pages will show how these conceptual process 

reveals itself in the design for the museum.

The sequence can be summarized as follows:

1. On an urban level, the museum will be 

experienced as a pedestal on which separate 

volumes are presented that represent the 

different building periods.

2. When approaching the building, this generic 

pedestal becomes dominant, showing a strong 

and clear brick ‘colonnade’. Although not a 

seQuence in MuseuM exPerience

95. Naredi-Rainer, P. (2004). 

P: 237
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APProAching the MuseuM

The generic skin of the museum functions 

as a pedestal for the inserted volumes. When 

approaching the museum, the strong image of the 

monolithic brick plinth becomes more dominant, 

while a preview of the volumes is still visible above 

the facade. The niches provide the facade with 

its rhythm, where it at the same time refers to 

the colonnade and the image of a gallery around 

an enclosed courtyard, expressing the exhibition 

function of the museum.

Although not a typical Tessiner building, the 

museum fits in the context of Bellinzona. Although 

not literally translated, where the building should 

form a contrast with its content, inspiration is 

found in the building culture of Ticino. The warm 

colour of the brickwork suits the Mediterranean 

atmosphere of the built environment in Bellinzona. 

The building received a more or less classical 

appearance through its layout, the symmetry and the 

applied ‘colonnade’. The absence of ornamentation, 

the repetition of elements and the use of primary 

forms refer to the Tessiner Tendenza. Furthermore, 

the monolithic appearance by using a single 

material corresponds to the Tessiner Tendenza, but 

can also be linked to the traditional Tessiner houses 

that covered their roof with the same material 

that they used for their walls. The use of the long 

‘Kolumba’ bricks and the irregular masonry bonds 

refers to the stacking of these ‘flat’ granite stones 

in traditional Tessiner houses, where it at the same 

time adds a scale to the large building.

Fig. 5.40: Approaching the 

museum via the new path 

that connects the campus 

with the Murata.

Fig. 5.41: View on the mu-

seum, positioned along the 

main road. On the left, the 

road between the museum 

and the cantonal archieve 

and library leads towards the 

campus.
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APProAching the MuseuM

Closer to the building, the brick facade 

provides a frame to display elements of the 

different exhibitions on the exterior. When 

passing the museum, the strong and clear 

image of the facade is preserved through the 

presence of the ‘colonnade’. Elements can be 

displayed in the niches without resulting in the 

disturbance of the clear facade, as seen in the 

Fragmentengebouw of the Rijksmuseum in 

Amsterdam. Not every niche is used to house 

an exhibition piece. Instead of being a standard, 

sporadic insertions of elements in the facade 

provide in surprises when passing the building, 

providing in a preview of the exhibition taking 

place on the interior.

The load-bearing elements in the facade 

are highlighted. The central entrance is 

emphasized by the symmetry in the facade and 

through the intensification of the ‘colonnade’ at 

the edges. Windows are incorporated in these 

thinner niches, resulting in the fact that the 

more closed part of the facade, actually is the 

most transparent. The presence of the windows 

provide in a sneak preview of the interior 

exhibition.

Fig. 5.42: View on the mu-

seum along the main road. 

As a result of the perspective 

effect, a strong and clear fa-

cade is formed, where exhib-

ited objects are included in 

its niches.

Fig. 5.43: View on the en-

trance of the museum, that 

is highlighted through the 

symmetry  that is present in 

the facade.
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Fig. 5.44: Schemes of the 

central rotunda, expressing 

its routing and the applied 

‘opticum’ principle.

Fig. 5.45: Impression of the 

central rotunda, in which the 

applied ‘opticum’ principle 

can be recognized. Through 

the openings between the 

closed elements that sur-

round the atrium, the focus 

is placed on the volumes in 

the exhibition wings.
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The visitor enters the museum in the central 

rotunda. The appearance of the rotunda 

corresponds to the generic facade of the 

museum, in which the central atrium recalls 

the image of the rotunda in the classical 

museum type. 

