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PREFACE 

The initial idea for this thesis was inspired by a visit to Stowe 

School, situated in Stowe House, in September 2021. The 

school embodies the principle of ñknowing beauty when he sees 

it all his lifeò, offering a unique environment where traditional 

education is enriched by liberal reading. 

This experience left a strong impression on me at the beginning 

of the first year of study. Returning to the University Campus, I 

began to notice ñbeautyò in my surroundings and to appreciate 

how learning can be shaped by the environment. 

In 2022, the passing of former Chancellor Professor Yang Fujia 

(1936ï2022) further influenced my reflections. The official 

university website recalled his words: ñI visited countless 

universities around the world and gradually understood what 

liberal arts education isò.  Liberal arts education has long been a 

foundation of Western academia. Through these four years of 

study, I have experienced significant growth in my logical 

thinking, one of the seven subjects in Liberal Arts, while 

recognising that there is still much to learn.  

These influences have led me to reconsider the meaning of 

ñbeautyò, particularly through Leon Battista Albertiôs theory, 

which defines it as a harmony arising from the concord of all 

parts, achieved not through personal fancy but through objective 

reasoning. This perspective has deepened my understanding of 

the relationship between beauty, learning, and the environment. 
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ABSTRACT  

Since the 1970s, many industrial buildings in the United 

Kingdom have been remodelled as museums, often following a 

uniform ólight touchô design philosophy. The Museum of Making 

in Derby, however, represents a transitional model that bridges 

traditional industrial features with contemporary design. It adopts 

a novel approach to display, presenting objects in an archive-

like setting, while also engaging visitors in the hands-on 

experience of craft techniques. It appears to mark a significant 

milestone in the evolution of industrial museum practice, as 

suggested by its shortlisting for the Art Fundôs 2022 Museum of 

the Year Award.  

This study investigates the reactivation of the Derby Silk Mill as 

the Museum of Making, assessing its success in relation to its 

own stated ambitions, from the perspective of museum learning 

experience, exploring how its architecture functions as a key 

element in facilitating knowledge transmission. It focuses on 

themes of adaptive reuse, spatial characteristics, and museum 

communication to examine enactive engagement in relation to 

the wider context of industrial museums in the UK. The research 

draws on historical typologies, such as the Cabinet of 

Curiosities, while critically engaging with the Tate Modern 

Director Nicholas Serotaôs notion of the modern museum as a 

óhistory bookô. Using a case study approach, it combines site-

based investigations, including policy, documentary studies, 

mapping, and modelling, with visitor studies that address time-

spent engagement, movement patterns, behavioural trajectories 

and feedback. Findings highlight the uniqueness of the industrial 

museum as a óthird learning spaceô, conceived not merely as a 

repository of artefacts but as an authentic living environment 

that fosters embodied engagement, spontaneous exploration, 

and active learning. It reveals how each of these experiences is 

facilitated by its distinctive spatial configuration and its historical 

and contemporary building fabric. 

The study contributes to debates on the future of museum 

design by positioning the industrial museum as a distinctive 
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cultural space. It argues that adaptive reuse strategies should 

establish industrial museums as participatory learning 

environments where collections, people, and practices co-

produce evolving knowledge, informing both conceptual design 

and ongoing operations. Through bodily engagement supported 

by dynamic interpretive strategies, such as bodily imagination 

and hands-on activities, the industrial museum typology can 

move beyond static preservation, redefining museums as active 

forums for discovery, creativity, and civic participation. 

 

 

 

 

 

 

 

 

 

 

 

 

 

 



Τ 
 

PUBLICATIONS  
 

PhD Project 

Chen, X., Hale, J. & Hanks, L.H. 2025. Situated Theory in 

Architectural Heritage: Heineken Experience Amsterdam and 

The Prince Philip Maritime Collections Centre. In: London 

Heritage 2025. UK, London: University of Greenwich. 

Chen, X., Hale, J. & Hanks, L.H. (In press). 'Ongoing Cultural 

Narratives in Two Industrial Museums', in Cirklova, J. (ed.) 

Museums ï Places of People, Time, and Memory: An 

Exploration of the Intersection of Place and History. Cambridge 

Scholars Publishing. 

Chen, X., Hale, J. & Hanks, L.H. 2023. óActualô or óAuthenticô 

Industrial Museums. In: Prague ï Heritage, Past and Present - 

Built and Social. Czech Republic, Prague: Amps. 

Chen, X., 2022. Visitors Engagement in Silk Mill. In: óVoices in 

Architectureô of AHRA Research Student Symposium. UK, 

London: University of Westminster. 

 

Collaborative Project 

Chen, X., Wang, X., Hale, J. & Hanks, L.H. 2023. Developing 

the local community to enhance the global cultural identity in 

Dubai Al Seef. In: Local Cultures-Global Spaces. Amps: 

Rochester Institute of Technology, Chinese University of Hong 

Kong, University of Melbourne, 166-175. https://amps-

research.com/wp-content/uploads/2024/08/Amps-Proceedings-

Series-37.1.pdf  

 

Hatice, O., Chen, X., Hale, J. & Hanks, L.H. 2022. Blind 

musicians óseeô beauty in House Museum. In: The Fifteenth 

International Conference on the Inclusive Museum. US, 

Philadelphia: Moore College of Art and Design. 

 

 

 

https://amps-research.com/wp-content/uploads/2024/08/Amps-Proceedings-Series-37.1.pdf
https://amps-research.com/wp-content/uploads/2024/08/Amps-Proceedings-Series-37.1.pdf
https://amps-research.com/wp-content/uploads/2024/08/Amps-Proceedings-Series-37.1.pdf


Υ 
 

CONTENTS 

Chapter 1 ï INTRODUCTION ................................................. 28 

1.1 Research Background ............................................ 28 

1.1.1 Overview ................................................................. 28 

1.1.2 Industrial Museums as an Architectural 

Phenomenon ................................................................... 31 

1.1.3 Challenges Facing Industrial Museums ............... 38 

1.2 Research Gap .......................................................... 45 

1.3 Research Significance ............................................ 46 

1.4 Research Aims and Objectives .............................. 48 

1.5 Research Approach ................................................. 49 

1.6 Thesis Structure ...................................................... 51 

Chapter 2 ï RESEARCH METHODOLOGY ........................... 56 

2.1 Introduction ................................................................... 56 

2.2 The Research Methodology ......................................... 59 

2.2.1 Initial Concepts ....................................................... 60 

2.2.2 Initial Examples ...................................................... 61 

2.2.3 Fieldwork for Comparative Study ......................... 63 

2.3 Methods for Data Collection ........................................ 66 

2.3.1 Site-based Investigation ........................................ 70 

2.3.1.1 Policy and Documentary Study ..................... 70 

2.3.1.2 Spatial Analysis ............................................... 72 

2.3.1.3 Data Distribution ............................................. 75 

2.3.2 User Studies ........................................................... 77 

2.3.2.1 Phenomenological Observation .................... 78 

2.3.2.2 Opinion Collection .......................................... 84 

2.3.2.3 Data Distribution ............................................. 90 

2.4 Methods for Data Analysis ........................................... 91 



Φ 
 

2.4.1 Open Coding for Primary Data .............................. 95 

2.4.1.1 Quantitative Data ............................................. 95 

2.4.1.2 Qualitative Data ............................................... 99 

2.4.2 Links and Associations ....................................... 100 

2.4.3 Significant Categories ......................................... 102 

2.5 Ethical Considerations and Methodology Limitations

 ........................................................................................... 104 

2.6 Conclusion .................................................................. 106 

PART ONE ............................................................................. 110 

Chapter 3 ï THE STRUCTURALIST TRANSFORMATION OF 

INDUSTRIAL HERITAGE INTO MUSEUMS .......................... 110 

3.1 Introduction .................................................................. 110 

3.2 Structuralism as a Theoretical Paradigm .................. 113 

3.2.1 Structuralism in this Study ................................... 113 

3.2.1.1 Influence on Research Methodology ............ 113 

3.2.1.2 Historical Review ........................................... 116 

3.3 Industrial Buildingsô Lifecycle ................................... 126 

3.3.1 Design Intervention .............................................. 128 

3.3.1.1 Light Touch .................................................... 133 

3.3.1.2 Restoration with óWork of Artô ...................... 136 

3.3.1.3 Adaptive Reuse with Mathematical Symbols

 .................................................................................... 143 

3.3.2 Cultural Continuity ............................................... 150 

3.3.2.1 The Building is the evidence of the culture 

made ........................................................................... 153 

3.3.2.2 The Building Has Multiple Authors .............. 158 

3.3.2.3 Urban Permanence........................................ 162 

3.3.3 Imagined Community ........................................... 165 

3.3.3.1 Museum Heritage Site ................................... 165 

3.3.3.2 Museum Heritage Exhibition ........................ 168 



ΝΜ 
 

3.4 Argumentative Structuralism in Design Intervention

 ........................................................................................... 172 

3.4.1 Summary of Museum Examples ......................... 172 

3.4.2 Clock Time and Human Time .............................. 174 

3.4.3 Promenade Architecturale ................................... 179 

3.5 Conclusion .................................................................. 184 

Chapter 4 ï ENHANCING MUSEUM EXPERIENCES 

THROUGH PHENOMENOLOGICAL APPROACHES .......... 188 

4.1 Introduction ................................................................. 188 

4.2 Phenomenology as a Theoretical Paradigm ............ 192 

4.2.1 Phenomenology in this Study ............................. 193 

4.2.1.1 Influence on Research Methodology ........... 193 

4.2.1.2 Historical Review .......................................... 195 

4.3 Evolution of the Museum Space ............................... 208 

4.3.1 Historical Models .................................................. 208 

4.3.1.1 Theatre of Memory ........................................ 208 

4.3.1.2 Cabinets of Curiosity ..................................... 211 

4.3.1.3 Summary ........................................................ 213 

4.3.2 Situated Museum Space ...................................... 214 

4.3.2.1 Temporal Layers ............................................ 215 

4.3.2.2 Spatial Layers ................................................ 217 

4.3.2.3 Summary ........................................................ 219 

4.3.3 Contemporary Types ............................................ 220 

4.3.3.1 Heineken Experience .................................... 221 

4.3.3.2 The Prince Philip Maritime Collection Centre

 .................................................................................... 227 

4.3.4 A Third Learning Space ....................................... 233 

4.4 Argumentative Phenomenology in Museum 

Interpretation .................................................................... 238 

4.4.1 The Uniqueness of Heritage Architecture .......... 241 



ΝΝ 
 

4.4.2 Narrative and Embodiment in Spatial Engagement

 ........................................................................................ 244 

4.4.3 Act of Reading in a Third Learning Space ......... 248 

4.5 Conclusion .................................................................. 250 

PART TWO ............................................................................ 253 

Chapter 5 ï THE ARCHITECTURAL SPACE OF THE 

MUSEUM OF MAKING: EVOLUTION, INTERPRETATION, 

AND ENGAGEMENT ............................................................ 253 

5.1   Introduction ............................................................... 253 

5.2   Contextual Overview ................................................ 255 

5.2.1 Natural and Urban Context .................................. 255 

5.2.1.1 Derby Silk Mill and River Derwent ............... 255 

5.2.1.2 Urban Development ...................................... 258 

5.2.1.3 Time Capsule ................................................. 261 

5.2.2 Historical and Cultural Review ............................ 263 

5.2.2.1 Historical Events ........................................... 263 

5.2.2.2 Cultural Heritage ........................................... 265 

5.2.3 Community Engagement ..................................... 267 

5.2.3.1 Industrial Era ................................................. 268 

5.2.3.2 Post-Industrial Era ........................................ 270 

5.3   Experiences of Materiality ....................................... 272 

5.3.1 Restoration Stage ................................................. 273 

5.3.2 Visual Perception from Materials ........................ 276 

5.3.3 Materials and Occupied Space ............................ 279 

5.4   Spatial Arrangement ................................................. 283 

5.4.1 Spatial Continuity ................................................. 283 

5.4.1.1 From Derby Museums to the Museum of 

Making ........................................................................ 283 

5.4.1.2 From Outside to Inside ................................. 285 

5.4.1.3 From Bottom to Top ...................................... 288 



ΝΞ 
 

5.4.2 Functional Space .................................................. 291 

5.4.2.1 Museum Caf® ................................................. 291 

5.4.2.2 Museum Exhibition ....................................... 293 

5.4.2.3 Museum Archive ............................................ 295 

5.4.2.4 Beyond Functional Purposes ....................... 297 

5.5   Evaluating Museum Architecture ............................ 300 

5.5.1 Ground Floor ........................................................ 303 

5.5.2 First Floor.............................................................. 306 

5.5.3 Second Floor ........................................................ 308 

5.5.4 Third Floor ............................................................ 310 

5.6 Conclusion ................................................................... 311 

Chapter 6 ï THE VISITOR EXPERIENCE AT THE MUSEUM 

OF MAKING: INTELLECTUAL AND EMBODIED 

ENGAGEMENT ..................................................................... 313 

6.1 Introduction ................................................................. 313 

6.2 Intellectual Experiences in the MoM ......................... 315 

6.2.1 Interpretation and Experience Design ................ 317 

6.2.2 óShow and Tellô ..................................................... 319 

6.2.2.1 Civic Hall ........................................................ 320 

6.2.2.2 Throwing Room ............................................. 322 

6.2.3 óCreating an Authentic Milieuô ............................. 323 

6.2.3.1 Gateway ......................................................... 324 

6.2.4 A Comparative Analysis ....................................... 326 

6.2.4.1 Authentic Representation ............................. 327 

6.2.4.2 The Power of Authenticity ............................ 328 

6.2.4.3 The Role of the Industrial Museum .............. 329 

6.3 Embodied Experiences in the MoM........................... 330 

6.3.1 Bodily Imagination ............................................... 331 

6.3.1.1 Old Shop ........................................................ 332 

6.3.1.2 Assemblage ................................................... 333 



ΝΟ 
 

6.3.2 Hands-on Interactions ......................................... 335 

6.3.2.1 Installations and Tables ................................ 337 

6.3.2.2 Workshops ..................................................... 340 

6.3.2.3 Limitations of the Hands-on Interactions .... 342 

6.4 Evaluating Museum Interpretation ............................ 343 

6.4.1 Overview of Museum Experience ....................... 344 

6.4.1.1 Online Surveys .............................................. 344 

6.4.1.2 Time-spent ..................................................... 345 

6.4.1.3 Result ............................................................. 347 

6.4.2 Intellectual Experiences ...................................... 348 

6.4.2.1 Civic Hall ........................................................ 348 

6.4.2.2 Throwing Room and Gateway ...................... 349 

6.4.3 Embodied Experiences ........................................ 352 

6.4.3.1 Old Shop and Workshop .............................. 353 

6.4.3.2 Assemblage Room ........................................ 354 

6.4.4 Summary ............................................................... 356 

6.4.4.1 Intellectual Experience ................................. 356 

6.4.4.2 Embodied Experience ................................... 357 

6.5 Conclusion .................................................................. 357 

Chapter 7 ï THE MUSEUM OF MAKING AS A THIRD 

LEARNING SPACE ............................................................... 360 

7.1 Introduction ................................................................. 360 

7.2 A Third Learning Space .............................................. 361 

7.2.1 Roles of the Museum Learning ........................... 361 

7.2.2 Challenges of Spatial Setting .............................. 363 

7.2.3 Transmission of Knowledge ................................ 365 

7.2.4 Future Industrial Heritage Museum Design ....... 368 

7.3 Learning within the MoM ............................................ 371 

7.3.1 Museumôs Vision and Recruited Visitors ........... 371 

7.3.1.1 Data Result from Learning Activities ........... 371 



ΝΠ 
 

7.3.1.2 The Changes of Museum Vision .................. 373 

7.3.1.3 Recruited Visitors' Profiles ........................... 374 

7.3.2 Learning Within the MoM ..................................... 376 

7.3.2.1 Structure of the Learning Process............... 377 

7.3.2.2 Perceptual Learning ...................................... 379 

7.3.2.3 Cognitive learning ......................................... 390 

7.3.2.4 A Third Learning Space ................................. 411 

7.4 Conclusion .................................................................. 419 

Chapter 8 ï OVERALL DISCUSSION .................................. 422 

8.1 Introduction ................................................................. 422 

8.2 Identifying Three Key Impacts Influencing the 

Learning Experiences in the MoM ................................... 423 

8.2.1 Visual Impact ........................................................ 426 

8.2.1.1 Architectural Form ........................................ 428 

8.2.1.2 Architectural Materials .................................. 431 

8.2.1.3 Summary ........................................................ 432 

8.2.3 Spatial Perception ................................................ 434 

8.2.3.1 Museum Typology and its Time ................... 434 

8.2.3.2 Promenade Architecturale ............................ 435 

8.2.3.3 Bodily Engagement ....................................... 436 

8.2.3 Transmission of Knowledge ................................ 441 

8.2.3.1 Monologue ..................................................... 441 

8.2.3.2 Dialogue ......................................................... 444 

8.2.3.3 Summary ........................................................ 446 

8.3 Comparing Industrial Museum Learning Models ..... 448 

8.4 Active Learning in the óRealô Museum ...................... 453 

8.5 Conclusion .................................................................. 455 

Chapter 9 ï CONCLUSION .................................................. 458 



ΝΡ 
 

9.1 Introduction ................................................................. 458 

9.2 Conclusion: Revisiting the Research Questions ..... 458 

9.2.1 Addressing the First Sub-question ..................... 458 

9.2.2 Addressing the Second Sub-question ................ 461 

9.2.3 Addressing the Third Sub-question .................... 465 

9.3 Contribution of the Study .......................................... 466 

9.3.1 Contribution to Knowledge ................................. 466 

9.3.1.1 Theoretical Development .............................. 467 

9.3.1.1 Methodological Contribution ....................... 469 

9.3.1.2 Future Industrial Museum Typology ............ 470 

9.3.2 Practical Contribution .......................................... 472 

9.4 Research Limitations ................................................. 474 

9.5 Future Research ......................................................... 475 

BIBLIOGRAPHY ................................................................... 477 

APPENDICES ....................................................................... 497 

Appendix A - Industrial Museum Database ....................... 497 

Appendix B ï Phenomenological Observation .................. 512 

B.1 Tracking movement patterns of the first group. ...... 512 

B.2 Tracking behavioural trajectories of the second group.

 ........................................................................................... 515 

B.2.1 Ethics Approval.................................................... 515 

B.2.2 Participant Information Sheet ............................. 517 

Appendix C ï Case Study ................................................. 520 

C.1 5P Programmes .......................................................... 520 

C.2 Time-Spent Measurement ......................................... 522 

C.3 Online Survey ............................................................. 523 

C.4 Data Analysis.............................................................. 526 

Appendix D ï Future Museum Design ............................ 529 

 



ΝΣ 
 

LIST OF FIGURES  

Figure 1 1    UK Museum sector size, 1960-2023; and Closures 

per year, 1960-2023 (5-year rolling average). (Source: 

Liebenrood, 2024.) ............................................................ 29 

Figure 1 2    The Location of twenty-eight Industrial Museums in 

Great Britain. (Source: Drawn by the Author) .................... 36 

Figure 1 3    'Restoring the past' and 'Inserting the future'. 

(Source: Photos taken by the Author) ............................... 38 

Figure 1 4    Fieldwork in the Industrial Museum between 2021 

and 2024. (Source: Created by the Author) ....................... 39 

Figure 2 1    The Methodological Framework of this Study. 

(Source: Created by the Author) ....................................... 58 

Figure 2 2    Three Key Architectural Research Themes in a 

Case Study. Source: (Wiedmann 2022b) .......................... 68 

Figure 2 3    Tools Used in Mappings and Their 

Representatives. (Source: Created by the Author) ............ 74 

Figure 2 4    The Sequence of the On-site Visits. (Source: 

Created by the Author) ...................................................... 75 

Figure 2 5    The Data Distribution in the Site-based 

Investigation. (Source: Created by the Author) ................. 77 

Figure 2 6    The Sequence of the User Studies. (Source: 

Created by the Author) ...................................................... 79 

Figure 2 7    The Data Distribution in the User Studies. (Source: 

Created by the Author) ...................................................... 91 

Figure 2 8    The Sequence of the Methods of Data Analysis. 