The goal of the central rotunda is to connect 

the different exhibition wings and to provide 

in a clear and organized routing. The visitor 

enters the museum through an enclosed porch, 

where also the access to the parking garage is 

situated [Fig. 5.44]. The stairs and elevator are 

positioned  perpendicular to the axis of the 

entrances. Around the atrium a route is present 

that connects the different parts of the museum

The layout of the rotunda can be related to the 

‘opticum’ principle. From the centre of the 

rotunda, both the visitors and the staff have a 

clear overview over the museum [Fig. 5.44]. The 

orientation of the visitor is strengthened by the 

symmetry that is present in the rotunda. 

The outer shell of the rotunda is formed by 

closed volumes that house the secondary 

facilities. At the same time, these closed volumes 

emphasize the entrances to the exhibition 

wings in between. Similar to the principle of 

a diorama, a preview of the character of the 

exhibition wing is provided. To not disturb this 

‘diorama’, entrances to the secondary facilities 

in the closed volumes are positioned in the 

niches.

As stated earlier, the intention of the clear 

design of the rotunda is to place the focus 

on the volumes that have been inserted in 

the exhibition wings. A monumental central 

staircase has been considered, where it would 

suit the museum. However, a central stair 

would disturb the clear overview, taking away 

the attention of the visitor from the volumes 

that are located in the exhibition wings. 

Although the stairs are not the central element, 

their position in the front of a niche, with a 

light background as a result of the glass facade, 

makes them clearly recognizable for the visitor. 

centrAl rotunDA
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Fig. 5.46: Schemes of the lay-

out of the exhibtion wings.

Fig. 5.47: Impression of the 

entrance of an exhibition 

wing. The absence of a col-

umn on the corner enhances 

the ‘diorame’ effect. The gal-

lery provides in the direction, 

guiding the visitor around 

the freestanding volume.
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When entering an exhibition wing through the 

‘diorama’ entrance, the central volumes have a 

magnetic effect on the visitor. The absence of 

columns at the corners of the gallery provides 

a clear view on the volume [Fig. 5.46]. The 

atmosphere in each exhibition wing is defined 

by these archetypical volumes, designed in the 

couleur locale of the exhibited period. Around 

this volume, a tension will be experienced 

between the couleur locale and the generic 

brick gallery that embraces the volumes. 

Compared to the design of Ungers, where the 

clean and white volume has no relation with 

its exhibition, the volumes in the Museum of 

Tessiner Building Knowledge have a strong 

bond with their exhibition. While carrying the 

exhibition, they are exhibited objects in itself.

Next to a transition from a generic environment 

to the couleur locale of the central volumes, 

a transition can be experienced from a more 

open and public to a more or less closed and 

private atmosphere within each volume. In the 

gallery and the area between the gallery and 

the volume, building parts and models will 

be displayed. The more private environment 

in the central volumes will be used to present 

pictures, drawings and books. In addition, they 

can be used to house small and more specific 

exhibitions.

The exhibition wing for each period should 

exhibition wings - lAyout

function as a museum in itself. The layout of 

each wing reminds of the layout of a classical 

museum with a Greek cross, resulting in a 

‘museum-in-museum’ experience, referring to 

Ungers ‘house-in-house’ principle. The central 

volume could be considered as the rotunda 

that is enclosed by a gallery, forming four 

‘courtyards’ in between as a result of the present 

cross-connection.
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Fig. 5.48: Impression of the 

gallery on the first floor. The 

brickwork and the anthra-

cite details form a clear and 

contrasting background for 

the inserted volume and the 

exhibitions. The straight and 

clear forms, with an absence 

of ornamentation, prevent 

the visitor of being distracted 

from the exhibition.
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The gallery around the volume gives direction to 

the visitor, strengthened by the direction of the 

brickwork in the floor and ceiling. Although the 

niches are not as deep as on the exterior where 

they function as lamellae to provide in a clear 

facade, on the interior the gallery still provides 

a structured environment for the versatile 

exhibition. Referring to the experience of the 

Pergamon museum, the brickwork functions as 

a clear background for the exhibition, in which 

the building parts and models that are exhibited 

will contribute to the presented atmosphere. 

As discussed, the appearance of the building 

does not correspond to a typical brick structure. 

Experiments have been conducted creating 

a gallery that consists of arches and vaulted 

ceilings. In addition, the brickwork in the 

floor and ceiling have been replaced with 

other materials. The different modifications 

had a negative impact on the experience of the 

exhibition. The contrast with the exhibition 

disappeared or the clearness of the gallery 

decreased. It was concluded that the concept 

of a strong and clear brick background for 

the exhibition outweighs the moral attitude 

regarding the topic of tectonics. The brickwork 

is used as a cladding and is considered as such. 

The goal of the museum is not to show that 

the brick is used as a cladding, but it is not the 

intention to hide it either. How the brickwork is 

applied in relation to the previously discussed 

debate about tectonics will be described later in 

this report. 

Additions to the brick skin that do not belong to 

the exhibition are designed in a corresponding 

way. Detail items belonging to for instance 

window frames, balustrades, spots and 

vitrines for the exhibition obtain an anthracite 

appearance. Through the contrasting and thin 

design of the elements belonging to the generic 

skin, the focus is placed on the exhibition. All 

elements that are not designed in brickwork or 

anthracite are part of the exhibition.

The atrium is covered by a glass roof, resting 

on glass beams. The goal was to let the volume 

be experienced as a freestanding object, only 

connected with the gallery through thin steel 

bridges. The bridges are placed under an 

angle to emphasize the experience of entering 

a different environment, while at the same 

time the slope in the roof provides in the 

discharge of rainwater. To prevent the facades 

of the volumes to be polluted by the presence of 

anchors and window frames for the glass roof, 

the connections are integrated in the facade, 

inspired upon the glass roof of the Victoria 

and Albert Museum in London. As a result, 

besides a small strip in the walls, the volumes 

seem to run through the glass. The applied roof 

principle is further discussed at the end of this 

report.

exhibition wings - MAteriAlizAtion
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Fig. 5.49: Impression of 

the gallery on the first floor 

of the Traditional Tessiner 

wing.

Fig. 5.50: Impression of the 

entrance of the Traditional 

Tessiner wing.
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Fig. 5.51: Impression of the 

gallery on the first floor of 

the Tessiner Tendenza wing.

Fig. 5.52: Impression of the 

entrance of the Tessiner Ten-

denza wing.
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Fig. 5.53: Impression of the 

gallery on the first floor of 

the Classical Italian wing.

Fig. 5.54: Impression of the 

entrance of the Classical Ital-

ian wing.
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Fig. 5.55: Impression of the 

gallery on the first floor of 

the wing that houses the 

temporary exhibitions.

Fig. 5.56: Impression of the 

entrance of the wing that 

houses the temporary exhi-

bitions.
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Fig. 5.57: Impression of the 

atmosphere that is experi-

enced on the roof. A brick 

landscape is created, in 

which the central volumes 

act as exhibited objects.

Fig. 5.58: Schematic impres-

sion of experience of the 

parking garage. The concrete 

table structure in combina-

tion with the grid of columns 

and beams provides the visi-

tor with a hint of the layout 

of the upper floors. Perfora-

tions in the plinth bring light 

an air into the garage, while 

emphasizing the structural 

grid.
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roof AreA

The layout of the roof area corresponds with the 

layout of the floors underneath. It provides a 

brick landscape in which the volumes protrude 

through the atrium roof. The exhibition on the 

roof allows both the inserted volumes as the 

exhibition building elements around it to be 

presented under outdoor conditions, providing 

in a more realistic experience of the qualities of 

the exhibition.

The atmosphere on the roof recalls the 

experience of the touristic route on top of 

the Murata. Between the top of the trees, the 

visitor gets an overview of the campus and the 

buildings surrounding the museum.
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tectonics in bricKworK

Introduction

The generic skin is erected as a monolithic 

brick pedestal for the exhibited periods. A 

further investigation into the application of the 

brickwork is required, which will be conducted 

in the subsequent building technology phase of 

the graduation process. This section provides 

insight in the intentions of the brickwork in the 

museum and how is dealt with the previously 

described position regarding the debate about 

tectonics.

In the Petersen brick, a high quality brick 

is found that enables the monolithic brick 

appearance. Through the water resistant 

property of the material, no additional elements 

are needed to protect the brick under outdoor 

conditions. Next to its functional quality, the 

qualitative appearance of the brick suits the 

museum. The warm orange colour and the 

texture of the brick make the building fit in the 

built environment of Bellinzona. In addition, 

the size of the brick and its texture add a scale 

to the large building.