(Source: Created by the Author) ....................................... 95 

Figure 2 9    Floor Plan of the Museum of Making. (Source: 

Digital Model created by the Author) ................................. 97 

Figure 2 10    The Framework of Data Analysis in this Study. 

(Source: Created by the Author) ..................................... 109 

Figure 3 1    The Overview of the Theoretical Framework of this 

Chapter. (Source: Created by the Author) ....................... 112 

Figure 3 2    Summary of Key Thinkers of Structuralism. Source: 

(Hale 2000, pp.131-170; Leach 1997b) ........................... 117 



ΝΤ 
 

Figure 3 3    Floor Plan of the Gladstone Pottery Museum. 

(Source: Drawn by the Author) ........................................ 119 

Figure 3 4    The 1853 Gallery within the Salts Mill as a 

Community. (Source: Drawn and Photos taken by the 

Author) ............................................................................ 122 

Figure 3 5    Museumôs Various Elements Function as Sign 

within the Black Country Living Museum. Source: (Napier 

Clarke Architect n.d.) ....................................................... 125 

Figure 3 6    Key Quotations from the Literature Review align 

with the Theoretical Paradigms in Structuralism. (Source: 

Created by the Author) .................................................... 126 

Figure 3 7    Johann Gottfried Brugelmannôs Mill near Ratingen, 

Germany (an early example of technological transfer) and 

GermanyVerseidag complex in Krefeld, Germany (1930). 

(Source: The Heritage of the Textile Industry) ................. 129 

Figure 3 8    The Ground Floor Plan of the Middleport Pottery. 

Modified from Source: (Feilden Clegg Bradley Studios n.d.)

 ........................................................................................ 135 

Figure 3 9    The Entrance Tunnel and Exterior of the Gladstone 

Pottery Museum. (Source: Photos taken by the Author, 

2021) ............................................................................... 140 

Figure 3 10    The Movement of the Gladstone Pottery Museum. 

(Source: Drawn by the Author) ........................................ 142 

Figure 3 11    Abstract Model of the West Cheshire Museum and 

the Black Country Living Museum. (Source: Digital Model 

created by the Author) ..................................................... 146 

Figure 3 12    The Ground Floor Plan of the Museum of Making. 

(Source: Photos taken by the Author) ............................. 149 

Figure 3 13    The Building Typologies of Cromford Mill, Belper 

Mill, Masson Mill, Nightingale Mill, Darley Abbey Mill, and 

Leawood Pumphouse and their connections with the River 

Derwent. (Source: Digital Model created by the Author) . 155 

Figure 3 14    Weaving in the Derby Silk Mill and the Museum of 

Making. Source: (Doward 2021) and Photos taken by the 

Author .............................................................................. 157 

Figure 3 15    Accumulated Traces in the Building Fabric of the 

Museum of Gorge. (Source: Photos taken by the Author) 161 



ΝΥ 
 

Figure 3 16    Joseph Wrightôs Painting in DMAG, and the Digital 

Recreation version in the MoM. (Source: Photos taken by 

the Author) ...................................................................... 164 

Figure 3 17    Four Building Typologies of the Ironbridge Gorge. 

(Source: Digital Model created by the Author) ................. 166 

Figure 3 18    The Hidden Structural Logic of Ironbridge Gorge. 

(Source: Drawn by the Author) ........................................ 168 

Figure 3 19    Five Thematic Sections in the Exhibition of the 

Shrewsbury Flaxmill Maltings. (Source: Drawn by the 

Author) ............................................................................ 170 

Figure 3 20        Key Quotations from the Literature Review align 

with the Industrial Buildingsô Lifecycle. (Source: Created by 

the Author) ...................................................................... 171 

Figure 3 21    The Difference between Clock Time and Human 

Time. Modified from Source: (Abbott 2008, p.4) .............. 175 

Figure 3 22    Movement through Space follows a Structured 

Rhetorical Sequence that Enhances Embodied Experience 

in Maison La Roche. Source: Author and (Heritage 

architecture 2024) ........................................................... 181 

Figure 4 1    The Overview of the Theoretical Framework of this 

Chapter. (Source: Created by the Author) ....................... 191 

Figure 4 2    Summary of Key thinkers of Structuralism. (Source: 

(DuFour 2022; Sharr 2012a; Hale 2017)) ........................ 196 

Figure 4 3    Preston Mill and Its Natural Surroundings (Source: 

Drawn by the Author) ...................................................... 199 

Figure 4 4    The Interior of Weaverô Cottage in related to 

building and dwelling. Source: (LocalHistory n.d.) ........... 201 

Figure 4 5    The Architecture and Habitation in the Weaversô 

Cottage. (Source: Drawn by the Author) ......................... 202 

Figure 4 6    New Lanark and its Built Environment. Modified 

from Source: (National Trust for Scotland n.d.) and (Pragnell 

2021) ............................................................................... 205 

Figure 4 7    Key Quotations from the Literature Review align 

with the Theoretical Paradigms in Phenomenology. (Source: 

Created by the Author) .................................................... 207 

Figure 4 8    The Conceptual Framework of the Theatre of 

Memory, Source: (Seip 2020, pp.18-32) ......................... 210 



ΝΦ 
 

Figure 4 9    Cabinets of Curiosity and the World in Box from Pitt 

Rivers Museum. Modified from Source: (Marotta 2012) and 

(Pitt Rivers Museum 2019) .............................................. 212 

Figure 4 10    The Ground Floor Plan of the Palazzo Medici 

Riccardi. Modified from Source: (Palazzo Medici Riccardi 

n.d.) ................................................................................. 217 

Figure 4 11    The Conceptual Plan of the Kew Millennium Seed 

Bank. Source: (Stanton Williams 2000) ........................... 219 

Figure 4 12    The Transition Zone Between the Historic and 

Modern Fa­ades of the Heineken Experience (Source: 

Drawn by the Author) ...................................................... 223 

Figure 4 13    The Visual and Virtual Display of the Brewery 

Worker and Owner. (Source: Photos taken by the Author)

 ........................................................................................ 226 

Figure 4 14    Sampling and Interactive Exhibit in the Heineken 

Experience. (Source: Photos taken by the Author) ......... 227 

Figure 4 15    The Collections and Archive in the Prince Philip 

Maritime Collection Centre. (Source: Photos taken by the 

Author) ............................................................................ 231 

Figure 4 16    Public Space and Inhabited Areas in the Prince 

Philip Maritime Collections Centre, Modified from Source: 

(Stride Treglown 2018) .................................................... 233 

Figure 4 17    Key Quotations from the Literature Review align 

with the Evolution of Museum Spaces. (Source: Created by 

the Author) ...................................................................... 237 

Figure 4 18    Summary of Two Theoretical Paradigms for 

Considering Future Industrial Museum Typologies. (Source: 

Created by the Author) .................................................... 240 

Figure 5 1    The Relationship between River and City Derby & 

Mill Building. (Source: Drawn by the Author) ................... 257 

Figure 5 2    The historical changes of the land in the City of 

Derby spanning over 300 years. Source: Author and (British 

National Grid 2024) ......................................................... 261 

Figure 5 3    MoM as a Time Capsule for Recording the 

Industrial History of Derby. (Source: Drawn by the Author)

 ........................................................................................ 263 



ΞΜ 
 

Figure 5 4    Photography for the employees of the MoM in 1908  

and a mural shown in the Old Silk Mill. Source: (Doward 

2021) and Photos taken by the Author ............................ 270 

Figure 5 5    Different Levels of the Participatory Framework in 

UK Policy (Source: UK Government) .............................. 275 

Figure 5 6    Experimental Prototyping Phases and Public 

Engagement in the MoM. (Source: Bauman Lyons 

Architects Leeds)............................................................. 276 

Figure 5 7    The Original Existing Building and the 

Encapsulation Process within the Civic Hall. (Source: GCA 

Consulting) ...................................................................... 276 

Figure 5 8    The Industrial Wall of the MoM. (Source: Drawn by 

the Author) ...................................................................... 283 

Figure 5 9    Walking Distances Between Pickfordôs House, 

Derby Museum and Art Gallery, and the Museum of Making 

(Source: Derby Museums Guidebook) ............................ 285 

Figure 5 10    The Georgian-style Pickford's House, the 

Victorian-era Museum and Art Gallery, and the Industrial-

style Museum of Making. (Source: Created by the Derby 

Museums) ....................................................................... 285 

Figure 5 11    Three entry points include óNatural Wayô, óUrban 

Wayô and óParking Wayô. (Source: Drawn by the Author) 286 

Figure 5 12    Cultural Signages display near the MoM. (Source: 

Photos taken by the Author) ............................................ 288 

Figure 5 13    The Position of Three Staircases within the 

Ground Floor of the MoM. (Source: Drawn by the Author)

 ........................................................................................ 289 

Figure 5 14    The Civic Hall and River Kitchen serve as the 

Museum Caf® within the MoM. (Source: Drawn by the 

Author) ............................................................................ 291 

Figure 5 15    The Assemblage room serves as the Museum 

Archive within the MoM. (Source: Drawn by the Author) . 297 

Figure 5 16    The Summary of the Evaluation of Occasional 

Museum Visitors in the MoM. (Source: Created by the 

Author) ............................................................................ 303 



ΞΝ 
 

Figure 5 17    Recruited Visitors, the Evaluation, including time-

spent and semi-structured interview of the Architectural 

Setting on the Ground Floor. (Source: Author) ................ 303 

Figure 5 18    Recruited Visitors, the Evaluation, including time-

spent and semi-structured interview of Architectural Setting 

on the First Floor. (Source: Drawn by the Author) ........... 306 

Figure 5 19    Recruited Visitors, the Evaluation, including time-

spent and semi-structure interview of Architectural Setting 

on Second Floor. (Source: Drawn by the Author) ............ 308 

Figure 6 1    The First Exhibition with Natural Light in the Civic 

Hall of the Museum of Making. (Source: Drawn by the 

Author) ............................................................................ 320 

Figure 6 2    Ten Circular Exhibitions in the Throwing Room of 

the Museum of Making. (Source: Drawn by the Author) .. 322 

Figure 6 3    The óauthentic milieuô in the Gateway of the 

Museum of Making (Source: Drawn by the Author) ......... 324 

Figure 6 4    An Example of the óPower of the Realô in the 

Gateway. (Source: Photos taken by the Author) ............. 329 

Figure 6 5    The Cinematic Setting Exhibition in the Old Shop of 

the MoM. (Source: Drawn by the Author) ........................ 333 

Figure 6 6    A Mixed Spatial Typology in the Assemblage Room 

of the MoM. (Source: Drawn by the Author) .................... 335 

Figure 6 7    The Installations and Tables on the Second Floor of 

the MoM. (Source: Drawn by the Author) ........................ 337 

Figure 6 8    The Cog System and Table towards the riverside 

on the Second Floor of the MoM. (Source: Drawn by the 

Author) ............................................................................ 339 

Figure 6 9    The Railway Study Centre of the MoM. (Source: 

Photos taken by the Author) ............................................ 340 

Figure 6 10    Slow-stitch Quilt Workshop and LEGO Lake 

District Exhibition. (Source: Photos taken by the Author) 342 

Figure 6 11    Postcard Wall of the MoM. (Source: Photos taken 

by the Author) .................................................................. 342 

Figure 6 12    Typical product Lifecycle of a new hand attraction. 

Source: (Caulton 2023). .................................................. 343 

Figure 6 13    Recruited Visitors, the Evaluation, including time-

spent and semi-structured interview of Museum 



ΞΞ 
 

Interpretation on the Ground Floor. (Source: Drawn by the 

Author) ............................................................................ 349 

Figure 6 14    Recruited Visitors, the Evaluation, including time-

spent and semi-structured interview of Museum 

Interpretation on the First Floor (Source: Drawn by the 

Author) ............................................................................ 351 

Figure 6 15    Recruited Visitors, the Evaluation, including time-

spent and semi-structured interview of Museum 

Interpretation on the Second Floor (Source: Drawn by the 

Author) ............................................................................ 355 

Figure 7 1    The Assemblage room shows the cause of 

enjoyment and relaxation. Source: Diagrams Drawn by the 

Author; Architectural Plans originally from (Pearman 2021).

 ........................................................................................ 382 

Figure 7 2    The Studios shows the Cause of Engagement. 

Source: Diagrams Drawn by the Author; Architectural Plans 

originally from (Pearman 2021). ...................................... 382 

Figure 7 3    The Throwing Room and the Civic Hall show the 

Cause of Accomplishment and Appreciation. Source: 

Diagrams Drawn by the Author; Architectural Plans 

originally from (Pearman 2021). ...................................... 385 

Figure 7 4    The Gateway and the Workshop show the Cause of 

Stimulation and Curiosity. Source: Diagrams Drawn by the 

Author; Architectural Plans originally from (Pearman 2021).

 ........................................................................................ 387 

Figure 7 5    The Assemblage room, the Gateway and the 

Workshop show the cause of understanding, interacting, 

inspiring and researching. Source: Diagrams Drawn by the 

Author; Architectural Plans originally from (Pearman 2021).

 ........................................................................................ 395 

Figure 7 6    The five main areas of critique focused on the 

museumôs ground and first floors. Source: Diagrams Drawn 

by the Author; Architectural Plans originally from (Pearman 

2021). .............................................................................. 397 

Figure 7 7    The Atmosphere with a Certain Character and 

Visually striking in the MoM. Source: Diagrams Drawn by 

the Author; Architectural Plans originally from (Pearman 

2021). .............................................................................. 403 



ΞΟ 
 

Figure 8 1    The Transformation from the Derby Silk Mill to the 

Museum of Making. (Source: Drawn by the Author) ........ 428 

Figure 8 2    Embodied Engagement in the Museum of Making. 

(Source: Drawn by the Author) ........................................ 440 

Figure 9 1    The Proposed Idea focuses on Improving Public 

Accessibility while Enhancing Flood Resilience. (Source: 

Created by the Author) .................................................... 461 

Figure 9 2    The Proposed Idea focuses on Improving Museum 

Interpretation in the Gateway Room. (Source: Created by 

the Author) ...................................................................... 464 

 
 

LIST OF TABLES 

Table 1 1    Eighteen industrial museums opened between 1971 

and 2000. (Source: Summarised by the Author) ............... 33 

Table 1 2    Eight industrial museums opened between 2001 and 

2020. (Source: Summarised by the Author) ...................... 33 

Table 1 3    Research question, sub-questions, and objectives in 

this study. (Source: Summarised by the Author) ............... 49 

Table 2 1    Initial Concepts of the Scope of this Study. (Source: 

Summarised by the Author) ............................................... 61 

Table 2 2    The Sequence of Surveys for Selecting Museum 

Examples. (Source: Summarised by the Author) .............. 63 

Table 2 3    Six Comparative Studies with Different Architectural 

Focus Points. (Source: Summarised by the Author).......... 66 

Table 2 4    Observations for the First Visitor Group, which is the 

Local Residents, as Natural Visitors. (Source: Summarised 

by the Author) .................................................................... 81 

Table 2 5     The Demography Survey for the Second Visitor 

Group, which is the international visitors, was recruited as 

Occasional Visitors. (Source: Summarised by the Author) 81 

Table 2 6    The Demography Survey for the Third Visitor Group, 

which was Recruited as Workshop Participants. (Source: 

Summarised by the Author) ............................................... 88 

Table 2 7    The Demography Survey for the Second Time 

Interviewees. (Source: Summarised by the Author) .......... 88 



ΞΠ 
 

Table 3 1    The Differences among the Terms Abandoned, 

Restored, Retrofitted, and Adaptively Reused in the 

Architectural context. Source:  (Edensor 2005; Finch 2011; 

Wong 2017) ..................................................................... 131 

Table 3 2    Adaptive Reuse with Mathematical Symbols. 

Modified from Source: (Wong 2017)................................ 143 

Table 3 3     Three Users of the Museum of Gorge. Source: 

(Ironbridge 2025) ............................................................. 159 

Table 5 1    Timeline of the Derby Silk Mill Development, 

Historical Building Construction, and Derbyôs Population 

Growth. (Source: Created by the Author) ........................ 260 

Table 5 2    Roles and Responsibilities of Architects, Engineers, 

and Contractors in the MoM Project (Source: Created by the 

Author) ............................................................................ 273 

Table 5 3    Opinions of General visitors on the Civic Hall and 

River Kitchen (Source: Summarised by the Author) ........ 303 

Table 5 4    Opinions of General and Recruited visitors on the 

Assemblage Room (Source: Drawn by the Author) ......... 308 

Table 6 1    Roles and Responsibilities of Designer and Painter 

in the MoM Project (Source: Summarised by the Author) 318 

Table 6 2    The Overview of Museum Experience from Online 

Survey (Source: Summarised by the Author) .................. 345 

Table 6 3    The Time Spent of Each Single Museum Room 

(Source: Summarised by the Author) .............................. 347 

Table 6 4    Overview of Opinions on the Throwing Room and 

Gateway from the Online Survey (Source: Summarised by 

the Author) ...................................................................... 350 

Table 7 1    Museumôs Role and Expected Challenges. Source: 

(Nicholas Serota 2000; Black 2005; Black 2012) ............ 364 

Table 7 2    Curatorsô Expected Attributes regarding the Museum 

Interpretation. Source: (Hooper Greenhill 1992).............. 365 

Table 7 3    The Early and Expected Scope Phases of the MoM. 

Source: (Derbymuseums 2023b)..................................... 374 

Table 7 4    General visitors and recruited visitorsô profile. 

Source: (Derbymuseums 2023b)..................................... 376 

Table 7 5    The Integrated True Learning Format. Source: 

(OôConnor et al. 2020) ..................................................... 377 



ΞΡ 
 

Table 7 6    Empirical Data Distribution. Source: Summarised by 

the Author. ....................................................................... 379 

Table 7 7    The process of perceptual learning in the theory. 

Source: (Damasio 2000, pp.35-81) ................................. 380 

Table 7 8    The First Category of Data shows Recruited Visitorsô 

Emotions through Feelings. Source: Summarised by the 

Author. ............................................................................. 381 

Table 7 9    The second category of data shows recruited 

visitorsô emotions do not express themselves through 

feelings. Source: Summarised by the Author. ................. 384 

Table 7 10    The Data shows Recruited Visitorsô Emotions with 

Long-lasting Impact of Feeling. (Source: Summarised by the 

Author). ........................................................................... 386 

Table 7 11    The Summary of Perceptual Learning. (Source: 

Summarised by the Author). ............................................ 390 

Table 7 12    The data shows recruited visitorsô senses and 

associated memory, which contributes to the intelligence. 

Source: (Claxton 2015, p.130) ........................................ 391 

Table 7 13    The data shows Recruited Visitors with a Positive 

Sense of Knowledge. (Source: Summarised by the Author).

 ........................................................................................ 393 

Table 7 14    The data shows recruited visitors with a negative 

sense of knowledge......................................................... 396 

Table 7 15    The Data shows Recruited Visitors with the 

Associated Memory. (Source: Summarised by the Author).

 ........................................................................................ 403 

Table 7 16    The data shows recruited visitorsô 

recommendations. (Source: Summarised by the Author). 406 

Table 7 17    The Summary of Cognitive Learning. (Source: 

Summarised by the Author). ............................................ 410 

Table 7 18    The Format of Reflection and Action within the 

Museum of Making. (Source: Summarised by the Author).

 ........................................................................................ 415 

Table 7 19    The Summary of the MoM as a Third Learning 

Space. Source: (Clapham and Barata 2024) ................... 416 

Table 8 1    The Key Findings of this Study Focused on the 

Case of the MoM. (Source: Created by the Author) ........ 426 



ΞΣ 
 

Table 8 2 Comparative Summary of Industrial Museums. 