The standard ‘Kolumba’ brick that was 

developed for Zumthor’s museum in Cologne 

measures 528x108x37 millimetres. The brick 

is non-modular, where a modular brick was 

not required for the irregular masonry bonds 

according to the producer. However, the 

Museum of Tessiner Building Knowledge 

requires a modular brick to allow the 

continuation of the masonry and the clean 

transition between the separate brick elements. 

Petersen allows custom-made brickwork to be 

produced, which is suitable for the amount of 

bricks that is incorporated in the museum.

A modular brick of 422x98x38 millimetres is 

applied in the museum, in which four headers 

correspond to one stretcher, considering a joint 

of 10 millimetres. The length of the brick is based 

on the structural grid of the building, where a 

multiplication of this length corresponds with 

the distance between the structural elements, 

allowing a neat and consistent transition 

between the different brick elements. 

Tectonics

Reflecting on the debate about tectonics, the 

application of the brickwork in the building is of 

importance. The previously described position, 

in which the brickwork would be considered 

as cladding is shown in a subtle way. Without 

attracting the attention, the brick skin does not 

hide the fact that it is used as cladding. The 

principles that are applied can be summarized 

as follows:

- Load-bearing walls: horizontal masonry bonds

- Non-bearing walls: vertical brickwork

- Ceiling: absence of mortar in the joints

- Brick slip: thin edges visible
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When approaching the museum, the distinction 

between structural and non-structural elements 

can be recognized. The structural slabs that 

are positioned perpendicular to the facade 

express that they are the load-bearing elements. 

Compared to the non-structural ‘lamellae’ 

in the facade, this reveals itself in the larger 

dimensions and the extension of the structure 

above the roof. 

On a more detailed level, the structural slab 

consist of a stretcher and a header (530 mm). 

The lamella is erected in a similar way, but its 

thickness corresponds to a three-quarter closure 

(314 mm). On the corners of this lamella, it 

shows that it is constructed in brick slip, where 

the thin head of the brick slip is visible.

The distinction between structural and non-

structural elements can be related to the 

separation of the terms ‘Mauer’ and ‘Wand’ as 

discussed before. The structural slabs that are 

placed perpendicular to the facade are erected 

in horizontal brickwork, where the infill walls 

that are placed in between are characterized by 

vertical masonry bonds, expressing their non-

bearing property.

The horizontal brickwork is continued in the 

slabs of the floors and roof. On the one hand, 

this results in a clear frame around the niches, 

On the other hand, it reveals that the brickwork 

is non-structural, where the application of 

soldier course brickwork would imply a brick 

lintel.

In the ceilings, the same irregular masonry 

bonds are applied as can be found in the floors 

and walls. Tiled and stacked masonry bonds 

have been considered, but it turned out that the 

variation in masonry bonds would distract the 

focus of the visitor from the exhibited elements. 

Although this flat brick ceiling is not feasible 

in the common application of brickwork, 

adhered masonry allows this continuing brick 

appearance. Where it is not the intention to 

pretend that the brickwork is load-bearing, the 

use of brick slip is emphasized by the absence 

of mortar in the joints in the ceiling, expressing 

the fact that the adhered bricks depend on 

an underlying structure. This non-structural 

property is further revealed in the ceiling where 

the lighting fixtures are located. In the opening 

that is created for the spots, the edges of the 

thin bricks are visible. At the same time, the 

opening reveals that a suspended brick ceiling 

is applied that is clad with brick slips, as can be 

seen in the impression of the gallery [Fig. 5.48, 

P. 156].

Fig. 5.59: Detail of the fa-

cade. Scale 1:50.

A. the horizontal brickwork 

and the thickness of the 

walls express its load-bearing 

function.

B. the visibility of the thin 

headers of the brick slip 

shows the brickwork is 

used as a cladding for the 

non-structural lammelae.

C. vertical masonry bonds 

express the non load-bearing 

function of the infill walls.

D. horizontal brickwork 

expresses the presence of 

an underlying structure, 

strengthened by the visibility 

of the brick slip on the edge 

of the ceiling.
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Fig. 5.60: Horizontal section 

over the walls that are placed 

perpendicular to the facade. 

Scale 1:50. Vertical shafts 

for installations and drain-

age are incorporated in the 

non-structural lamelae. 