(Source: Summarised by the Author) .............................. 451 

 
 

GLOSSARY 
The following table presents definitions of key terms and 

acronyms used in this thesis, as well as those commonly found 

in the relevant field of study. Establishing a clear understanding 

of these terms is essential for comprehending the research. 

While this glossary is not exhaustive, it serves as a concise 

reference to guide the reader through the terminology used 

throughout the thesis. 

Term Acronym  
 

Definition Source Position 

Black Country 

Living 

Museum 

BCLM   Chapter 3 

Derby 

Museum & Art 

Gallery 

DMAG   Chapter 3 

Chapter 5 

Museum of 

Making 

MoM   Thesis 

Authenticity  They may be considered 

to meet the conditions of 

authenticity if their 

cultural values, as 

defined by the proposed 

nomination criteria, are 

truthfully and credibly 

expressed through a 

variety of attributes. 

(Glossary 

1994) 

Chapter 3 

Chapter 6 

Chapter 7 

Milieu 

 
 The people, physical 

and social conditions 

and events that provide 

the environment in which 

people act or live. 

 Chapter 4 

Chapter 6 

Show and Tell  Emphasising visual 

power and structured 

presentation, and this 

approach allows 

exhibitions to control and 

direct visitorsô focus 

through a structure, 

which is a clear and 

developmental 

sequence of display 

(Bennett 

1995) 

Chapter 6 

Third Learning 

Space 

 

 This model  

complements traditional 

academic learning in 

 Chapter 4 

Chapter 7 
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universities and practical 

apprenticeship learning 

in workplaces by offering 

an engaged and 

sensory-rich educational 

experience. 

Occasional 

Visitors (OV)  
   Chapter 2 

Chapter 7 
Workshop 

Participants 

(WP)  

   Chapter 7 

Second Time 

Interviewers 

(STIs)  

   Chapter 7 

Museum Staff 

(MS) 
   Chapter 2 

Chapter 5 

Chapter 8 
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Chapter 1 ï INTRODUCTION 

 

1.1 Research Background 

This Chapter introduces the emergence of the research topic 

and its background. It identifies gaps in the existing works of the 

literature and discusses the significance of this study. 

Subsequently, the research aims, objectives and approach are 

presented, and the thesis structure is outlined to provide an 

explicit explanation of the thesis content.   

1.1.1 Overview 

In the UK, society has transitioned into a post-industrial phase, 

with the service sector now generating over 81% of the nation's 

total economic output, far surpassing the manufacturing sector 

(House of Commons Library 2024). This shift has left many 

industrial ruins at risk of further decay. To address this, this 

research investigates the potential of industrial architecture to 

gain new purpose through adaptive reuse, empowering 

communities by repurposing these abandoned structures as 

hubs for public engagement, such as museums. 

However, as shown in Figure 1.1, while the museum sector 

experienced rapid growth in the mid-1970s, peaking at 5.6% 

growth in 1974, museum closures have been steadily 

increasing. From an annual closure rate of 0.1% in 1961, this 
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figure rose to a peak of 1.3% in 2015, marking the highest rate 

of museum closures in recent history (Liebenrood 2024). 

           

Figure 1 1    UK Museum sector size, 1960-2023; and Closures 
per year, 1960-2023 (5-year rolling average). (Source: 
Liebenrood, 2024.) 

 

Adaptive reuse as a design approach is deeply intertwined with 

the history of industrial buildings and their transformation to 

meet contemporary needs. The goals of adaptive reuse extend 

beyond the preservation of architectural and cultural heritage; 

they also aim to reactivate historic buildings by attracting new 

activities, extending their lifespans, and revitalising their 

significance in modern society. 

This research focuses specifically on the reactivation of 

industrial buildings converted into museums, examining their 

potential to engage visitors through meaningful learning 

experiences. Using a case study approach, this study explores 

various design strategies for fostering active visitor engagement. 

It evaluates the museum experience through two main 
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dimensions: intellectual and embodied engagement. The study 

seeks to identify the most effective spatial design strategies for 

these experiences while assessing the levels of engagement 

facilitated by learning opportunities. Ultimately, the insights 

gained aim to contribute to the development of innovative 

approaches for future museum design. 

Overall, this research examines the complex relationship 

between visitors and industrial architecture, focusing on the 

interplay between the building itself, exhibitions, and social 

activities. Additionally, it seeks to provide meaningful insights 

into recent practices in converting industrial buildings into 

museums across the UK and EU. 

With at least 44 industrial buildings in the UK and 15 in the EU 

converted into museums, referring to Appendix A - Industrial 

Museum Database, this research employs a rational model for 

visitor engagement to identify a pioneering case study for 

detailed analysis. The Museum of Making (MoM) in Derby, 

England, was selected as the case study. It is important to note 

that this study combines both conceptual and empirical research 

approaches. This combination is necessary because many 

existing theories lack an in-depth understanding of the 

reactivation of industrial buildings from the perspective of the 
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museum and its learning experiences. Developing a deeper 

understanding of this phenomenon is expected to support the 

application of adaptive reuse principles in future design 

practices. 

This section on the research background explores industrial 

museums as an architectural phenomenon, addressing their 

challenges and providing an overall understanding of the 

adaptive reuse of industrial heritage buildings into museums. 

1.1.2 Industrial Museums as an Architectural Phenomenon 

There were two industrial revolutions, both of which happened in 

the UK. The first revolution lasted from the mid-18th century to 

about 1830 and was mostly confined to Great Britain; the 

second one, the technological revolution, lasted from the mid-

19th century until the early 20th century and spread throughout 

Great Britain, Continental Europe, North America, and Japan.  

This study examines an architectural phenomenon: industrial 

buildings converted into museums in the UKôs post-industrial 

economy since the 1970s. The common aim of these museums 

is to preserve and present materials related to Industrial 

heritage. To narrow down a great number of possible examples, 

a set of three influential factors have been considered: year, 

region, and architectural reused programme.  
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Year 

The first influential factor in understanding the conversion of 

industrial buildings into museums involves categorising 

restoration outcomes across different time periods. The 

examples in the database are segmented into key eras: 1970 

onwards, 1971 to 2000, and 2001 to 2020, post-2020. This 

categorisation allows for the identification of patterns and trends 

in restoration practices. 

Analysing these periods offers valuable insights into the 

transformation of industrial buildings in the UK's post-industrial 

economy since the 1970s. As depicted (Table 1.1), 18 industrial 

buildings underwent conversion into museums between 1971 

and 2000. In the subsequent period, from 2000 to 2020, the 

number decreased to eight (Table 1.2).  

After 2020, at least two notable industrial buildings underwent 

adaptive reuse, transforming into museums and office spaces 

with integrated exhibitions: the Museum of Making in Derby and 

Shrewsbury Flaxmill Maltings. The Museum of Making, 

completed in 2021, stands out as a contemporary example 

within this evolving landscape, showcasing innovative 

approaches to preserving industrial heritage while engaging 

audiences. 



 
 

Table 1 1    Eighteen industrial museums opened between 1971 and 2000. (Source: Summarised by the Author) 

Year 1971 1971 1974 1974 1978 1979 1982 

Name Nottingham 
Industrial Museum 

Kirkaldy Testing 
Museum 

Gladstone Pottery 
Museum 

Bradford Industrial 
Museum 

Black Country 
Living Museum 

Houghton Mill 

 

Kelham Island 
Museum 

Location Nottingham London Stoke-on-Trent Bradford Birmingham Houghton Sheffield  

Year 1982 1983 1984 1985 1985 1986 1987 

Name Leeds Industrial 
Museum 

Wandle Industrial 
Museum 

Barry Mill 

 

Helmshore Textile 
Museum 

Merseyside 
Maritime Museum 

West Cheshire 
Museum 

Calderdale Industrial 
Museum 

Location Leeds Mitcham  Barry (S) Helmshore  Liverpool  Halifax  

Year 1990 1990 1991 1995 (S) is Scotland.  

Name Crabble Corn Mill Robert's Smail's 
Printing Works 

Etruria Industrial 
Museum 

The Old Mill Museum 

Location Dover Innerleithen (S) Stoke-on-Trent Ashford 

Table 1 2    Eight industrial museums opened between 2001 and 2020. (Source: Summarised by the Author) 

Year 2000 2004 2005 2006 2012 2014 2015 

Name Hats Works National Wool 
Museum 

National Waterfront 
Museum 

New Lanark  Science and 
Industry Museum 

Middleport 
Pottery 

Verdant Works 

Location Stockport  Felindre (W) Swansea (W) New Lanark (S) Manchester Stoke-on-Trent Dundee (S) 

Year 2016 (W) is Wales, (S) is Scotland.  

Name Abbeydale Industrial 
Hamlet, Sheffield 



 
 

Region 

The second influential factor contributing to the conversion of 

industrial buildings into museums is the geographical region of 

Great Britain. Figure 1.2 illustrates a map depicting major cities 

in Great Britain, providing insight into the areas where 

manufacturing thrived and subsequently saw the conversion of 

industrial facilities into museums. 

The industries represented on the map span textiles, ceramics, 

steel, shipbuilding, and more. Upon observation, a notable 

concentration of red dots is observed in the regions of Yorkshire 

and the Humber, the North-West, and the West Midlands. 

Particularly interesting is the prevalence of textile-related 

industries in these regions. Examples of converted industrial 

buildings include the National Wool Museum, the Helmshore 

Textile Museum, and the Museum of Making. 

This geographic distribution highlights the historical significance 

of these regions in industrial development, with a specific 

emphasis on the textile industry, which has left a lasting imprint 

on the landscape in the form of converted museums. Of the five 

industrial landscapes in Great Britain recognised by UNESCO 

for their cultural significance ï Derwent  Valley Mills, Ironbridge 

Gorge, New Lanark, Cornwall and West Devon Mining 
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Landscape, and Blaenavon Industrial Landscape ï both 

Derwent Valley Mills and New Lanark place a strong emphasis 

on the legacy of the textile industry. 
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Figure 1 2    The Location of twenty-eight Industrial Museums in 
Great Britain. (Source: Drawn by the Author) 
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Architectural Reuse Programme 

The third influential factor in the conversion of industrial 

buildings into museums is the architectural reuse program. 

Across many industrial buildings in the UK, a consistent pattern 

emerges: the restoration of exteriors and interiors to their 

original state, paired with adaptive reconfigurations of interiors to 

meet contemporary needs. 

As Figure 1.3 shows, this approach manifests in two distinct 

orientations: employing a ólightô design philosophy or an 

innovative adaptive reuse approach. First, some cases prioritise 

'restoring the past' with the ólightô touch. In these instances, the 

goal is to resurrect the atmosphere of bygone working scenes, 

life, and culture. This is often achieved through immersive 

exhibits that transport visitors back in time, providing a vivid 

experience of historical industrial life.  

In contrast, the strategy of 'inserting the future' takes a more 

forward-looking stance with an innovative adaptive reuse 

approach. Here, the space goes beyond merely showcasing the 

past; it becomes a catalyst for revitalising industrial sites. The 

emphasis is on empowering a vibrant community with cultural 

and social memories, turning these spaces into active hubs for 

both preserving history and fostering contemporary connections. 
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ШШШШШШШ 

This architectural approach, blending historical restoration with 

modern functionality, further underscores the intricate interplay 

of economic, regional, and architectural factors in the 

transformation of industrial spaces into museums.  

To develop deeper into the evolution of restoration methods, 

these two comparative approaches are conducted. The 

Gladstone Pottery Museum, representing an earlier case, is 

juxtaposed with the Museum of Making. Additionally, the 

Ironbridge Gorge, sharing similarities with the Derwent Valley 

Mills as it is located on a world-famous industrial heritage site, 

offers insights into comparable museum experiences. This 

comparative approach aids in discerning shifts or consistencies 

in design philosophies and restoration strategies over time.   

                

Figure 1 3    'Restoring the past' and 'Inserting the future'. 
(Source: Photos taken by the Author) 

 

1.1.3 Challenges Facing Industrial Museums  

At the outset of this research, fieldwork was conducted at 

several prominent museums and galleries in Great Britain, 
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including the British Museum, Museum of Liverpool, Tate 

Liverpool, Tate Modern, and IWM London (Figure 1.4). These 

visits provided foundational insights into museum practices and 

challenges within the Great Britain context.

 

Figure 1 4    Fieldwork in the Industrial Museum between 2021 
and 2024. (Source: Created by the Author) 

Building on this understanding, this study examines the 

identified challenges through the view of adaptive reuse , 

museum interpretation , and learning experiences . The aim is 

to address these issues within the context of architectural design 

for industrial museums.  

Industrial museums encounter various challenges, many of 

which are closely tied to architectural considerations. In the 

beginning, in line with Suzanne Macleodôs top 20 principles for 

the Future of Museum and Gallery Design, seen as Appendix D 
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ï Future Museum Design. This study identifies three key 

challenges at the beginning of this study:  

¶ Taking Account of the Local: museum makers must 

understand and reflect the cultural uniqueness of the 

local environment to cater to the interests and needs of 

the community they serve.  

¶ Being Multi-Sensory: museum experiences should 

engage the whole human being, encompassing both the 

body and the mind. 

¶ Being Embedded in Its Environment: museums should 

blur the boundaries between the museum experience and 

everyday life, creating a óthird spaceô.   

Taking Account of the Locals (Adaptive Reuse): In the 

adaptive reuse of industrial buildings, the architectôs 

considerations significantly influence the conceptual design 

stage, particularly in restoring and transforming the structure. 

Cesare Brandi, in his work The Theory of Restoration (translated 

in 2005), introduces a concept of treating a work of art as a 

holistic restoration strategy, thereby strengthening the historical 

connection between industrial buildings and their transformation 

into museums. Similarly, Liliane Wong (2017), in her book 

Adaptive Reuse: Extending the Lives of Buildings, employs 
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mathematical symbols to express the new order achieved in the 

restored building. 

Graeme Brooker and Sally Stone (2004), who focus on 

reworking waste and redundancy, explore the concept of 

ódisorderô and its potential to adaptively transform buildings into 

new typologies. Meanwhile, Fred Scott (2008), in his book On 

Altering Architecture, draws inspiration from art conservation, 

delving into the psychological and sociological dimensions of 

transforming existing structures. Tim Edensor (2005), in 

Industrial Ruins: Spaces, Aesthetics and Materiality warns of the 

dangers of erasing evocative urban sites, emphasising the 

importance of retaining historical and aesthetic materiality. 

Although these scholars do not directly address the concept of 

óthe localô, they all advocate for embedding local sociological 

elements and historical contexts into the adaptive reuse 

process. 

To create a ónew orderô in adaptive reuse projects, Peter Block 

in Community: The Structure of Belonging highlights the 

significance of physical space in fostering a sense of 

community. When an industrial building is converted into a 

museum, the communityôs sense of belonging extends beyond 

the building itself, contributing to the growth and identity of the 
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surrounding city. Edward Relph (1976), in Place and 

Placelessness, further reinforces this perspective, emphasising 

that physical settings, activities, and meanings are interrelated. 

These elements serve as the raw materials for establishing the 

identity of a place. 

Being Multi-Sensory (Museum Interpretation): Joy Monice 

Malnar (2004), in her book Sensory Design, describes 

phenomenal reality as the outcome of a sensory-emotional 

experience centred on the human body. When an industrial 

building is adaptively reused as a museum, its design and 

experience must holistically engage visitors, addressing both 

body and mind. Traditionally, museums have relied on verbal 

and textual formats to mediate and create engagement through 

exhibitions, as Laura Hanks (2012) discusses in her book 

chapter Writing Spatial Stories. Similarly, Jonathan Hale (2018), 

in From Body to Body: Architecture, Movement, and Meaning in 

the Museum, emphasises that as material beings occupying 

three-dimensional space, humans perceive and understand the 

world through their interaction with objects arranged around 

them. 

Yi-Fu Tuan (1977), in his book Space and Place: The 

Perspective of Experience, highlights the inescapable 
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connection between culture, the human body, and the interplay 

of space and place. Expanding on this, both Harry Francis 

Mallgrave (2018) and Adam Sharr (2012), in From Object to 

Experience: The New Culture of Architectural Design and 

Reading Architecture and Culture: Researching Buildings, 

Spaces and Documents, respectively, argue that embodied 

experience is central to understanding architecture. They 

suggest that buildings serve as cultural artefacts shaped by and 

shaping the bodies and surroundings from which they arise. 

A well-designed, immersive museum experience allows 

individuals to perceive time subjectively, detached from specific 

durations and instead tied to events or incidents. H. Porter 

Abbott (2008), in The Cambridge Introduction to Narrative, 

explains that human time is event-driven, shaped by narrative 

rather than chronological precision. Within a museum space, the 

interaction of these elements creates dynamic relationships of 

óbecomingô within space and time, moving beyond static states 

of óbeingô. This concept is influenced by Leslie Kavanaugh, who, 

drawing from Gottfried Wilhelm Leibniz, conceptualises space 

as a network of interrelations. Her ideas are further developed in 

her article included in the edited volume Design Research in 

Architecture: An Overview (2013), edited by Murray Fraser. 
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Being Embedded in Its Environment (Learning 

Experiences): Nicholas Serota (2000), in his book Experience 

or Interpretation: The Dilemma of Modern Art Museums, 

proposed that museums are evolving from being merely 

ócabinets of treasuresô to becoming akin to historical books. 

Similarly, Falk and Dierking (1992), in The Museum Experience, 

emphasise that museums are ideal physical contexts for 

meaningful learning, offering rich and multi-sensory 

experiences. 

Between 1992 and 2020, many studies explored the museum's 

role as an informal learning space. Graham Black (2012) 

introduced the innovative idea that museums could bridge the 

gap between formal and informal learning. This concept can be 

traced back to Eilean Hooper-Greenhill (1992), who highlighted 

a shift in display arrangements within museums - from grouping 

items by theme and material to organising them chronologically 

or sequentially. Museums can serve as óthird learning spacesô 

for two key reasons. First, as Hooper-Greenhill (1994) argued in 

Museums and Their Visitors, learning in museums emphasises 

the process of learning rather than the outcome. Second, 

Graham Black (2005), in The Engaging Museum: Developing 

Museums for Visitor Involvement, pointed out that museums 
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facilitate both life-wide and life-long learning, making them 

spaces for continuous personal growth and exploration. 

To achieve meaningful learning experiences, Graham Black also  

(2012) proposed that museums should adopt interpretation 

strategies that encourage visitors to engage with the óreal thingô. 

In The Engaging Museum: Developing Museums for Visitor 

Involvement, he argued that this approach enables museums to 

offer highly interactive experiences that act as a confluence of 

personal, socio-cultural, and physical contexts. This dual focus 

on awareness-making and meaning-making ensures that 

museums not only educate but also create opportunities for 

deeper, more participatory engagement with their audiences. 

1.2 Research Gap 

As highlighted in section 1.1.3, a knowledge gap has been 

identified regarding how industrial museums are activated 

through visitor engagement with learning experiences. On the 

one hand, broader disciplines such as architecture/interior 

architecture and museum studies have been explored. 

Researchers like Graeme Brooker and Sally Stone have 

significantly contributed to understanding adaptive reuse design 

approaches, particularly the complex process of remodelling 

existing buildings. On the other hand, scholars such as Nicholas 
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Serota, Eilean Hooper-Greenhill, and Graham Black have 

focused on enhancing the museum experience and expanding 

its potential as a multi-functional space. 

While the literature in both architecture and museum studies 

provides valuable insights, these two disciplines remain 

disconnected in their treatment of industrial museums. This 

disconnection reveals a clear research gap, which this study 

aims to address by integrating the two fields. The core research 

question emerges: How can enactive visitor engagement be 

achieved through learning experiences in an Industrial Heritage 

Museum? 

1.3 Research Significance  

This study aims to align the integration of Structuralism and 

Phenomenology, proposing a new framework to explore the 

"Body-Space" relationship in the context of industrial museums. 

During the complex process of remodelling an industrial building 

along with cultural continuity, decision-making regarding which 

parts of the building to preserve or remove plays a critical role in 

shaping the "Body-Space" relationship. As time and space 

evolve, bodily memory often forms a profound connection with 

the built environment, influenced by elements such as building 

typology and materiality. 
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Additionally, this research seeks to examine contemporary 

industrial museum spaces and their potential for further 

development, building upon historical museum typologies. 

Historically, the earliest museum typologies were designed to 

look backwards, preserving the history of human activities. Two 

key initial musuem typologies are particularly significant in this 

regard (Marotta 2012): 

¶ The Theatre of Memory, which focused on the 

recollection of ideas and knowledge. 

¶ The Cabinet of Curiosity, which served as collection 

showcasing the diversity and wonder of the natural and 

human-made world. 

Moreover, true learning within a museum context is highly 

interactive and involves both perceptual and cognitive learning 

processes (OôConnor et al. 2020). By examining these learning 

processes, this study will define the varying degrees of visitor 

engagement and identify the most effective spatial settings for 

fostering engagement. 
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1.4 Research Aims and Objectives 

This research, motivated by personal interest1, focuses on the 

reactivation of industrial buildings repurposed as museums, with 

a particular emphasis on understanding the visitor experience 

and learning processes within museum spaces. The Museum of 

Making, located in Derby, England, has been chosen as the 

primary case study to provide a detailed exploration of these 

themes. 

The study aspires to make two key contributions: 

¶ Academic Contribution: to advance debate on the future 

of museum design by positioning the industrial museum 

as a distinctive type of cultural space. 

¶ Practical Contribution: to provide guidance for adaptive 

reuse, offering recommendations to enhance visitor 

 
1ШMotivation: With nearly a decade of experience in cultural interior design, I have 
been deeply fascinated by spatial configuration that evoke emotional responses and 

activate spaces. My journey began with projects ranging from tailoring retail spaces to 

designing restaurant interiors, where I explored how design can enhance spatial 

experiences. This curiosity shaped my master's studies; one of the projects was 

investigating design approaches that help British cashmere stores compete. Building 

on this foundation, my PhD research delves into museum spaces, focusing on 

fostering a deeper dialogue between museums and visitors through spatial 

experiences, within industrial heritage settings. This study integrates philosophical 

perspectives, architectural theory, and an exploration of historical museum typologies 

to identify enhanced design strategies to inform the future of museum design. 
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engagement while balancing heritage preservation with 

contemporary innovation. 

To achieve these objectives, the study sets out three specific 

objectives that align with the core research questions and 

provide measurable outcomes, as Table 1.3 shows: 

Table 1 3    Research question, sub-questions, and objectives in 
this study. (Source: Summarised by the Author) 

Research Question 

How can enactive visitor engagement be achieved through learning experiences in an Industrail 

heritage museum? 

Research Sub-questions 

What key elements influence 

the adaptive reuse of industrial 

buildings as museums? 

How do buildings support the 

museum experience?  

How do visitors engage with the 

museum through active learning 

experiences?  

Research Objectives 

To identify the key elements 

influencing the adaptive reuse 

of Derby Silk Mill to the 

Museum of Making. 

To describe the spatial 

characteristics of the Museum of 

Making which support the 

overall museum experiences. 

To examine the transmission of 

knowledge with the Museum of 

Making through the learning 

experience. 

1.5 Research Approach 

To achieve the objectives of this study, three core areas of focus 

have been established: identifying the key elements influencing 

adaptive reuse, describing spatial characteristics, and examining 

learning experiences within museum spaces. 
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The literature review reveals a critical gap, indicating that 

industrial museums have the potential to act as a third learning 

space by activating visitor engagement through spatial design. 

This study adopts a structuralist approach to investigate the 

cultural continuity of museum time and space, addressing 

architectural challenges such as temporal and spatial 

transformations achieved through diverse restoration methods. 

Additionally, a phenomenological approach is employed to 

analyse two historical museum typologies and their evolution 

into modern interpretations. By contrasting these philosophical 

perspectives ï structuralism and phenomenology - the research 

seeks to illuminate a significant knowledge gap concerning 

industrial heritage museums. 

Subsequently, a primary case study will be conducted using 

phenomenological observation to evaluate the applicability of 

the proposed theoretical framework. This will identify context-

specific variables under a conceptual framework that will then be 

tested through qualitative and quantitative data collection. These 

measures aim to validate the framework, ensuring its reliability 

and the generalisability of findings to inform the design of 

effective museum spaces. 
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The study will conclude by discussing that one of the museumôs 

roles will become a third learning space, linking this concept to 

the proposed theoretical framework. In summary, this research 

contributes both academically, by advancing theoretical 

perspectives on adaptive reuse in industrial museums, and 

practically, by evaluating the primary case to develop enhanced 

spatial strategies for future museum spaces. 

1.6 Thesis Structure  

This thesis is divided into two major sections: the first focuses 

on a comprehensive literature review, and the second explores 

the case study, primary data collection, and the analysis of 

results. To provide a clear and concise overview, the thesis 

comprises eight chapters. Below is a summary of each chapter, 

highlighting its key objectives and findings: 

Chapter 1: Introduction - This chapter introduces the industrial 

museum as an architectural phenomenon. Using a database of 

59 industrial museum examples, it categorises these museums 

based on region, year, and architectural reuse programme. 

Additionally, insights from general museum visits inform the 

identification of three significant challenges for future museum 

design. These challenges are explored theoretically and serve 

as a foundation for the subsequent chapters. 
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Chapter 2: Methodology - This chapter outlines the research 

methodology, including data collection and analysis methods. It 

explains the rationale for selecting the Museum of Making 

(MoM) as the single case study and describes the case study 

process. Four key methods ï documentary study, spatial 

analysis, phenomenological observation, and opinion collection 

ï are employed to evaluate the case. The data are then 

analysed in conjunction with the literature to provide insights 

from multiple perspectives. 

Chapter 3: (Literature Review) Industrial Architectures 

Adaptively Reused as Museums - The first part of the 

literature review addresses the question: How can industrial 

buildings be adaptively reused as museums? Using 

structuralism as a philosophical perspective, the chapter 

explores architectural issues, including the temporality of 

industrial culture continuity and spatial transformations through 

restoration methods. It examines adaptive reuse practices in the 

UK regarding industrial museums, particularly their cultural 

impacts. 

Chapter 4: (Literature Review) Industrial Architectures 

Supporting Museum Experiences - This chapter focuses on 

the sub-question: How do buildings support the museum 
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experience? It examines two historical museum typologies ï 

The Theatre of Memory and The Cabinet of Curiosity ï and 

traces their evolution into modern museum spaces. Two 

contemporary examples, the Heineken Experience and The 

Prince Philip Maritime Collection Centre, are analysed to identify 

spatial characteristics that facilitate learning. The chapter 

concludes by proposing a new typology of museums as óthird 

learning spacesô. 

Chapter 5: (Case Study) The Museum of Making as a Focus 

Case Study - This chapter presents The Museum of Making as 

the primary case study, analysing its design approach through 

three key aspects: context, spatial arrangement, and materiality. 

The MoMôs 300-year history is explored, highlighting its 

connection to Derbyôs natural and urban environments. The 

chapter also examines how the MoM places the community at 

its centre, fostering cultural relationships with Derby and 

Derbyshireôs industrial heritage. Meanwhile, building materials 

are discussed as mediums that connect visitors to embodied 

experiences within the museum. 

Chapter 6: (Case Study) Museum Experience in The 

Museum of Making - This chapter investigates The Museum of 

Makingôs museum interpretation strategies, focusing on 
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intellectual and embodied experiences. It incorporates primary 

data from visitor reflections, collected through an online survey 

of general visitors and observational studies with recruited 

participants, supported by interviews. By comparing these data 

sets, the chapter evaluates the effectiveness of the MoMôs 

spatial arrangements and discusses their alignment with the 

literature. 

Chapter 7: (Case Study) The Museum of Making as a Third 

Learning Space - Building on the theory of museum education, 

this chapter explores learning processes in the MoM, focusing 

on perceptual and cognitive learning. Interviews with recruited 

occasional visitors and workshop practitioners provide primary 

data to assess the MoMôs potential as a óthird learning spaceô. 

The discussion integrates theoretical insights and primary 

findings, offering an in-depth analysis of what the MoM provides 

for both architectural students and general visitors, as a third 

leaning space. 

Chapter 8: Overall Discussion ï This chapter explores 

learning experiences from three perspectives: how industrial 

museum architecture supports learning, how museum 

interpretation facilitates learning, and how knowledge is 

transmitted in industrial museums. By synthesizing insights from 
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the comprehensive industrial museums discussed in Chapters 3 

and 4, this chapter examines architectural strategies, 

interpretative approaches, and communicative methods. It aims 

to demonstrate how the Museum of Making (MoM) functions as 

a dynamic learning environment. 

 

Chapter 9: Conclusion ï The final chapter synthesises the 

studyôs findings, structured around the three research 

objectives: key elements influencing adaptive reuse, spatial 

characteristics of the MoM, and visitors engagement through 

learning experiences. The implications of these findings are 

discussed, highlighting their academic and practical 

contributions to museum design, including architectural design 

and museum interpretation. The study concludes by proposing a 

framework for enhancing bodily engagement through learning 

experiences in industrial museums, informed by the two 

historical typologies ï The Theatre of Memory and The Cabinet 

of Curiosity. It lays the groundwork for future research into 

adaptive reuse of the industrial buildings and visitor engagement 

through learning experiences across the EU and UK. 
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Chapter 2 ï RESEARCH METHODOLOGY 

 

2.1 Introduction  

This chapter outlines the methodologies employed in developing 

theoretical assumptions and gathering primary data for this 

research project. The studyôs workflow follows a progression 

from Theory Ÿ Case Ÿ Data, while the analysis process adopts 

the reverse sequence of Data Ÿ Case Ÿ Theory. 

As Figure 2.1 shows, the research begins by establishing a 

strategy to define initial ideas, categorise research themes, and 

identify preliminary fieldwork sites. This foundational overview 

serves as a basis for selecting and conducting the main case 

study. 

In the case study section, four key research methods for data 

collection are presented: 

¶ Policy/Documentary Study: provides a macro-level 

understanding of the main case by examining archives, 

policies, reports, newspapers, magazines, websites, and 

literature, spanning a wide historical range from 1841 to 

2024. 

¶ Spatial Analysis: with the structuralism examination, the 

spatial analysis offers an objective description of the 
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spatial environment of the main case and comparable 

precedents with part of main case, focusing on 

architectural and design elements. 

¶ Phenomenological Observation: adopts a subjective 

perspective to explore the lived experiences of recruited 

visitors, observing their time spent, movements, and 

interactions within the space. 

¶ Opinion Collection: aims to interpret visitor behaviours 

through their comments. This data is gathered in two 

ways: one is from general visitors via Google Reviews 

and TripAdvisor; the other is from recruited visitors 

through semi-structured interviews. 

Additionally, insights from museum staff and architects are 

obtained through interviews to provide official perspectives on 

the museumôs design and interpretation. 

By synthesising findings from these methodologies, this study 

aims to answer the three core research objectives through an in-

depth overview analysis of the main case. It also seeks to 

identify significant theories in the context of active industrial 

museum spaces, contributing to both academic and practical 

discourse in this field. 
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Figure 2 1    The Methodological Framework of this Study. 
(Source: Created by the Author) 
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2.2 The Research Methodology  

The research methodology for this study combines theoretical 

and empirical approaches to establish a robust framework for 

understanding the adaptive reuse of industrial buildings as 

museums. While architectural theory provides foundational 

principles for conceptual and philosophical inquiry, the 

methodology focuses on the systematic empirical processes 

used to collect, analyse, and interpret data, which is articulated 

by inquiries using specific techniques (Groat 2013). 

At the outset, the architectural theory served two primary 

purposes: 

¶ Establishing Principles: it defined key concepts and 

overarching philosophies to guide the research, offering a 

scaffold for discussion and informed debate(Lucas 2016). 

¶ Providing Structure: it framed the inquiry into adaptive 

reuse by connecting structuralism and phenomenology as 

philosophical foundations. 

The empirical methodology, on the other hand, emphasised 

practical investigations into real-world phenomena (Wang and 

Groat 2013). Following one year of initial concepts and fieldwork 

across a range of examples, the Case Study approach was 

identified as the most suitable research strategy. 
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A Case Study was chosen because it allows for an in-depth 

investigation of a phenomenon within its real-life context, 

especially when the boundaries between the phenomenon and 

its physical setting are not clearly defined. By combining 

structuralism and phenomenology, this approach analysed both 

the historical and contemporary spatial settings of the chosen 

site and interpreted visitor behaviours to address the research 

objectives. 

2.2.1 Initial Concepts  

The initial concept for activating visitor engagement through the 

visiting experience was proposed as the nature of the setting, 

which was divided into two categories: Architectural Design and 

Museum Interpretation. Both categories aimed to explore the 

ways in which spatial and interpretive techniques could 

effectively enhance visitor engagement (Table 2.1). 

Under the framework of structuralism, the first category 

examined adaptive reuse in terms of time accumulation, 

functional changes, materials preservation, and cultural 

transformation, in Chapters 3 and 5. The 5Ps framework ï 

Programme, Product, Process, People, and Place ï was 

particularly emphasised to comprehensively understand the 

adaptive reuse process, shown in C.1 5P Programmes. 
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Under the framework of phenomenology, Chapter 4, this second 

category explored the role of museum interpretation in fostering 

visitor engagement through two types of experiences: overall 

and learning experiences, Chapters 6 and 7. Furthermore, 

intellectual and embodied experiences keywords were 

categorised by embodied transactions, multi-sensory, 

authenticity, awareness and meaning making, and the third 

learning space was identified as integral to this category through 

perceptual and cognitive learning. 

Table 2 1    Initial Concepts of the Scope of this Study. (Source: 
Summarised by the Author)  

Architectural Design 

Adaptive Reuse Case Analysis  

Time 

Accumulation 

Functional 

Changes 

Materials 

Preservation 

 

Cultural 

Transformation 

5Ps: Programme, Product, 

Process, People, and Place 

Museum Interpretation 

Intellectual and Embodied Experiences Case Analysis  

Embodied 

Transactions  

Multi-

Sensory 

Authenticity Awareness and  

Meaning making 

Perception, Cognition 

Third Learning Space 

2.2.2 Initial Examples  

Similarly to exploring initial concepts, the scope of selecting 

examples consisted of two areas, online survey and fieldwork. In 

the process, the examples survey started from the historical 
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museums, which were narrowed down to the redundant 

industrial buildings converted into museums and art galleries.  

In the first step, some examples of historical museums were 

surveyed online, as Table 2.2 shows, including Back to Backs in 

Birmingham, Southwell Workhouse in Nottingham, IWM in 

London, King Richard III Visitorsô Centre in Leicester, H.C. 

Andersenôs House in Odense, Denmark and La Sucrir̄e in 

Lyon, France. On the other hand, the initial museum fieldwork 

focused on Greater London and Liverpool, including the British 

Museum, National History Museum, V&A, IWM London, Tate 

Modern, Museum of Liverpool, and Tate Liverpool. 

Subsequently, the initial site visit for the general museum started 

in July 2021, including the British Museum, National History 

Museum, V&A, IWM London, Tate Modern, Museum of 

Liverpool, and Tate Liverpool.  

However, even if these historical museums could foster a sense 

of ownership through human connection with visitors, it is a 

broad-based example for exploration of activating visitor 

engagement. 

In the second step, a new conceptual element regarding 

redundant industrial buildings converted into museums and 

galleries was added to the site selection. More specific 
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examples were surveyed online. They are Tate Modern London, 

Tate Liverpool, Museum of Making, Mus®e dôOrsay in Paris, 

France, Ruhr Museum in Essen, Germany and M9 Museum 

District, Venice, Italy. 

Eventually, a book section titled Placing citizens at the heart of 

museum development: Derby Silk Mill ï Museum of Making led 

to the discovery of the main case ï the Museum of Making.  

Table 2 2    The Sequence of Surveys for Selecting Museum 
Examples. (Source: Summarised by the Author)  

Step 1 

 

Historical  

Museums and 

Arts Gallery 

Online Survey: 

Back to Backs, Southwell Workhouse, IWM London, King Richard III 

Visitorsô Centre, H.C. Andersenôs House, La Sucriere, etc.  

Initial Fieldwork:  

British Museum, National History Museum, V&A, IWM London, Tate 

Modern, Museum of Liverpool, and Tate Liverpool 

Step 2 

 

 

Redundant  

Industrial  

Buildings  

Converted Into 

Museums and 

Galleries 

Online Survey: 

Tate Modern London, Tate Liverpool, Mus®e dôOrsay, Museum of 

Making, Ruhr Museum, M9 Museum District, Ningbo Museum of Art, 

798 Art Zone, ID Town, The Pier-2 Art Centre, Huashan 1914 

Creative Park 

Step 3 

 

Book Section 

 

Main Case: Museum of Making 

2.2.3 Fieldwork for Comparative Study 

To deepen the analysis, once the MoM was identified as the 

main case study, an extensive collection of examples related to 
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the architectural phenomenon of converting industrial buildings 

into museums was gathered (Denscombe 2014). As outlined in 

Section 1.1.1, a total of 59 industrial museum examples were 

selected, consisting of 44 in Great Britain and 15 within the 

European Union, as seen in Appendix A - Industrial Museum 

Database. 

An analysis of the industrial museum database revealed that the 

majority of industrial buildings were converted into museums 

during the 1970s in Section 1.1.2, often following similar 

architectural approaches. However, these earlier 

transformations typically focused on invoking nostalgic emotion 

and lacked the contemporary design sensibilities seen in more 

recent GB projects built after the 2000s. Consequently, it 

became necessary to select additional precedents for 

comparison to provide a broader contextual understanding 

alongside the main case. 

After finalising the MoM as the main case with sufficient 

preliminary knowledge, a second round of fieldwork was 

conducted, more specifically, focusing on six precedents with 

distinct architectural emphases (Table 2.3). 



ΣΡ 
 

In this comparative study, specific functional and experiential 

elements of the six precedents were contrasted with those of the 

MoM: 

¶ Industrial Landscape: examined through the Ironbridge 

Gorge Museums, focusing on the integration of individual 

industrial heritage within the surrounding landscape. 

¶ Spatial Movement: explored at the Gladstone Pottery 

Museum, highlighting the movement patterns shaped by 

the museumôs spatial layout. 

¶ Museum Atrium: investigated in the Black Country Living 

Museum, focusing on the use of atriums to create central 

gathering spaces. 

¶ Exhibition Design: analysed in the Shrewsbury Flaxmill 

Maltings, particularly how exhibitions are incorporated 

into adaptive reuse projects. 

¶ Museum Experience: studied in the Heineken 

Experience in Amsterdam, examining how sensory and 

interactive design enhance visitor engagement. 

¶ Visitor Engagement Strategies: assessed at the Prince 

Philip Maritime Collections Centre, focusing on its 

innovative visitor engagement techniques. 
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This comparative study allowed for a multi-dimensional 

understanding of how industrial heritage sites are transformed 

into museums, offering valuable insights into various 

architectural and experiential strategies that inform the MoM and 

its role as an industrial heritage museum that meets modern 

societal needs. 