A. the thicker construction, 

the use of ‘real’ bricks and 

the horizontal masonry 

bonds express the load-bear-

ing function of the wall.

B. the visibility of the brick 

slip on the edges shows the 

brick is used as a cladding for 

the non-structural lamella.

C. vertical masonry bonds 

express the non-structural 

function of the infill walls.

A

Interior

Exterior

B

C
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Fig. 5.61: Section over the 

gallery. Scale 1:50.

 

A. the absence of a beam 

emphasizes the non-struc-

tural function of the thinner 

lamellae.

B. the absence of mortar in 

the joints in the ceiling and 

the flat application of the 

brickwork reveal that brick 

slips are applied, relying on 

an underlying structure. The 

direction of the brickwork in 

the floor and ceiling gives di-

rection to the visitor.  

C. the horizontal brickwork 

in the beams expresses that 

the bricks are used to clad 

an underlying structure. On 

the edges, the visibility of the 

thickness of the brick reveals 

the use of brick slip. 

B

B

A

A
C

C
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Although the brick slip can be adhered directly 

on an underlying concrete structure, the brick 

slip is mounted on so-called ‘Etherbacker’ 

boards. The boards provide in a flat surface and 

result in a better adhesion for the bricks. The 

plates are mounted on a wooden frame, attached 

to adjustable metal anchors. The anchors allow 

the surface to be levelled, independent of 

the underlying structure. In the facade these 

anchors are placed within the isolation. In the 

floors, the anchors form a suspended ceiling, 

allowing services to be incorporated in the 

floors.

The gutters that are incorporated in the floors 

and ceilings along the non-bearing walls 

emphasize the fact that the floors do not rest 

on these infill walls. In combination with the 

vertical masonry bonds of these infill walls, the 

walls seem to cut through the floors. In contrast, 

the floors rest on the structural slabs that are 

placed perpendicular to the facade. Next to this 

optical effect, service elements as ventilation 

and electricity can be included in the gutters. 

Where the gutter in the floor contains electrical 

outlets, the gutter in the ceiling includes wall 

lighting. Together with the spots in the ceiling, 

these lamps provide in the lighting of the 

niches.

Fig. 5.62: Section over the 

gallery. Scale 1:50. 

A. the absence of mortar 

in the joints in the ceiling 

and the flat application of 

the brickwork show that the 

bricks rely on an underlying 

structure.

B. horizontal brickwork ex-

presses that the bricks are 

used to clad an underlying 

structure. On the edges, the 

thickness of the brick slip is 

visible.

C. The gap in the ceiling that 

is created for the lighting fix-

tures allows the visitor to see 

the thickness of the suspend-

ed brick slip ceiling.

D. Vertical masonry bonds 

express the non load-bearing 

function of the infill wall.

E. Gutters in the floor and 

ceiling along the infill walls 

create an optical effect. 

Where the infill walls seem 

to run through te slabs, it 

highlights the fact that the 

floor and roof do not rest on 

these walls. At the same time 

it provides in an area to place 

services as ventilation, light-

ing and electrical outlets.
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The windows in the facade span two floors. The 

floor on the first level is recessed, to prevent the 

clear rhythm in the facade of being disturbed. 

Actually, the first floor is not recessed, where 

the window is placed to the exterior. The 

placement of the window to the front the facade 

results in a more transparent vitrine, providing 

the people passing by with a preview of the 

exhibition taking place on the interior. Through 

the resulting gap between the floor and the 

window, the visitor of the museum will be able 

to experience the height of the slab.

Both the window frames and the balustrades are 

detailed in a minimalistic anthracite way. The 

height of the frames corresponds to the height 

of a brick and a joint, which is approximately 

five centimetres. The frames are placed in the 

opening that is created by removing a row of 

bricks. As a result of the modular shape of the 

applied brick, the continuing brick pattern 

corresponds to the measurements of the 

structural element.

Where the perforations in the brick balustrade 

on the roof provides in a less closed atmosphere, 

the openings in the plinth contribute to the 

experience of the parking garage. Light and 

air is brought into the parking, where it at the 

same time emphasizes the structural grid. The 

brickwork in the plinth continues in the covering 

of the floor surface. Where the elevation of the 

plinth provides a view on the sides of the brick, 

the top of the brick is revealed in the flooring. 