Table 2 3    Six Comparative Studies with Different Architectural 
Focus Points. (Source: Summarised by the Author)  

Comparative Study 

Visit Date 2021 Nov 2022 May 2024 May 2024  

Aug 

2024  

Aug 

2024  

Nov 

Museum 

 

 

 

Ironbridge    

Gorges  

Museums 

Gladstone 

Pottery 

Museum 

Black 

Country 

Living 

Museum 

Shrewsbury 

Flaxmill 

Maltings 

Heineken 

Experience 

Prince Philip 

Maritime 

Collections 

Centre 

Year Built 1970 1974 2022 

 

2022 1991 2018 

Location Shropshire Stoke-on-Trent 

 

Dudley Shrewsbury  Amsterda

m 

London 

Focus Point Industrial 

Landscape 

 

Movement Museum 

Atrium 

Museum 

Exhibition  

Museum 

Experience 

Visitor 

Engagement 

2.3 Methods for Data Collection 

This study is deductive research, starting from existing theory 

with initial concepts and examples, to formulate hypotheses, 

trying to answer the main question: ñHow can enactive visitor 

https://en.wikipedia.org/wiki/Shropshire
https://en.wikipedia.org/wiki/Stoke-on-Trent
https://en.wikipedia.org/wiki/Stoke-on-Trent
https://en.wikipedia.org/wiki/Amsterdam
https://en.wikipedia.org/wiki/Amsterdam
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engagement be achieved through learning experiences in an Industrial 

heritage museum?ñ 

This study adopts a case study approach, combining qualitative 

and quantitative techniques, to investigate the MoM as the 

primary case. These methods are carefully selected to address 

the research objectives from both structuralist and 

phenomenological perspectives, and it is grounded in three key 

architectural research themes: humanities, engineering, and 

social science, as shown in Figure 2.2. The humanities 

perspective is concerned with the historical and philosophical 

dimensions of the site. This is addressed through the policy and 

documentary study described in the following 2.3.1.1 Policy and 

Documentary Study, which investigates the historical and 

cultural context of the MoM, as well as its integration within the 

broader urban and landscape fabric. The engineering dimension 

centres on the buildingôs functional performance, described in 

the following 2.3.1.2 Spatial Analysis. The social science 

perspective focuses on human behaviour and user engagement, 

relying on the user-based analysis discussed in 2.3.2 User 

Studies, with two different user groups. 
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Figure 2 2ШШШШThree Key Architectural Research Themes in a 
Case Study. Source: (Wiedmann 2022b) 

 

In this study, the whole data collection process consists of two 

major phases: 

The first phase is the site-based investigation, which focuses on 

policy, documentary study and spatial analysis, reflecting the 

researcherôs viewpoint aligned with a structuralist framework. 

This includes examining the historical and cultural context of the 

MoM through archival materials, policies, institutional reports, 

newspapers, magazines, websites, and academic literature, 
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following a chronological narrative. In addition, special attention 

is given to the building's transformation, including its integration 

within the wider urban and landscape context, materiality, 

programming, functional organisation, and circulation patterns. 

The second phase is the user studies, which involves a visitor 

study based on phenomenological observation, aimed at 

capturing lived experiences within the museum space. This part 

explores how visitors engage with the museum in two groups, 

specifically through patterns of movement, time spent in different 

areas, and behavioural trajectories. 

¶ The first group comprises local residents from Derby and 

Derbyshire. Their spatial interaction was observed 

phenomenologically, supported by existing survey data 

that provided keywords from an existing online survey. 

¶ The second group includes international visitors, whose 

behavioural trajectories were tracked and later interpreted 

through follow-up interviews to understand their attention 

to the space. 

In summary, data collection was conducted in two main phases: 

the first is a site-based investigation to explore objective spatial 

and historical attributes, and the second is the user studies to 

examine subjective visitor interactions. Together, these methods 
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enable a nuanced assessment of how adaptive reuse museum 

design shapes meaningful museum experiences. By combining 

insights from both researchersô objective analysis and visitorsô 

subjective experiences, this methodology offers a holistic 

understanding of how spatial design impacts learning 

engagement in the Museum of Making. 

2.3.1 Site-based Investigation  

The site-based investigation employs two core research 

methods: policy, documentary study and spatial analysis. These 

methods are designed to address the architectural and 

contextual dimensions of the main case - the Museum of 

Making. 

2.3.1.1 Policy and Documentary Study  

The documentary study treats documents as a primary source of 

data to address research inquiries (Denscombe 2014). This 

method articulates two sub-research questions, addressed in 

Chapters 3 and 4: 

Chapter 3: ñHow can industrial buildings be adaptively reused as 

museums?ò 

In Chapter 3, documents such as archives, reports, literature, 

newspapers, and websites are reviewed. These include archival 

materials on the Derby Silk Mill, dating back to 1841, 1843, 
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1856, and 1975. These documents provide a preliminary 

understanding of the industrial space, beginning with the millôs 

construction in 1704, initially named Lombeôs Mill. Later, the 

Derby Industrial Museum was established in 1974. Documents 

from 1974 to 2024 were also collected, encompassing literature, 

newspapers, and websites. 

Key resources include two book chapters by Suzanne MacLeod 

(2018 and 2020), which discuss the Museum of Makingôs user-

centred design approach and its focus on placing citizens at the 

core of museum development. In 2021, Hugh Pearman 

highlighted the architectural space of the museum in the RIBA 

Journal. In 2022, The Guardian published an article comparing 

the Museum of Making with a Gladstone Pottery Museum, 

emphasising its potential to help shape a better future. 

Chapter 4: ñHow do industrial buildings support the museum 

experience?ò 

Chapter 4 examines documents that recast two historic models 

of museum architecture ï The Theatre of Memory and the 

Cabinet of Curiosity ï and connects these with contemporary 

industrial museums. Introduced in the Architectural Review 

(2012), these typologies represent the origins of two distinct 

types of museums (Marotta 2012). 
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This study investigates the relevance of these historical 

typologies to contemporary museum architecture, discussing 

their evolution and significance in current practices (Lucas 

2016). Contemporary examples include the Heineken 

Experience and the Prince Philip Maritime Collection Centre, 

which demonstrate how buildings can support engaging 

museum experiences, and develop as a third learning space. 

2.3.1.2 Spatial Analysis  

Spatial analysis constitutes a central component of this 

research, particularly in the investigation of the MoM, using 

mapping techniques and other spatial representation tools to 

conduct quantitative assessments. This section focuses on the 

spatial and structural dimensions of this site, guided by three 

architectural functions identified by (Wiedmann 2022a, p.9):  

ñStructurally, to access the various spaces (to and from the site)  

Structurally to protect from environmental factors (both natural and 

human)  

Structurally to reduce waste (material and energy)ò 

Mappings 

The first phase of analysis employed digital mapping, conducted 

prior to the on-site visits. Tools such as Google Maps and 

Digimap were used to explore both contemporary and historical 
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contexts of the site. Google Maps facilitated an understanding of 

the current relationships between the MoM and its natural and 

built environment, particularly its proximity to the river, 

connectivity within Derby, and walking distances among the 

three Derby museums, and identification of the MoMôs three 

main entry points. 

Conversely, Digimap provided historical insights, allowing for a 

comparative analysis of land use and urban development 

patterns in the 1800s, 1900s, and post-2000. This revealed 

transformations in the Derby Silk Mill and its surrounding urban 

fabric, with a particular focus on historical streets and remaining 

historic buildings. 

Integrating findings from mapping and documentary study, a 

5Ps framework, place, programme, product, process, and 

people, was applied to review the buildingôs evolution from the 

17th century to its reopening in 2021, shown in C.1 5P 

Programmes. Visual data were processed and represented 

using Adobe Illustrator, forming a vital reference before the 

formal site-based investigation. 
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Figure 2 3    Tools Used in Mappings and Their 
Representatives. (Source: Created by the Author) 

 

Sketching, Photography, and Modelling  

The second phase was based on two on-site visits: one during 

the Assemblage event (25 October 2021) and another on a 

regular operating day (11 September 2022). During these visits, 

rough spatial measurements were taken and attention was paid 

to the harmonious relations between various rooms and the 

building (Wells 2021, p.67). 

A research sketchbook was developed as part of this process, 

comprising observational and analytical sketches rendered in 

pen, pencil, and watercolour (Farrelly and Crowson 2014, p.24). 

Photography was also employed to assist spatial memory and 

support visual analysis. 
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Using the data collected, a preliminary 3D model of the MoM 

was created in SketchUp. The model captured key architectural 

aspects, including form, materiality, functions, and exhibitions. 

This model later informed the experiential qualities pattern of 

circulation, activity and sensible forms to support them in the 

further user studies (Lynch and Hack 1985, p.127). 

 

Figure 2 4    The Sequence of the On-site Visits. (Source: 
Created by the Author) 

 

2.3.1.3 Data Distribution   

The site-based investigation data were categorised into three 

thematic areas: contextual overview, experiences of materiality, 

and spatial arrangement, which are further explored in Chapters 

5.2, 5.3, and 5.4, respectively. 
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A substantial portion of the mapping data contributed to the 5.2   

Contextual Overview, addressing the MoMôs natural and urban 

setting, historical and cultural background, and its role in 

community engagement. 

In the 5.3   Experiences of Materiality, drew on the 3D model, 

sketches, and photographic analysis to investigate the 

relationship between old and new materials. Emphasis was 

placed on how material choices affect visual and spatial 

perception and support civic engagement through the 

transformation of the building envelope and the enhancement of 

embodied visitor experience. 

A smaller portion of mapping data was used alongside modelling 

and observational techniques to examine spatial arrangement, 

contributing to Figure 5 8    The Industrial Wall of the MoM. 

(Source: Drawn by the Author) 

 

5.4   Spatial Arrangement, with a particular focus on spatial 

continuity and functional zoning. This included transitions: from 

Derby Museums to the MoM, from external public spaces to the 

internal environment, vertically, from the ground floor to upper 

levels. These sequences were analysed to understand how 
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spatial organisation affects visitor orientation, engagement, and 

perception of the museum. 

Lastly, the assessment of functional spaces, such as the caf®, 

exhibition areas, archives, and multipurpose rooms, these are 

considers not only their operational role but also how they 

facilitate learning, social interaction, and wider public 

engagement. 

 

Figure 2 5    The Data Distribution in the Site-based 
Investigation. (Source: Created by the Author) 

 

2.3.2 User Studies  

The user studies with a direct attention to articulate the main 

research question - enactive visitor engagement. This part of the 
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study involves two core research methods: phenomenological 

observation and opinion collection.  

2.3.2.1 Phenomenological Observation 

The phenomenological observation method aims to describe the 

nature of particular phenomena by exploring lived experiences. 

While this approach primarily draws upon the researcherôs own 

perspective, it incorporates observed behaviours of others to 

balance subjective insights with descriptive observations 

(Wiedmann 2022b, p.45). In this study, the descriptive 

observations were outlined earlier in 2.3.1.2 Spatial Analysis.  

In this section, the phenomenological observation focuses on 

the lived experience of visitorsô time spent, the pattern of 

movement (first user group) and behavioural trajectories 

(second user group). This data aims to examine the nature of 

their experiences within the museum.  
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Figure 2 6    The Sequence of the User Studies. (Source: 
Created by the Author) 

 

Time-spent 

The measurement of visitorsô time spent within the museum is 

grounded in the time-geographic approach, which is a 

quantitative method used to analyse temporal behaviours within 

spatial environments. This framework enables a detailed 

empirical understanding of how visitors distribute their time 

across different rooms and zones within the museum. By 

identifying the ótime costô associated with specific areas, it 

becomes possible to assess the spatial, material, and contextual 



ΥΜ 
 

significance of these locations (Elleg¬rd 2019). This method also 

lays the foundation for later theoretical discussion, particularly 

the contrast between clock time and human time, as explored in 

3.4.2 Clock Time and Human Time. 

The time-geographic approach offers insights into both spatial 

and temporal dynamics by quantifying how long visitors remain 

in specific locations. It conceptualises time as measurable by 

clocks, providing a systematic basis for interpreting changes in 

human behaviour over time in social and physical settings 

(Elleg¬rd 2019). In this study, the method was applied to two 

visitor groups: local residents and international visitors. 

With approval from the MoM, the first user group of visitor 

studies, mainly residents as natural visitors, time was recorded 

at the floor level, with visits categorised into three rough 

durations: short (approximately 5 minutes), medium (20 

minutes), and long (1 hour). With approval from the University of 

Nottinghamôs Research Ethics Committee, the second user 

group of the study, 10 recruited visitors who represent 

occasional international visitors with a fresh experience, a more 

precise measurement was undertaken. Their Behavioural 

Trajectories were tracked for up to 45 minutes, with the time 

spent in each room or area individually recorded. 
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In summary, time serves as both a practical and theoretical tool 

to investigate how visitors' location choices reflect their interests 

and engagements. The resulting data informs an evaluation of 

the most effective area within the museum, from both 

architectural design and museum interpretive perspectives. 

Table 2 4    Observations for the First Visitor Group, which is the 
Local Residents, as Natural Visitors. (Source: Summarised by 
the Author) 

No. Floor Groups Days Duration 

 5 

min 

20 

min 

1 

hour 

 

Total 

  

 

 

3 hours in between 

11:00 and 16:00 

 

2023 08/09/10 

1 First Floor 26 3 1 30 Tus 

2 First Floor 23 4 1 28 Thurs 

3 First Floor 23 3 1 27 Thurs 

4 Second Floor 38 15 2 55 Tus 

5 Second Floor 23 3 1 27 Thurs 

Note 1: Item 3 is 55 groups, because this day held a special event involving care home visits. 

 

Note 2: Tuesday and Thursday are the busiest days in the whole week, and the period between 11:00 

and 16:00 is the busiest time of the day.Ш 
 

Table 2 5     The Demography Survey for the Second Visitor 
Group, which is the international visitors, was recruited as 
Occasional Visitors. (Source: Summarised by the Author) 

No. Partici
pant  
Code  

 

Ge

nd

er 

 

Age 

Ran

ge 

Ethn

icity 

Frequen

cy of 

Museum 

Visit 

Learni

ng 

Experi

ence 

 

Teachin

g 

Experie

nce 

 

Date  

of 

Interview 

1 OV01 F 25-35 China Once a 

Year 

PGR in 

Arch 

N/A 07.02.2024 

2 OV02 F 25-35 China Once a 

Year 

PGR in 

Arch 

N/A 07.02.2024 

3 OV03 M 25-35 China Once a 

Year 

PGR in 

Science 

N/A 15.02.2024 

4 OV04 F 25-35 China Once a 

Year 

PGR in 

Arts 

5 Years 

Lecturer 

15.02.2024 
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5 OV05 M 25-35 China Once a 

Year 

PGR in 

Arch 

2 Years 

Lecturer 

15.02.2024 

6 OV06 M 25-35 China Once a 

Year 

PGR in 

Eng 

2 Years 

Lecturer 

15.02.2024 

7 OV07 M 25-35 Indone

sia 

Once a 

Year 

PGR in 

Arch 

5 Years 

Lecturer 

20.03.2024 

8 OV08 F 25-35 Indone

sia 

Once a 

Year 

PGR in 

Arch 

5 Years 

Lecturer 

20.03.2024 

9 OV09 F 25-35 Turkey Once a 

Year 

PGR in 

Arch 

N/A 20.03.2024 

10 OV10 F 25-35 Turkey Once a 

Year 

PGR in 

Arch 

2 Years 

Lecturer 

20.03.2024 

 

 

Patterns of Movement 

The first user group primarily utilises tracking of movement 

patterns, shown in the B.1 Tracking movement patterns of the 

first group. The expression of movement patterns in this study 

encompasses visual and bodily dimensions. 

In this group (residents as natural visitors2), visual movement 

refers to how attention is projected onto museum collections. 

Visitorsô eyes are drawn to specific visual cues, which these 

often created through exhibition design, generating a sense of 

spatial progression and anticipation (Ahmadi 2019). This visual 

attraction shapes how visitors experience space, influencing 

both where they have been and where they anticipate going 

(Ching 2014, p.252). In this museum, the exhibition setting 

becomes particularly significant. Although the MoM occupies a 

 
2ШTuesdays and Thursdays are the busiest days, largely due to school visits and visits from 
retired people. 
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flat industrial space with minimal vertical circulation, the strategic 

use of visual stimuli can enhance visitor engagement, 

compensating for the lack of multi-level spatial sequencing. 

With the bodily dimensions, the movement and circulation are 

often discussed in relation to exploring spatial flow (Stickells 

2010). This study highlights how spatial engagement in a 

horizontally organised building can still be deeply meaningful. 

The interaction between visual orientation, temporal investment, 

and spatial movement is further examined through the 

theoretical lens of the 3.4.3 Promenade Architecturale. This 

concept helps to interpret movement-based engagement, 

particularly among the ó1-hour groupô, whose extended stays 

suggest a more immersive, exploratory experience. 

Behavioural Trajectories 

Beyond the general measurement of tracking movement 

patterns, behavioural trajectories offer a more precise 

understanding of how visitors navigate the interior spaces of the 

museum, shown in B.2 Tracking behavioural trajectories of the 

second group. The reason is that the body can act as a 

generator of interior space, shaping environments that are 

responsive to the human scale and conducive to engagement 

(Penner 2013). 
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In this study, within the 45-minute visit timeframe, behavioural 

trajectories of 10 first-time international visitors (from the second 

group) were recorded in detail. The objective was to examine 

their attention and engagement with specific exhibitions or 

rooms, capturing both their spatial choices and the intensity of 

their interactions. 

In summary, these data were then integrated into a preliminary 

3D model of the MoM, using colour-coded lines to distinguish 

the time spent both in the movement pattern and behavioural 

Trajectories. Simultaneously, data on effective room usage were 

compiled by calculating and comparing time-spent metrics 

across both groups. 

2.3.2.2 Opinion Collection 

To substantiate the results derived from the time-spent 

measurements and spatial engagement analysis, opinion 

collection plays a vital role in interpreting visitorsô movement 

patterns and behaviour trajectories. In this study, opinions were 

gathered through two primary channels: online survey and semi-

structured interviews. In addition, a research diary was 

maintained to record events and observations on-site. 

Online Survey 
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Google Reviews served as the platform for collecting user-

generated content, allowing individuals with a Google account to 

publicly share feedback and assign a star rating (out of five) to 

their museum experience. Notably, reviewers are required to 

provide a rating score before submitting their written comments, 

ensuring that all entries include a quantifiable evaluation. 

A sample of 99 reviews was required to be selected from a 

broader dataset. This sampling was calculated by visitor 

statistics presented in The Impact of the Museum of Making ï 

Social Return On Investment (2023/2024), which reported 

102,605 total visitors and 7,313 participants in informal learning 

activities (Derby Museums, 2024). To enhance reliability and 

timeliness, 1,599 Google reviews were reviewed on 14 March 

2024, near the end of the financial year. These reviews were 

then organised and coded using an Excel spreadsheet for 

thematic analysis, shown in C.3 Online Survey. 

Semi-Structured Interviews 

The semi-structured interview served as a primary tool for 

collecting qualitative insights to complement the behavioural 

trajectory data gathered from the second user group, as well as 

to gain perspectives from museum staff. 
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For phenomenological research, a sample size between 5 and 

25 participants is considered appropriate to ensure depth and 

richness of data (Emmel 2013). Semi-structured interviews were 

selected due to their open-ended format, which allows 

conversations to flow more naturally and encourages 

participants to elaborate on their experiences and reflections 

(Lucas 2016). This method was particularly suitable given the 

diverse professional backgrounds of the interviewees, which 

enabled the collection of multi-perspective insights. Participants 

included recruited visitors and museum staff3. Their varied 

expertise contributed to a more holistic understanding of spatial 

engagement, interpretation strategies, and visitor experience. 

The semi-structured interview process began with a brief 

introduction to the research objectives, followed by a series of 

guiding questions that were introduced sequentially. While these 

questions provided structure, flexibility was maintained to allow 

participants to explore themes most relevant to their experience. 

This format fostered dialogue-led discussions, offering both 

depth and spontaneity. The first visitor group was focused on 

 
3ШBauman Lyons is an architectural practice, and the Creative Core is an interpretation 
design company; both of them are responsible for the MoM project. Unfortunately, 
Bauman Lyons scheduled a talk, but it was cancelled due to the three-month flood 
closure. Although the email interview was initially accepted, there was no further 
response. The Creative Core has not responded at all.Ш 
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phenomenological observation, and the second group was 

conducted to collect more in-depth data. Ten international 

visitors, recruited from the University of Nottingham. The 

recruitment criteria for this required an international background 

and postgraduate research (PGR) students with a subject in 

architecture (preferred), as they were invited to evaluate the 

museum architecture later. In addition, a third group of five 

individuals who naturally attended the museum workshop was 

included, as shown in Table 2.6. As their feedback directly 

pertained to the learning experience at the MoM, they were not 

categorised by any specific ethnic group. Moreover, five visitors 

from the second group were selected for follow-up interviews 

three to six months later, with the focus on their learning 

experience, as shown in Table 2.7. 

The data from the above semi-structured interviews with these 

two groups aims to address the main question:  

ñHow can enactive visitor engagement be achieved through learning 

experiences in an Industrial heritage museum?ò 

To answer this, visitors responded to two perspectives. First, 

they reflected on their personal experiences, evaluating the 

MoMôs architectural aspects, such as circulation, spatial layout, 

lighting, materials, aesthetic qualities, and historical significance. 
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Second, they shared feedback on their intellectual, embodied, 

and specific learning experiences within the museum. After 3ï6 

months, selected interviewees were asked more specific 

questions about the museum as a 'third learning space,' 

comparing their experiences at the MoM with academic learning. 

Table 2 6    The Demography Survey for the Third Visitor Group, 
which was Recruited as Workshop Participants. (Source: 
Summarised by the Author) 

No. Partici
pant  
Code  

 

Ge

nd

er 

 

Age 

Rang

e 

Ethni

city 

Frequency 

of 

Museum 

Visit 

Learni

ng 

Experi

ence 

 

Teachi

ng 

Experi

ence 

 

Date  

of 

Interview 

1 WP01 F 25-35 UK Once a Year N/A N/A 10.03.2024 

2 WP02 F 25-40 UK Once a Month N/A N/A 10.03.2024 

3 WP03 M 25-40 China Once a Month N/A N/A 22.06.2024 

4 WP04 F 25-40 China Once a Year N/A 2 Years 

Lecturer 

27.07.2024 

5 WP05 F 25-40 China Once a Year N/A N/A 27.07.2024 

 

Table 2 7    The Demography Survey for the Second Time 
Interviewees. (Source: Summarised by the Author) 

No. Partici
pant  
Code  

 

Gen

der 

 

Return 

Duration 

Frequency 

of 

Museum 

Visit 

Learni

ng 

Experi

ence 

 

Teachi

ng 

Experi

ence 

 

Date  

of 

Interview 

1 STI01 F 6 months later  Once a Year PGR in 

Arch 

N/A 10.03.2024 

2 STI02 F 6 months later  Once a Month PGR in 

Arch 

N/A 10.03.2024 

3 STI03 M 6 months later Once a Month PGR in 

Science 

N/A 22.06.2024 

4 STI04 F 3 months later Once a Year PGR in 

Arts 

2 Years 

Lecturer 

27.07.2024 

5 STI05 M 6 months later Once a Year PGR in 

Arch 

5 Years 

Lecturer 

27.07.2024 
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For museum staff, the interview questions were designed to 

understand the MoMôs mission. They were divided into three 

parts: the museum actually to do, the museum tries to do, and 

the museum can do. The first focused on what the museum has 

accomplished in the past, the second on its current initiatives, 

and the third on its potential future directions. Each section of 

the interview had a distinct focus. The first part explored the 

museumôs cultural uniqueness and how its spatial 

representation attracts visitors. The second part delved deeper 

into the spatial factors contributing to visitor engagement and 

the design approaches employed. The third part examined 

potential improvements in spatial design.  

Additionally, the researcher volunteered at the MoM from July to 

October 2023, until the museumôs three-month closure due to 

flooding (Slater 2024). Although only one staff member formally 

responded to all questions, two others initially accepted the 

invitation but did not provide further input, the researcher 

attended museum events instead, including This is US ï Derby 

Museums Team Day and Museum of Making Site Induction. 

During these events, other staff members shared detailed 

insights into the MoM through informal discussions. These 
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discussions align with the MoMôs vision for the Expected Scope 

Phase, which was outlined in their annual report, as shown in  

shown in Table 7 3    The Early and Expected Scope Phases of 

the MoM.  

2.3.2.3 Data Distribution  

The data gathered from the user studies were systematically 

organised to support the evaluation of the museumôs spatial 

effectiveness and interpretive design. The initial layer of analysis 

involved the time-spent measurements, which provided robust 

quantitative data to identify the most effective rooms and spatial 

zones within the MoM. By comparing results across the two 

visitor groups, patterns of spatial engagement, including both 

similarities and differences, were established as a foundation for 

deeper analysis. 

Building on this, the research sketchbook and research diary 

were used to contextualise and interpret the time-based data, 

and these were visually represented in the 3D digital model of 

the MoM. A gradient of green shades was applied to different 

rooms, with deeper shades signifying longer visitor engagement. 

To enhance the interpretive dimension, the 3D model was 

abstracted into simplified spatial forms and overlaid with 

keywords extracted from the opinion collection. This approach 
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allowed for the integration of subjective insights with spatial 

performance, bridging quantitative and qualitative methods. 

Together, these data sets contribute to a nuanced 

understanding of how architectural configuration and exhibition 

design influence visitor behaviour and perception. The findings 

are presented and critically discussed in: 5.5   Evaluating 

Museum Architecture and 6.4 Evaluating Museum Interpretation.  

 

Figure 2 7    The Data Distribution in the User Studies. (Source: 
Created by the Author) 

 

2.4 Methods for Data Analysis  

Following the completion of the data collection process, the 

research hypothesis was refined. This study is characterised by 
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its in-depth investigation into learning engagement within an 

industrial heritage museum, specifically focusing on the real-life 

experiences of visitors. The analytical process involved an 

iterative sequence of interrelated tasks - data collection, data 

structuring, and data analysis, conducted throughout the 

research. Ultimately, the findings aim to reveal the essential 

qualities of phenomena, as understood through subjective 

consciousness and embodied experience (Groat 2013).  

The process of data analysis unfolds across three core steps: 

open Coding, links and associations and identification of 

significant categories, shown in Figure 2.8. This methodological 

structure aims to uncover the essential and underlying 

characteristics of meaningful learning engagement in the 

museum context. 

The first stage involved open coding, which is a process of 

identifying and labelling segments of the órawô descriptive data 

drawn from multiple sources: policy/documentary study, spatial 

analysis, phenomenological observation, and opinion collection. 

The coding process was carried out using NVivo (version 14), 

which facilitated systematic data management and allowed for 

the dynamic refinement of categories throughout the research 

process (Denscombe 2014). In this stage, quantitative data, 
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particularly from time-spent measurements, played a crucial role 

in defining the óeffective areas and roomsô within the museum. A 

key analytical comparison was made between two visitor groups 

(local residents and international visitors), based on spatial 

engagement patterns. This comparative analysis supports the 

first sub-research question: ñWhat key elements influence the 

adaptive reuse of industrial buildings as museums?ò  Findings from 

this step are presented in 6.4.1 Overview of Museum 

Experience.  

The second analytical step focused on identifying links and 

associations between the MoM and six comparative case 

studies, each of which was selected for its distinctive 

architectural focus points, shown in Table 2.3. This comparative 

method enabled the identification of spatial and interpretive 

similarities and divergences, thus highlighting what design 

strategies are effective or ineffective in supporting visitor 

engagement and learning. This step addresses the second sub-

research question: ñHow do buildings support the museum 

experience?ò The results of this stage inform a set of practical 

recommendations for adaptive reuse and curatorial strategies in 

museum contexts, which will be presented in 9.3.2 Practical 

Contribution.  
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The final analytical step aimed to define the most significant 

categories emerging from both empirical data and theoretical 

frameworks. Here, the research integrated insights from 

architecture, museum studies, and pedagogy to further interpret 

how learning occurs through spatial engagement. Specific 

elements of the museum, such as spatial configuration and 

interpretive design, were re-examined to frame the concept of 

the museum as a óthird learning spaceô. This synthesis directly 

supports the third sub-research question: ñHow do visitors engage 

with the museum through active learning experiences?ò By 

connecting empirical observations with conceptual theory, this 

phase allows for a deeper understanding of the embodied, 

cognitive, and social dimensions of learning in the museum 

setting. 
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Figure 2 8    The Sequence of the Methods of Data Analysis. 
(Source: Created by the Author) 

 

2.4.1 Open Coding for Primary Data 

The stage of óopen codingô is used to process quantitative data 

as raw material in the form of numbers and its explanation from 

online surveys and interviews. In this research, the 

measurement of time-spent by visitors is a priority. The time-

spent data comes from two sources: the first (residents as 

natural visitors) and the second (occasional international visitors 

with a fresh experience) user groups, shown in C.2 Time-Spent 

Measurement.   

2.4.1.1 Quantitative Data 

To measure the first dataset, the raw materials are classified 

floor by floor. The MoM is constructed across four floors. 
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Excluding the caf®, rental spaces and studios, which are not 

open to the public, each floor serves distinct functions. As 

shown in Figure 2.3, the spatial arrangement of the museum is 

as follows: 

Ground Floor: A social space, including the Civic Hall and the 

Old Shop. 

First Floor: An exhibition space featuring the Gateway and the 

Throwing Room. 

Second Floor: A storage space with areas open to the public, 

including the Assemblage and Railway Revealed rooms. 

However, the train in Railway Revealed only operates 

occasionally. 

Third Floor: Limited access to the public, with only the 

Warehouse functioning as a temporary exhibition room. 
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Figure 2 9    Floor Plan of the Museum of Making. (Source: 
Digital Model created by the Author) 

   

For the first visitor group (residents as natural visitors), 

observational data focused on their routes and time spent on the 

first and second floors, which hold the museum's primary 

functions: exhibition and storage. Their time usage was 
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categorised into three groups: Short Visit with 5 minutes; 

Moderate Visit with 20 minutes; Extended Visit with 1 hour. This 

dataset was analysed to identify specific hotspots, areas of 

heightened activity or focus, based on visitor preferences and 

behaviours. 

For the second visitor group (Recruited international OVs ), as 

outlined in the information sheet, B.2.2 Participant Information 

Sheet, 10 recruited OVs were given a 60-minute limit for their 

visit. Within the first 45 minutes, they could freely choose their 

paths to explore. This resulted in a total of 450 minutes (10 

visitors Ĭ 45 minutes) of observed interactions. The six key 

rooms mentioned above were ranked based on visitor 

preferences, determining the most óeffectiveô room within the 

MoM. 

By connecting these two types of quantitative data, decision-

making on the most effective room for the second user group 

and the hotspot areas frequented by the first user group. This 

study aims to identify the most attractive room and its specific 

areas. This analysis will establish which spaces and features 

hold the greatest appeal for visitors. 
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2.4.1.2 Qualitative Data 

The analysis of qualitative data in this study is divided into two 

sections: general experiences, intellectual and embodied 

experiences. 

For general experiences, key terms frequently mentioned in the 

online survey were identified, with the aim of contrasting them 

against the decision-making process regarding the most 

attractive rooms and specific areas identified by OVs. 

Regarding intellectual and embodied experiences, the six key 

rooms were categorised into óattentionô, ódistractionô, and 

ócommunityô, based on Nicholas Serotaôs theory (Serota 2000, 

p.8-10). According to Serota, distraction occurs when visitorsô 

consciousness aligns with the curatorial interpretation of the 

exhibits, representing a form of intellectual experience. 

Therefore, the Gateway, Throwing Room, and Assemblage 

Room were categorised as distractions. Conversely, attention is 

described as an immersive experience achieved through the 

controlled manipulation of space and light, which promotes 

embodied engagement. The Warehouse and the Old Shop were 

categorised as rooms evoking attention. The Civic Hall, as a 

space fostering social interaction, was categorised under 

community. 
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After clarifying these three categories for the six key rooms, 

qualitative interview data were analysed using NVivo (version 

14) to provide detailed insights into OVsô perceptions, strongly 

supporting their time-spent data. While establishing the NVivo 

system, raw materials from interviews were organised into three 

factors: architectural space, museum interpretation, and events 

(Yaneva 2022). The results, which combine time-spent data with 

explanatory reasons, are provided in Figure 5.16. 

Furthermore, for each category (óattentionô, ódistractionô, and 

ócommunityô), a summary of the online survey results concerning 

exhibition and archive spaces (the Gateway, Throwing Room, 

and Assemblage Room, categorised as ódistractionô) was 

contrasted with interview data, shown in C.4 Data Analysis. 

Similarly, the data from the other two categories (óattentionô and 

ócommunityô) were compared between online survey results and 

interviews. 

The intention of contrasting online surveys with interviews, 

covering both general and specific experiences, is to reduce the 

limitations of the chosen methodology. 

2.4.2 Links and Associations  

Building on the preliminary dataset regarding museum 

evaluation and visitor experience, the ólinks and associations' 
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phase revisits the initial comparative examples. This stage 

focuses on examining the most óeffective areas and roomsô of 

the Museum of Making by establishing comparative 

relationships with six precedent case studies. Studying their 

design features aims to decode the design language in 

comparable museum examples, and identify parallels and 

contrasts to enhance the understanding of the main case 

(Wiedmann 2022b, p.47). In this phase, six core functional 

components of the MoM were identified and aligned with 

equivalent spatial or programmatic features in the selected 

precedents. 

The precedent studies were chosen based on shared 

typological, architectural, or curatorial strategies relevant to the 

adaptive reuse of industrial heritage sites. This multifaceted 

spatial analysis, integrating both site-specific and precedent-

based perspectives with serves several purposes: to 

contextualise the MoM within broader trends in museum design 

and industrial building adaptation; to evaluate the MoMôs 

effectiveness in supporting visitor engagement, community 

interaction, educational programming, and cultural preservation; 

to inform potential improvements or adaptations in spatial 
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organisation, including the reorganisation of key areas such as 

the Gateway, enhancing spatial fluidity and user flow. 

2.4.3 Significant Categories 

The concept of the third learning space was previously 

introduced and reviewed in the literature. Following the 

completion of the primary data collection and in alignment with 

the Museumôs vision and its óExpected Scope in 2023ô plan, this 

phase of the research focuses on the learning experience, 

specifically explored through semi-structured interviews with 

recruited visitors. This process aims to identify the most 

significant and meaningful codes, grouped under broader 

thematic categories, which will be further analysed and 

discussed in Chapter 7 ï The Museum of Making as a Third 

Learning Space. 

The theoretical framework for this analytical category draws 

upon Falk and Dierkingôs theory, which suggests that true 

learning involves both emotional and cognitive engagement, 

shown in Table 7 5    The Integrated True Learning Format. To 

analyse perceptual learning in the museum context, Damasioôs 

theory is applied across three dimensions: inwardly directed and 

private experiences; outwardly directed and public experiences 

that influence the mind; long-lasting emotional impacts that 
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require consciousness, shown in Table 7 7    The process of 

perceptual learning in the theory. As captured through interview 

data, these will be categorised according to these three 

dimensions. In parallel, Claxtonôs theory, which emphasises the 

role of embodied knowledge and memory, is used to interpret 

data related to cognitive learning processes. 

To deepen this investigation, second-time visitors (STVs) were 

also interviewed. Their insights help to compare and contrast 

academic learning with museum-based learning, and to explore 

how these different modes of learning might complement one 

another. This final phase of analysis reflects critically on the 

emergent categories and identifies the most significant 

conceptual components of the study. It aims to offer a 

theoretical synthesis across architecture, museum studies, and 

pedagogy. Simultaneously, it integrates empirical findings with 

relevant theoretical frameworks, refining the sub-research 

questions and addressing the identified research gaps. Finally, it 

discusses what the órealô architectural environment is to support 

active learning 

In summary, these three stages - open coding, links and 

associations, and significant categories - offer a structured yet 

flexible framework for exploring meaningful learning 
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engagement within adaptive reuse museum settings. This 

comprehensive approach ensures that both visitor experience 

and spatial design are analysed in depth, contributing to the 

achievement of the overarching research objectives. As a result, 

the research findings will contribute to the academic discourse 

on future museum design, particularly through a critical 

evaluation of museum typology evolution. Furthermore, these 

insights may inform spatial improvements, such as the 

reorganisation of the Gateway Room, to enhance spatial fluidity 

and visitor flow. 

2.5 Ethical Considerations and Methodology 

Limitations   

This study employed several research methods, including 

systematic observations and interviews, and therefore required 

ethical scrutiny (Denscombe 2014, p.307). Prior to conducting 

the formal phenomenological observations, ethical approval was 

obtained from the Research Ethics Committee at the University 

of Nottingham, as seen in B.2.1 Ethics Approval. Before starting 

the formal visitor study, all participants in both the second group 

(OVs with international background) and the third group (WPs), 

as well as museum staff, were provided with a participant 

information sheet and asked to sign a consent form. This 

process ensured compliance with ethical standards, particularly 



ΝΜΡ 
 

regarding privacy and informed consent, and helped prevent any 

potential deception within the context of social research (Diener 

and Crandell 1978). The procedure involved a comprehensive 

protocol, including both oral and written briefings. 

Initially, the study also planned to include interviews with 

members of the MoMôs architectural team. However, this on-site 

visit and discussion were cancelled due to disruptions caused by 

flooding4 (Slater 2024). Consequently, the only available 

sources were relevant documents from the architectural 

practiceôs official website and the RIBA Journal. As a result, the 

study lacks direct input from the architects and designers, which 

could have provided deeper insights into the spatial intentions 

and design challenges from the consultantsô perspective. In 

addition, due to the MoM only supporting on-site questionnaires 

for natural visitors using their own survey forms (as a volunteer, 

the researcher participated in this data collection), the data 

gathered through this process cannot be used in the current 

study due to ethical approval limitations. Except for these, an 

interview with a curator was intended, but could not be 

 
4ШDerby Silk Mill - Museum of Making site visit and social was organised by the RIBA 

East Midlands team on 18.10.2023.Ш 
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conducted because the MoM lacks curators with specialist 

expertise, primarily due to financial constraints. 

Furthermore, although visitor time-spent data was collected in 

various museum spaces, the study did not incorporate 

technological tracking methods (e.g., eye-tracking, pulse 

monitoring, or real-time movement analysis). These tools could 

have provided a more precise, physiological understanding of 

engagement levels to conduct visitorsô behavioural trajectories. 

Future research may consider integrating such technologies to 

enhance the quantitative accuracy of behavioural and emotional 

responses. 

2.6 Conclusion   

In conclusion, this chapter has provided a detailed explanation 

of the research methodology, methods for data collection, and 

techniques for data analysis. As Figure 2.11 shows, this study 

adopts a case study approach, enabling an in-depth evaluation 

of how enactive visitor engagement can be achieved through 

experiences in an industrial heritage museum. Initially, a total of 

59 industrial museums were examined, and six precedents were 

compared with the main case. Simultaneously, key theories on 

architectural design and museum interpretation were reviewed 

to establish a strong theoretical foundation. 
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To analyse the main case, the research employed a 

combination of policy/documentary study, spatial analysis, 

phenomenological observation, and opinion collection as 

methods for data gathering. The collected data, treated as raw 

materials, were then categorised into qualitative and quantitative 

formats. Finally, through the synthesis of key theories, 

examples, and case studies, the research effectively addressed 

the three objectives, providing a comprehensive response to the 

overarching aims and objectives of the study (Figure 2.10). 
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Figure 2 10    The Framework of Data Analysis in this Study. 
(Source: Created by the Author)   
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PART ONE 

 

Chapter 3 ï THE STRUCTURALIST 

TRANSFORMATION OF INDUSTRIAL 

HERITAGE INTO MUSEUMS 

3.1 Introduction  

This thesis explores the reactivation of industrial buildings 

repurposed as museums, with a focus on deep visitor 

engagement and knowledge acquisition. Chapter Three, the first 

part of the literature review, examines the temporal and spatial 

transformation of industrial buildings into museums, as well as 

their contextual adaptation. The discussion is structured around 

the following three key themes. 