The flooring continues in the interior, where 

the orientation of the brick provides the visitor 

with a direction in the gallery, similar to the 

brickwork applied in the ceiling.

On the roof, gutters that are incorporated 

in the flooring take care of the discharge of 

the rainwater. The water is transported to the 

hollow non-bearing lamellae in the facade, 

where a pipe guides the water to the street level. 

On the interior, these hollow ‘columns’ function 

as shafts for the vertical transport of services as 

ventilation and electricity. The brick slip that is 

used to clad these elements can be recognized 

on the edges, where the thin headers are 

revealed.

Fig. 5.63: Section over the 

gallery. Scale 1:50. 
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Fig. 5.64: Schematic detail 

of the applied principle for 

the glazed atrium roof. Scale 

1:20.

Fig. 5.65: Section over a glass 

beam. Scale 1:10.

Fig. 5.66: Glass atrium roof 

in the Victoria and Albert 

Museum in London.

Fig. 5.67: Detail of the glazed 

beams in the Victoria and 

Albert Museum, slicing 

through the present building 

elements.
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Glass atrium roof

The principle applied in the roof of the atrium 

is inspired upon the glass roof of the Victoria 

and Albert Museum in London. The goal of 

the central volumes was that they would be 

experienced as freestanding elements in the 

exhibition wing. To prevent anchors and window 

frames to disturb the facades of the volumes, 

the connections are integrated in the facades, 

resulting a volume that appears to continue 

through the glass roof. As an example of this 

principle, a schematic detail of how the window 

frames and glass beams can be anchored in a 

slit in the wall is added on the adjacent page 

[Fig. 5.64]. As a result, the volumes seem to run 

through the glass, showing only a thin strip in 

the facade that covers the slit. In the Victoria 

and Albert museum, a translucent coating 

is applied in the glass fins to strengthen the 

experience of these beams [Fig. 5.66]. In the 

Museum of Tessiner Building Knowledge, a 

transparent coating is applied to create a more 

submissive structure compared to the exhibited 

volumes.
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conclusion

With the design of the Museum of Tessiner 

Building Knowledge, an answer to the main 

research question of this graduation project 

is formed. The questioning of how a new 

museum in Bellinzona is able to convey the 

building knowledge that is present in the 

history of the region Ticino is answered with a 

strong monolithic building, capable of bundling 

the diversity in the different exhibitions. An 

appropriate museum type has been developed, 

as a result of combining the classical museum 

as a type with strategies discovered in the 

separate case studies.

As a response to the strong problem of 

presenting the diversity in the exhibitions 

of the separate periods, the museum uses 

the structured layout of a classical museum, 

consisting of four exhibition wings that are 

connected by a central rotunda. To present the 

building knowledge to the visitor, inspiration 

has been found in the history of the museum 

as a type. Elements as for instance the presence 

of a gallery, the use of ‘courtyards’ and niches 

to exhibit objects and the display of elements 

under outdoor conditions remind of elements 

found in this historic research.

The friction that has been encountered while 

designing a museum that expresses building 

knowledge, between where the frame of the 

museum stops and where the exhibition 

begins, is answered with a clear distinction 

between a generic brick skin and the couleur 

locale of the exhibition. The principle of the 

museum can be considered as a synergy of 

principles found in the German Architecture 

Museum and the Pergamon Museum. The 

concept of a ‘house within a house’ and the 

resulting spatial sequence in the museum 

designed by Ungers, proved to be the most 

suitable principle of the conducted case studies 

to present the separate building periods. The 

disjunction of the building and its exhibition is 

fixed by designing the inserted volumes in the 

couleur locale of the exhibition. Next to carrier 

of the exhibition, the volumes have become 

part of the exhibition, defining the atmosphere 

in the museum, reminding of the Pergamon 

Museum. The combination of these principles 

takes the ‘house-in-house’ principle to the next 

level, resulting in the entering and leaving of 

different spaces with a variety in atmospheres. 

This sequence of experiences is strengthened 

by the transition from a generic exterior to 

the couleur locale that is present in the central 

volumes and the exhibited elements.

The spatial sequence allows the visitor to 

experience the exhibition on various levels. 