First, structuralism is introduced as a theoretical framework for 

analysing industrial museums from a historical angle. Case 

studies ï including the Gladstone Pottery Museum, Salts Mill, 

and Black Country Museum ï illustrate how structuralist 

principles inform museum design and researcherôs interpretation 

(Grondin 1994; Kidder 2012). Second, the lifecycle of industrial 

buildings is explored through three interconnected aspects: 

design intervention, cultural continuity, and imagined 
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community. This section begins by examining how different 

design philosophies ï whether a ólight touchô of restoration 

(Gladstone Pottery Museum) or adaptive reuse (Museum of 

Making) ï shape spatial transformation. Next, the continuity of 

industrial culture is analysed through examples such as Derwent 

Valley Mills and Derby Silk Mill, demonstrating how these sites 

evolved while retaining their historical significance. Finally, the 

concept of imagined community is explored through examples of 

Ironbridge Gorge and Shrewsbury Flaxmill Maltings, highlighting 

how industrial museums construct collective narratives through 

layered histories and adaptive reuse. Third, museum time ï 

clock time versus human time ï is redefined in architectural and 

interpretative contexts. Clock time structures museums through 

spatial organisation and historical sequencing, while human time 

is shaped by curatorial storytelling and visitor engagement. This 

distinction emphasises the importance of designing museum 

experiences that integrate bodily engagement, rather than 

relying solely on expert-led narratives. 

Ultimately, this chapter provides a theoretical foundation for 

understanding the spatial and temporal transformation of 

industrial museums, paving the way for the next chapterôs 

exploration of phenomenology and embodied visitor experience. 
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Figure 3 1    The Overview of the Theoretical Framework of this 
Chapter. (Source: Created by the Author) 
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3.2 Structuralism as a Theoretical Paradigm  

This section examines structuralism as a theoretical paradigm in 

philosophy to analyse the transformation of industrial 

architecture into industrial museums. This transformation follows 

a typical temporal and spatial progression: from raw materials to 

industrial brick; from industrial brick to mill; from mill to 

manufactory; from manufactory to industrial ruin; from industrial 

ruin to adaptively reused building; and, ultimately, from 

adaptively reused building to industrial museum (Hale 2016). In 

this study, structuralism functions as a philosophical framework 

aimed at interpreting the hidden, 'unconscious' temporal and 

spatial structures embedded within industrial architecture 

throughout this transformative process. 

3.2.1 Structuralism in this Study 

3.2.1.1 Influence on Research Methodology  

Although structuralism originated in linguistics, it has been 

applied across various disciplines, including architecture. 

Traditionally, the architect's role is often emphasised through 

their individual capacity, education, prior collaborations, and 

personal traits, presenting these as ónaturalô explanations for the 

resulting design.  
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However, this approach alone is insufficient. Then, structuralism 

offers a way to extract meaning from universal structures ï 

underlying and common patterns of human thought. It serves as 

a bridge in architectural design, facilitating an understanding of 

shared patterns and relationships within societies. 

Structuralism's influence on architects is profound, as 

architectural expressions must account for a broader context 

beyond the architectôs background and characteristics. The 

broader context of the considerations includes political ideology, 

scientific theories, and societal norms (Sºderqvist 2011). In this 

study, structuralism is analysed in the context of design thinking 

through three key aspects that inform the research 

methodology. 

Binary and Distinctive Pairs 

Structuralism often conceptualises spaces through oppositional 

binaries, such as inside/outside and nature/culture (Sºderqvist 

2011). In this study, this concept was applied to the spatial 

analysis of the main case study as one of the four data 

collection methods. 

Invariant, Universal, and Collective Structures 

Structuralism identifies social patterns, such as ólife on the 
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streetô as meaningful structures or collective memories. By 

extracting these collective memories, a building extends beyond 

its physical setting to evoke emotional resonances. This aspect 

is supported by data collection regarding the opinion collections 

from visitors in this study, which highlights the emotional 

experience embedded in the architecture. 

Semiology and Sign Systems 

Semiology, often referred to as ósign systems,ô interprets 

architecture within a city as a form of communication (Rossi 

1984). In the industrial landscape, each building serves as a 

sign representing specific functions, such as residential, 

commercial, or industrial. This aspect is explored further in 3.3.3 

Imagined Community, which examines different functions of 

industrial buildings. 

In summary, structuralism helps reveal the temporal and spatial 

aspects of industrial architecture, linking physical spaces with 

collective memory and personal experience. This framework 

also supports understanding how industrial buildings are 

adapted and reused as museums through processes of change 

over time and space. 
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3.2.1.2 Historical Review 

 

 

 

 

 

 

 

 

 

 

Structuralism 

 

 

 

 

 

 

 

 

 

 

 

 

Ferdinand de 

Saussure (1857ï

1913)  

Defined the ósignô as the 

relationship between a form 

and an acoustic image 

expressed by a human voice 

(the signifier) and a concept or 

mental idea (the signified). 

Earlier linguistics was the 

bond between sound and 

meaning is not natural but 

arbitrary, this two-part 

structure connects two halves 

of the sign. Jonathan Hale 

óBuilding ideas : an 

introduction to 

architectural theory / 

Jonathan A. Hale.ô 

The kiln functions not just as a 

preserved artefact but as an 

abstract symbol representing 

the identity of the pottery 

museum. 

 

Claude L®vi-

Strauss (1908ï

2009)  

L®vi-Strauss proposed that 

the collective mind operates 

largely at an unconscious 

level, organising the world and 

structuring societies based on 

underlying laws.  

 

Industrial 

Museum 

 

L®vi-Strauss emphasised the 

existence of complex 

networks of codes and 

prohibitions that establish 

order and structure within 

communities. 

 

Jonathan Hale 

óBuilding ideas : an 

introduction to 

architectural theory / 

Jonathan A. Hale.ô 

The 1853 Gallery within the 

Salts Mill becomes a platform 

for over 100 artists, student 

showcases, and school 

programmes beyond cultural 

tourism. 

Industrial 

Museum 

 



ΝΝΤ 
 

 

 

 

 

 

 

Figure 3 2    Summary of Key Thinkers of Structuralism. Source: 

(Hale 2000, pp.131-170; Leach 1997b) 
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the structure of language over its empirical dimensions, focusing 

on how language is produced through the structural operations 

of sign systems rather than its meaning, to be known as 

Semiology. In traditional linguistics, a ósignô was understood as a 

name referring to a óthingô. Saussure, however, defined the ósignô 

as the relationship between a form and an acoustic image 

expressed by a human voice (the signifier) and a concept or 

mental idea (the signified) (Kearney 1994). According to Hale 

(Hale 2000, p.131-170), the argument from Saussure is that 

earlier linguistics was the bond between sound and meaning is 

not natural but arbitrary. Language, he posited, operates as a 

system of differences, with the function of words dependent on 

their relationships with one another. 

Two examples illustrate this distinction: the onomatopoetic word 

ócuckooô, which directly mimics the sound of the bird, represents 

the traditional linguistic model, while the word ósisterô, which has 

no inherent connection between its sound and its meaning, 

represents Saussure's structuralist model. 

In the context of industrial museums, the process of signification 

is also evident in pottery museums, such as the Gladstone 

Pottery Museum. As shown in Figure 3.3, traditional pottery 
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buildings were purposefully designed with a central courtyard 

surrounded by functional spaces, including a kiln, throwing 

house, and warehouse (Pragnell 2021). Originally, the kiln 

served as a practical and essential component of pottery 

production, symbolising the power-driven nature of the industry. 

Over time, it has evolved into a defining emblem of pottery 

museums, bridging the site's industrial heritage with its modern 

role as a cultural institution. Today, the kiln functions not just as 

a preserved artefact but as an abstract symbol representing the 

identity of the museum (Giebelhausen 2006). 

 

Figure 3 3    Floor Plan of the Gladstone Pottery Museum. 
(Source: Drawn by the Author) 
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Claude L®vi-Strauss (1908ï2009) expanded Saussureôs model 

of language into the field of social anthropology, demonstrating 

its potential for understanding human society. He applied 

Saussureôs linguistic framework to cultural expression, 

highlighting the role of underlying structures in shaping social 

behaviour. According to Hale (Hale 2000, p.137), L®vi-Strauss 

emphasised the existence of complex networks of codes and 

prohibitions that establish order and structure within 

communities. 

L®vi-Strauss argued that social groups should be understood as 

collective entities rather than as aggregates of isolated 

individuals. He proposed that the collective mind operates 

largely at an unconscious level, organising the world and 

structuring societies based on underlying laws. These 

unconscious patterns are encoded in intricate systems of rules 

that regulate social relationships, providing a cohesive 

framework including a sense of order and structure  for 

community (Kearney 1994, p.252-267). 

In architecture, L®vi-Straussôs insights shift the focus from the 

physical building to the social structures and collective 
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memories it embodies. Meanwhile, Michel Foucault5 clearly 

distinguishes between architecture and architectural discourse. 

The building itself is a non-discursive entity, while discourse 

consists of the words and meanings that surround it (Paul 1993). 

Foucault built upon this idea, suggesting that buildings function 

as diagrams of power mechanisms, reduced to their ideal form 

(Lambert 2013, p.17). Beyond form and function, his perspective 

complements L®vi-Straussôs analysis by emphasising that 

buildings not only reflect but also reinforce the legal and social 

structures of a community, fostering a discourse between the 

built environment and the people who inhabit it. 

An example of this is Salts Mill in Saltaire, originally constructed 

with sandstone and an internal brick and cast-iron framework to 

minimise the risk of fire (The Saltaire Village Website n.d.). 

Today, Salts Mill serves as a designer showroom for fashion 

and furniture and houses the works of David Hockney (Pragnell 

2021, p.74). Jonathan Silver, who purchased the mill, 

transformed it into the 1853 Gallery by uncovering the original 

flagstone flooring and filling the cast-iron-columned ground floor 

with Hockney's paintings (North 2022). This transformation 

 
5ШMichel Foucaultôs book The Order of Things, focused on the general epistemic 

structures of historical periods and how knowledge functions as a form of social 
power.  
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regenerated Salts Mill into a cultural beacon, attracting tech 

startups while showcasing contemporary art and craft. It has 

also become a platform for over 100 artists, student showcases, 

and school programmes beyond cultural tourism. 

 

Figure 3 4    The 1853 Gallery within the Salts Mill as a 
Community. (Source: Drawn and Photos taken by the Author) 

 

Roland Barthes (1915ï1980) extended L®vi-Straussôs 

structuralist analysis to contemporary culture, particularly in the 

study of sign systems. Often regarded as a ócultural critic,ô 

Barthes examined how meaning is constructed and interpreted 

in everyday life. In Rethinking Architecture: A Reader in Cultural 

Theory, Leach explores Barthesôs analysis of urban semiology 

(Leach 1997b), particularly in Semiology and the Urban. Barthes 

argues that the relationship between the signifier and the 
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signified is not fixed. If the city is viewed as a discourse and 

discourse itself as a language, then the city cannot be 

understood solely through a functionalist lens - it must be 

analysed from multiple perspectives (Leach 1997b). 

A relevant example of this concept is the museum caf®, typically 

located in the museum atrium, which embodies both social and 

cultural attributes. To cultivate a sociable museum caf® with a 

strong cultural identity, several key principles should be 

followed: óblending with individual characteristicsô (Freire 2005, 

p.87-124), ócreating a new and effective urban interpretationô 

(Tzortzi 2016),  and óbeing a lived space rooted in everyday lifeô 

(MacLeod 2020b). By integrating these principles, the museum 

caf® can enhance the museumôs role as a social learning space, 

enriching visitorsô experiences and fostering a deeper 

connection to the urban cultural narrative. 

Furthermore, Barthes proposed that objects and architecture 

communicate meaning in two ways: through their categorisation 

or their position within a system. Developing a trans-linguistic 

critique of cultural discourse, he outlined three key principles for 

an interdisciplinary approach: (1) every object in our world 

functions as a sign; (2) every sign is linguistic or trans-linguistic, 
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meaning it derives its meaning through structural relationships 

with other signs; and (3) hidden codes within a language system 

determine these relationships (Kearney 1994, p.320). 

The Black Country Living Museum (Shown in Figure 3.5) 

provides a compelling illustration of Barthesôs concepts, 

particularly his argument that the relationship between the 

signifier and the signified is fluid rather than fixed. As an open-

air museum in Dudley, West Midlands, BCLM recreates a vivid 

representation of village life between 1850 and 1950. By 

relocating, reconstructing, or fabricating buildings that have 

been lost or abandoned, BCLM presents an immersive 

environment reflecting the industrial era.  

The museumôs various elements function as signs: industrial 

sites (mines, lime kilns, and metalworking shops) signify labour 

and production; leisure spaces (a 1930sô street, fairground, and 

canal) represent social and recreational life; and transportation 

infrastructure (historic transport collections) conveys mobility 

and economic exchange. These interconnected signs encode 

deeper meanings related to industrial heritage, creativity, and 

the socio-cultural dynamics of the time. 
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Figure 3 5    Museumôs Various Elements Function as Sign 
within the Black Country Living Museum. Source: (Napier Clarke 
Architect 2024) 

To summarise, echoing Figure 3.2, Figure 3.6 presents a 

summary of key quotations from major structuralist thinkers, 

highlighting their connections to architectural theory and 

examples of industrial heritage museums. These examples are 

organised within a structuralist framework, encompassing the 

sign (architecture as the museum), human society (the social 

structure of the community), and everyday life (a lived space 

embedded in daily experience). 
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Figure 3 6    Key Quotations from the Literature Review align 
with the Theoretical Paradigms in Structuralism. (Source: 
Created by the Author) 

 

3.3 Industrial Buildingsô Lifecycle 

In Great Britain, the Industrial Revolution (1750ï1900) marked a 

period of immense transformation driven by technological 

advancements. The textile industry was the first to embrace 

mechanisation, leading to rapid industrial growth. However, 

since the 1970s, the manufacturing sector has declined, giving 

way to the expansion of the service and quaternary sectors 

(Weston 2024; BBC BITESIZE n.d.). As traditional industries 

waned, many industrial buildings became redundant. 

Fortunately, adaptive reuse has emerged as a sustainable 



ΝΞΤ 
 

approach, not only helping to circularise the flows of energy, raw 

materials, and human and cultural capital but also playing a 

significant role in the transition towards a circular economy 

(Fusco Girard and Gravagnuolo 2024). 

This approach allows these structures to meet contemporary 

needs while fostering community-based partnerships. Industrial 

buildings have been repurposed for various uses, including 

workplaces, creative hubs, and commercial or residential 

spaces. However, converting these structures into museums 

arguably provides the most effective way to sustain the industrial 

spirit. Museums can function as mixed-use spaces that integrate 

tourism with industrial heritage, preserving historical narratives 

while contributing to economic and cultural revitalisation. 

Moreover, this impact extends beyond individual industrial 

buildings to entire historic urban quarters, which increasingly 

seek to attract new activities, including tourism and associated 

cultural initiatives (Heath et al. 1996, p. 68-71). 

This chapter explores two key aspects of the industrial buildings' 

lifecycle: design intervention methods for adaptive reuse and the 

cultural continuity that evolves across the industrial and post-

industrial eras. Additionally, the concept of an imagined 
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community is introduced to highlight its role in supporting and 

promoting the value of the industrial spirit (Ardalan 2016). 

3.3.1 Design Intervention 

Through the historical review of the Industrial Revolution 

(Oevermann et al. 2022), the textile industry was a leading 

sector in many countries. Notably, the oldest water-powered 

textile factory (1702) and the first fully mechanised factory 

(1721) was built in Derby, England. For this type of mill building, 

a successful design requires a good understanding of 

production methods, including technological processes, machine 

layout, power transmission and the latest structural solutions 

(Oevermann et al. 2022).  

In addition, the earliest industrial building, raised at the end of 

the 18th century, adopted the strong Palladian tradition of local 

architecture, which was manifested in the use of Venetian 

windows (Hopkins 2012, p.125). These mills tried to link with 

classicism, particularly in terms of proportions. While the fa­ade 

designs were minimal, they were characterised by regular 

repetition of windows. Two representative mills were built in this 

period: one is the Masson Mill in Cromford, England, which was 

built in 1783; the other one is in New Lanark, Scotland, which 

was built in 1785. Both of the mills were characterised by plain 
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exteriors based on rules of symmetry, perspective and 

proportion (V&A n.d.); it became a simplified classicist design for 

textile mills. 

By the 1920s, industrial development in Germany emphasised 

functionality over form, prompting architects to explore new 

forms for industrial architecture, with a design that was 

functional and representative at the same time (Oevermann et 

al. 2022) (Figure 3.6).  

 

Figure 3 7    Johann Gottfried Brugelmannôs Mill near Ratingen, 
Germany (an early example of technological transfer) and 
GermanyVerseidag complex in Krefeld, Germany (1930). 
(Source: The Heritage of the Textile Industry) 

From the mid-20th century, particularly after 1947, the 

information age was emerging and led to the decline of the 

manufacturing sector, resulting in de-industrialisation. 

Particularly in Great Britain, 1970 was the mark of the end of the 

manufacturing industry decline and was replaced by growth in 
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the service and quaternary sectors (Weston 2024). Following 

the decline of the manufacturing industry, many industrial 

buildings faced three possible fates: to remain unchanged, to be 

altered, or to be demolished (Scott 2008, p.1-19). Furthermore, 

the fate of industrial buildings may result in them being 

abandoned, restored, retrofitted, or adaptively reused, and the 

distinctions between these terms are outlined in Table 3.1. 

Initially, abandoned industrial buildings become ruins that evoke 

an aesthetic of disorder, surprise, and sensuality, offering 

ghostly glimpses into the past and a tactile encounter with space 

and materiality. However, Edensor argues that the danger of 

eradicating such evocative urban sites lies in policies that 

privilege homogeneous new developments (Edensor 2005). 

Restoration is defined as the act or process of accurately 

recovering the form and details of a property and its setting as it 

appeared at a particular period in time, often through the 

removal of later work or by replacing missing earlier work. This 

process focuses on preserving historical accuracy. In 

architecture, restoration involves working with the existing 

structure of a building, addressing it holistically, and maintaining 

its original measurements, proportions, and details. This 
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approach minimises overly mechanical interventions, instead 

respecting the buildingôs natural integrity (Wong 2017, p.24). On 

the other hand, retrofitting refers to a building that has been 

upgraded with new systems, materials, or technologies to 

improve performance, often in terms of energy efficiency, safety, 

or functionality. Significant savings can be made by opting for 

the retrofit approach (Finch 2011). 

Finally, while restoration focuses on preserving the past, 

retrofitting aims to improve the performance of buildings, often in 

terms of energy efficiency, safety, or functionality. Adaptive 

reuse seeks to revitalise buildings by envisioning and 

accommodating future uses. This approach not only breathes 

new life into abandoned industrial structures but also addresses 

historical transformations, reinterpreting the buildings to meet 

contemporary needs (Wong 2017). 

Table 3 1    The Differences among the Terms Abandoned, 
Restored, Retrofitted, and Adaptively Reused in the 
Architectural context. Source:  (Edensor 2005; Finch 2011; 
Wong 2017)
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Term Abandoned Restored Retrofitted Adaptively Reused 

Definition                     

 

Abandoned industrial buildings 

become ruins, offering ghostly 

glimpses into the past and a tactile 

encounter with space and 

materiality 

A building returned to its 

original condition using 

traditional materials to preserve 

historical accuracy 

 

A building upgraded with modern 

systems, materials, or 

technologies for better 

performance 

 

A building repurposed for a 

new function while 

maintaining its original 

structure to meet 

contemporary needs 

Focus Evoke an aesthetic of disorder, 

surprise, and sensuality 

Historical accuracy and 

preservation 

Functionality and efficiency Repurposing and 

accommodating future uses 

Example 

Spillers Millennium Mills in London Middleport Pottery in Stoke-on-

Trent 

Canada House in Manchester 
Tate Modern London 
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3.3.1.1 Light Touch 

As discussed in the previous section, the restoration approach 

prioritises minimal mechanical interventions, aligning with the 

architectôs 'light touch' philosophy (Feilden Clegg Bradley 

Studios 2014). In contrast, adaptive reuse is the process of 

repurposing an existing building for a new function to 

accommodate contemporary users and revitalise the 

community. 