When approaching the museum, a brick pedestal 

is recognized, presenting the four archetypical 

volumes. Moving closer, the ‘colonnade’ 

becomes dominant, forming a strong facade 
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in which the elements that are displayed in the 

niches provide in a preview of the exhibition, 

without resulting in an unorganized facade as 

has been seen in the Fragmentengebouw of 

the Rijksmuseum. Through the reference to 

the principle of a colonnade, the accessibility 

of the museum is expressed. Together with the 

preview of the volumes that can be seen above 

the roof, this ‘colonnade’ contributes to the 

experience of a building that consists of galleries 

around courtyards, emphasizing the museum 

function of the building. The central rotunda 

allows the separate exhibitions to be accessed 

on an equal base, in which the applied ‘opticum’ 

principle attracts the focus of the visitor to the 

inserted volumes. Together with the clear 

internal routing, it strengthens the orientation 

of the visitor. The separate exhibition wings are 

organized in a corresponding way, functioning 

as ‘museums within a museum’ as a result of 

their layout and atmosphere. The transition 

from a public gallery to the more or less private 

environment of the central volumes, allows 

different types of exhibitions to be organized.

Next to answering the main question of this 

project, the goals that were stated on an urban 

level have been achieved with the design of 

the museum. The embedment of the museum 

in its surroundings expresses the historical 

meaning of the site, while emphasizing the 

important axes of the Murata and the main 

road. The concept of the campus as knowledge 

cluster of Bellinzona is strengthened by 

the function of the building. In addition, 

the secluded area is revitalized through the 

realization of the museum and the connection 

that has been made with the touristic route. 

The representative appearance of the museum 

suits the prominent location, forming a strong 

cornerstone for both the campus and the main 

road that is missing in the current situation. 

The generic skin of the museum is not an 

example of the typical Tessiner building 

methods, where the goal has been to form a 

contrast with the exhibited elements that do 

express this building culture. Despite this 

fact, the design is in line with aspects that can 

be found in these separate periods. Elements 

as for instance symmetry, repetition, the use 

of primary forms, the stacking of stones, the 

gallery and the monolithic appearance can 

be related to characteristics of the different 

periods.

As a result of the use of straight forms and the 

application of brick slips, the appearance of 

the monolithic brick skin does not correspond 

to typical brick architecture, which required 

a position to be taken in the debate about 

tectonics. The concept of forming a clear 

background for the exhibition that would 

place the focus of the visitor on the exhibited 
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elements, outweighs the moral design attitude 

regarding tectonics. Despite this position, the 

building is not dishonest. The use of brickwork 

as a cladding material is expressed in a subtle 

manner. Excessive ornamentation is excluded, 

where the goal of the building is not to form a 

showcase of the possibilities of the brick. The 

design of the museum and the application of 

the brickwork provides an interesting position 

in the recurring debate about tectonics. This 

position, together with the developed museum 

concept, will contribute to a continuation of 

the discussion about museum developments 

and the debate about tectonics in our built 

environment.
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reflection

At the start of the graduation process, I did not 

expect the project to result in the formation of 

a museum concept and design. My expectation 

was that I would dive into something specific, 

and unfold the architectural and building 

technological characteristics, resulting in a 

complete and detailed design. During a process 

of encountering dead ends and finding new 

ways, it actually proved that the search for how 

to combine and present the knowledge of the 

versatile culture was more interesting than 

learning the characteristics of a specific period.

The process has been tough but satisfying. 

Through the deviations in the process, much 

knowledge is obtained about both the building 

culture of Ticino and the museum as a type. 

Especially the debate about tectonics, that 

occurred towards the end of the project, 

contributed to my development, bringing me in 

a position outside my comfort zone. 

Where the museum at the moment remains 

in a quite conceptual atmosphere, I am 

looking forward to the next phase of the 

project, that will allow me to further dive 

into the project. Although satisfied with the 

result, a reversal of the process could possibly 

have contributed to the improvement of the 

project. More detailed knowledge in advance, 

about for instance the building culture and 

the application of brickwork, could have 

contributed to an improved cohesion between 

the museum and the exhibition. Despite this 

fact, the subsequent building technology phase 

allows this deepening to happen. A further 

research into the application of brickwork or 

the characteristics of the separate building 

periods will enhance the current design for the 

Museum of Tessiner Building Knowledge.
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