A prominent example of the 'light touch' approach can be found 

in the restoration of pottery museums in Stoke-on-Trent, a city 

historically renowned for industrial-scale pottery manufacturing 

since the 17th century. The regionôs abundant coal and clay 

resources facilitated the growth of the industry, embedding 

pottery production deeply into its cultural fabric. In these 

restorations, architects relied on drawings and contract 

documents to bridge the gap between abstract design 

conventions and the sensory atmospheres essential to 

architectural experience. The integration of local customs and 

cultural heritage plays a vital role in shaping both the 

preservation of historic structures and the atmospheric qualities 

of newly adapted spaces, ultimately influencing the evolving built 

environment (Sharr 2012b). 
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Middleport Pottery 

Completed in 2014, Middleport Pottery (Feilden Clegg Bradley 

Studios 2024) initially had a fragile, time-worn industrial 

character. Architects adopted a ólight touchô philosophy, 

intervening only where necessary, to avoid being lost to over-

sanitised heritage commodification. The design concept 

stemmed from an extensive analysis of the site's existing 

conditions and a thorough understanding of its history. By 

quantifying the unique characteristics of the site, architects were 

able to preserve and enhance its authentic sense of place as an 

industrial heritage site (Feilden Clegg Bradley Studios 2014). 

For instance, on the ground floor, three key abandoned areas 

were refurbished and repurposed as educational facilities, 

reconnecting the site with its core industrial heritage ï pottery 

making. As shown in Figure 3.7, all three areas were previously 

derelict and unused. The first area, originally housing the steam 

boiler, was restored as a heritage attraction for public 

engagement and interpretation. The second area, located in the 

central range and once used for storage, was converted into a 

pottery-making workshop. The third area, the iconic bottle kiln ï 

a symbolic feature of pottery museums ï was equipped with 

audio-visual interpretation tools. 
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By carefully reviewing the ground floor layout, the core elements 

of the pottery museum, including the engine and bottle kiln, were 

adaptively reused to serve museum education. New 

technologies for interpretation were integrated, while the central 

workshop allowed visitors to engage directly with the pottery-

making process. This blended experience, combining 

technology with hands-on activities, was designed to create an 

authentic atmosphere that captures the essence of pottery 

making. 

       

Figure 3 8    The Ground Floor Plan of the Middleport Pottery. 
Modified from Source: (Feilden Clegg Bradley Studios 2024) 

Remodelling is an adaptive reuse process that involves 

fundamentally altering a building (Brooker 2004). Initially, 

existing objects are deliberately selected and borrowed, 

removed from their original context, and applied to a new setting 

(Brooker 2018). During the transformation of the pottery factory 

into a museum, architects deliberately avoided contemporary 
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design approaches that would alter the original appearance of 

the site. Instead, they conserved the original building fabrics to 

maintain the industrial atmosphere. The experience of this 

atmosphere ï conveyed through the tones, textures, and patina 

of the materials ï follows the traces left by the buildingôs history, 

creating what can be described as an industrial form of 

ótranscendent aestheticsô (Connolly 2010). This outcome reflects 

the architectsô profound understanding of the siteôs industrial 

culture. 

Moreover, the accumulated traces of tectonic events, 

repurposed within the industrial building, are imprinted on the 

buildingôs fabric. On the one hand, these traces represent the 

óthickness of timeô in architecture, embodying a sense of 

aliveness within the worldôs fabric (Hale 2017, p.83). On the 

other hand, they form a layered and complex perception through 

the materiality of individual experiences. These traces further 

enrich the sensorial experience, transforming the space into an 

imaginative realm for visitors. 

3.3.1.2 Restoration with óWork of Artô  

Aligned with the ólight touchô philosophy, restoration with óWork of 

Artô was conceptualised by Cesare Brandi (1906-1988) in 1963, 

emphasising the aesthetic rather than the social dimension. He 
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proposed that this design intervention not only focuses on 

aesthetic and historical aspects but also aims to re-establish the 

potential oneness of the óWork of Artô6 , thereby producing a 

particular consciousness recognition and transmission to the 

future. 

Initially, the concept of the óWork of Artô is closely tied to beauty, 

which is intended to be appreciated for an objectôs aesthetic. 

Within the restoration framework, the óonenessô of a Work of Art 

is central, as it creates an emotional, physical, and intellectual 

engagement with visitors, to enhance the immersive experience. 

Rather than simply appreciating an objectôs aesthetic at a surface 

level, visitors are encouraged to perceive deeper relationships 

between the artefact and the surrounding world. This perspective 

aligns with phenomenological principles, where perception is not 

isolated but shaped through embodied interactions and mental 

engagement with space. 

Within museum space, restoration with the oneness of óWork of 

Artô seeks to reinforce authenticity by navigating ontological 

discourse and self-referential authenticity  (Leach 1997a). As one 

 
6ШA work of art object is an artistic creation of aesthetic value. 
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of the indicators of UNESCO, authenticity is applied to cultural 

properties and ómixedô properties with cultural aspects to examine 

their outstanding universal value (Glossary 1994).  

To achieve authenticity, Brandi differentiates between two levels 

of restoration: one is the restoration of a manufactured artefact, 

and the other is restoration with the óonenessô of a Work of Art. 

The difference between these two is that one intends to repair its 

original condition, and the other means that the state of the 

special product of human activity is called a Work of Art, based 

on the particular consciousness recognition (Brandi 2005, p.47-

50). For the industrial buildings converted into museums, 

Norberg-Schulz (Norberg-Schulz 1965, p.27-51) states that the 

general perception can only be grasped at an intermediate level, 

such as an authentic perception - the restoration of a 

manufactured artefact; in contrast, emotionally engaged visitors 

are more impressed at a higher level rather than only appreciating 

an objectôs aesthetic at an intermediate level. For instance, to 

perceive an object, the body is seen as a mediator of óprimordial 

encounterô; it acts as the vital pivot between the inner world of 

individuals and the outer world of social and cultural forces. No 

single perception exists in isolation; rather, perceiving an object 

inherently involves mental experimentation. 
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Therefore, restoring an industrial museum while preserving the 

óonenessô of a Work of Art proves to be an effective approach, 

fostering a higher level of engagement and creating immersive, 

meaningful experiences. 

Gladstone Pottery Museum 

Cesare Brandiôs restoration principles, particularly the óWork of 

Artô approach, can be analysed through the example of the 

Gladstone Pottery Museum. This museum exemplifies a defined 

design method called imitation, originally introduced by Norberg-

Schulz (Norberg-Schulz 1965, p.39) as a process of socialisation. 

Imitation involves the adoption of cultural elements such as 

knowledge, beliefs, and symbols. This process aligns with 

Brandiôs idea of reconstituting the authentic context of an artefact 

or space (Brandi 2005, p.77-78). 

The Gladstone Pottery Museum authentically recreates the 

working pottery experience, immersing visitors in the industrial 

atmosphere of a bygone era. By reconstructing the historical 

context of daily life within a pottery mill, the museum allows 

visitors to experience the past as though they were workers 

themselves. The narrative structure of the museum invokes the 

figure of the absent pottery worker as a 'shadowô, guiding the 
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visitorôs journey and evoking emotions of nostalgia within the 

context of impressive architectural interiors and exhibitions. For 

example, the entrance tunnel (Figure 3.8), which once served as 

the factoryôs primary access point, has been restored to evoke its 

original function. Complete with a notice board instructing pottery 

workers to óregister your timeô at the lodge by 7:30 am, the 

entrance sets the tone for the visitorôs experience. This careful 

restoration of historical details stimulates the imagination, 

encouraging visitors to envision themselves as workers in the 

pottery industry. 

      

Figure 3 9    The Entrance Tunnel and Exterior of the Gladstone 
Pottery Museum. (Source: Photos taken by the Author, 2021) 

 

Overall, the museumôs design further enhances this immersive 

experience through what can be described as spatial seduction 

(Mehdi Ait Oukhzame 2021). This approach fosters a sense of 

industrial cultural continuity, which lies at the heart of the 

museumôs narrative. The narrative is constructed by evoking the 
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rhythm of a pottery workerôs daily schedule, guiding visitors 

through the space in a way that mirrors the factoryôs original 

functions. Movement through the museum follows the trajectory 

of industrial life, creating a sense of direction and continuity. 

Visitors journey from the factory entrance to the bottle ovens, 

then to the workshops, trading offices, and finally, the doctorôs 

house (Figure 3.9). This journey is a carefully orchestrated 

experience, driven by the imitation of historical workplace 

phenomena. 

In this museum, the spatial seduction allows visitors to 

experience the museum not only visually but also emotionally 

and physically. The industrial cultural continuity is 

communicated through this movement, making the visitor feel as 

though they are part of the industrial past. By doing so, the 

museum achieves a ólive performanceô of the authentic worker 

experience, enabling visitors to imagine and empathise with the 

lives of pottery workers from 1787 to 1970. 

By adopting the concept of spatial seduction, grounded in the 

invisible rhythm of the workerôs daily clock, visitors naturally 

become attuned to the museumôs intended value as they 

progress through the space, evoking a deep sense of nostalgia. 
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Through this cultural empathy, the óonenessô of the Work of Art, 

as the ultimate goal of restoration, is achieved. 

 

Figure 3 10    The Movement of the Gladstone Pottery Museum. 
(Source: Drawn by the Author) 

 

Apart from spatial seduction, the Gladstone Pottery Museum 

embodies a phenomenal reality, one that emerges from a 

sensory-emotional experience. By engaging visitors in viewing, 

smelling, touching, and interacting with the industrial environment, 

the museum creates a dialogue between human beings and their 

surroundings (Malnar, Joy Monice., and Frank 2004, p.22). This 

dialogue is enriched by the museumôs authentic industrial 

buildings, extensive ceramics collection, and shared memories of 

the pottery industry. Together, these elements stimulate visitorsô 

perceptions and evoke emotions of nostalgia, to create a 
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deepening experience of the óplace of industryô (Falk and Lynn D. 

1992, p.110-114). 

3.3.1.3 Adaptive Reuse with Mathematical Symbols 

In contrast to the restoration, the other design intervention is 

adaptive reuse, which means the characteristics of the original 

building form can be incorporated into new additions by blending 

old and new structures. This approach extends existing 

architecture and creates a distinctive industrial atmosphere. By 

converting mill buildings, changes in size or scope affect 

multiple aspects of the host structure, including its overall form, 

property value, relationship with the urban context, and place in 

the continuum of time (Wong 2017). According to Wong, such 

interventions can be represented using mathematical symbols to 

describe design methods (Wong 2017). Table 2.1 presents three 

industrial museum examples linked to these mathematical 

analogies. 

Table 3 2    Adaptive Reuse with Mathematical Symbols. 
Modified from Source: (Wong 2017) 



ΝΠΠ 
 

The Mathematics of Reuse 

Mathematics 

Symbols 

Whole Numbers + Rational Numbers + 

 

Summation × Subtraction ī Absolute Value Ø 

Definition                      

 

The addition of discrete 

volumes to an existing host 

structure. These additions 

include single elements, 

dormer to additional stories, 

but also a new facade or 

wing. 

 

Naturally, this process 

pertains most to the semi-

ruined or ruined-type 

hosts, where structures 

are 

incomplete. 

Pertains to a series of related 

elements: stairs, walkways, 

ramps, corridors, steps, and 

balconies. They are not 

discrete volumes in and of 

themselves but are added 

together to form a unified 

intervention to a host 

structure. 

It refers to the removal 

of a part of the host 

structure. 

As a variant of subtraction, 

this type of intervention does 

not result in the removal of 

matter in the ultimate 

balance and preserves the 

spirit.  

Example  

 

Elbphilharmonie Hamburg 

 

 

Neues Museum 

 

 

 

 
 

Castelvecchio Museum 

 

 

 

Caixa Forum 

 

 

 

Bibliotheca Hertziana 

 

 

Industrial  

Museum 

Example 

N/A 

 

West Cheshire Museum  

 

 

Black Country Living Museum 

 
 

N/A Museum of Making 
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Three industrial museum examples illustrate the use of 

mathematical symbols as analogies for design methods. 

Rational numbers are defined as numbers expressed as the 

quotient or fraction of two integers (e.g., 3/4 = 0.75). They 

represent singular units in a universal context. In the context of 

museum interventions, rational numbers symbolise the addition 

of new structures to a host building through restoration and 

renewal. This approach is particularly relevant for semi-ruined or 

incomplete structures. For instance, at the West Cheshire 

Museum (Figure 3.10), a glass addition (indicated in blue) 

connects with the semi-ruined host structure, recovering its 

original form through a contemporary design intervention 

(Bandyopadhyay 2010). 

Summation refers to the addition of a sequence of elements, 

which in architectural terms corresponds to incorporating related 

components such as stairs, walkways, ramps, corridors, steps, 

and balconies. These elements, though not discrete volumes 

themselves, are collectively integrated to form a cohesive 

intervention within the host structure. An example is the Black 

Country Living Museum (Figure 3.10), where individual discrete 

volumes were added to form a unified industrial landscape. 
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Figure 3 11    Abstract Model of the West Cheshire Museum and 
the Black Country Living Museum. (Source: Digital Model 
created by the Author) 

The absolute value refers to the non-negative value of a real 

number, disregarding its sign, as discussed in Section 3.2.1.2. In 

architectural terms, this analogy represents an intervention that 

maintains the original buildingôs balance without altering its 

essential essence. After the adaptive reuse of the industrial 

building, the intervention ultimately preserves the spirit of the 

building while incorporating contemporary design elements. 

For instance, the Museum of Making inherits the 'making spirit' 

of the Derby Silk Mill by transforming the space with modern 

forms and materials, as illustrated in the following section. 

However, the mill's original typology is preserved as a symbol of 

its industrial heritage.  

Museum of Making 
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The Museum of Making is not the only example of the absolute 

value representing the design method of mathematical symbols 

but also exemplifies the other defined design method called 

identification, originally introduced by Norberg-Schulz. 

Identification means understanding and accepting the mediated 

values (Norberg-Schulz 1965, p.27-51). In the MoM, an 

exploratory case, the entire museum space is integrated as a 

creative space. Here, an analytical standard is brought to the fore, 

which judges the result of restoration; it is informed imagination 

(Scott 2008, p.122). In this museum, industrial creativity as the 

mediated value is re-composed in different forms to represent the 

informed imagination. Although it is not an authentic óplace of 

industryô, the imagining of the history regarding the ómakingô as an 

inherited spirit is identified and preserved for restoration and 

informs an experience of a ómuseum of industryô. 

The design method related to identification reflects the Civic Hall 

and River Kitchen of the MoM is representing a mixed space with 

the authentic context restored and contemporary design 

interventions, and the entire museum space is integrated as a 

social space.  
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The Civic Hall within the MoM is a triple-height atrium grafted onto 

the side of the existing building; it adopts one side brick Mill wall 

and one side full-height glazed screen, and it is a dramatic 

welcome space that serves as the arrival and circulation point, in 

which is a social medium of the City of Derby and a historical 

medium to connect with past and present.  

Without any strong sense of nostalgia or atmosphere, this 

museum is trying to convey a message through communication ï 

Industrial Creativity. It used to be the first water-powered factory 

in the world, and today, the museumôs atrium features a Rolls-

Royce Trent jet engine suspended in mid-air to illustrate that 

manufacturing in Derby has evolved since its textile days. From a 

restoration perspective, the industrial wall and multiple-paned 

windows with elegant arcades were restored; the Edwardian red 

brick symbolised the overall industrial aesthetic (Pearman 2021). 

Functionally, the wall initially serves as an exterior boundary of 

the silk mill, dividing the inside and outside space. Now, it acts as 

an interior boundary which separates the flexible and the fixed 

space. The flexible space, on the right side, is named the Italia 

Mill for events renting, while the fixed space hosts a series of 

industrial exhibitions showcasing Derbyôs industrial history, with a 
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traditional collection and digital gallery on the ground floor, as 

Figure 3.11 shows. 

Although the ground floor space does not provide a fully 

chronological display of the cultural narrative, it encourages 

visitors to engage with exhibits set up along the side of the Civic 

Hall. Categorised by different material themes and located 

adjacent to the caf®, these exhibits offer an optional yet immersive 

exploration. Overall, much like the jet engine, the industrial wall 

and exhibitions aim to inspire visitors to connect with Derbyôs 

history in a personal and human way. 

 

Figure 3 12    The Ground Floor Plan of the Museum of Making. 
(Source: Photos taken by the Author) 
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In the MoM, industrial creativity can be understood as an enduring 

spirit that transcends different periods of time. Although industrial 

creativity is an intangible element, it is nevertheless reflected in 

both the museumôs architecture and exhibitions. Furthermore, the 

transformation of an industrial building into a museum relies on 

this spirit, which, in turn, organically fosters a new societal 

structure that sustains and advances industrial creativity over 

time. Unlike authenticity, which is often defined in relation to 

established norms, an activated museum prioritises the 

preservation and development of intangible elements - such as 

inherited creativity - as a fundamental spirit that shapes the 

museum experience and strengthens community engagement. 

3.3.2 Cultural Continuity 

As industrial buildings evolve over time, culture develops 

uniquely within individuals, profoundly shaping their behaviours 

and values. Cultural influences are ever-present, continuously 

shaping and reinforcing our habits and traditions through the 

spaces we inhabit (Sharr 2007, pp.1-12). Even when a building 

undergoes several transformations, culture ï as an intangible 

element - can still be inherited and represented through new 

forms of rebirth. 
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In the process of architectural rebirth, three attributes underpin 

the cultural representation of buildings, as explained by Adam 

Sharr (Sharr 2012, pp.2-10). These are: ñ(1) óbuildings are 

evidence of the cultures that made themô (2) óthe building has 

multiple authorsô and (3) óarchitecture is anticipated through 

drawings and contract documentsò. 

Since the third aspect ï architecture as anticipated through 

drawings and contract documents ï has already been discussed 

in Section 3.3.1.1: Light Touch, particularly concerning 

Middleport Pottery and its role in shaping design culture through 

sensory experiences, the following section will focus on the first 

two attributes of cultural representation and the development of 

cultural continuity within urban permanence. 

Firstly, the notion that óbuildings are evidence of the cultures that 

made themô suggests that architecture functions as a tangible 

embodiment of cultural values and practices. Buildings carry the 

imprint of the societies that constructed them, allowing 

inhabitants and visitors to engage with their historical narratives. 

Secondly, the concept that óthe building has multiple authorsô 

emphasises that architecture is shaped by a collective process. 

Buildings are not static entities, but dynamic spaces that 
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facilitate interactions between people and their environments, 

continuously evolving through use and adaptation. Thirdly, the 

development of cultural continuity within urban permanence, as 

a spatial dimension, strengthens the relationship between the 

museum and its host city. 

By applying Sharrôs first two attributes of cultural representation, 

the transformation of industrial buildings can be analysed to 

reveal the enduring relationship between material spaces and 

the cultural narratives they embody. Two notable examples of 

industrial heritage landscapes in England - the Ironbridge Gorge 

Museums and Derwent Valley Mills - illustrate this principle. 

Industrial museums, in particular, serve as communal spaces 

that evoke memories and experiences across generations, 

forging meaningful connections between the past, present, and 

future. 

Additionally, Joseph Wrightôs works, exhibited in the Derby 

Museum and Art Gallery, contribute to the promotion of artistic 

and cultural heritage. These works establish a link between 

other museums in Derby, further strengthening their connection 

with the whole city. 
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3.3.2.1 The Building is the evidence of the culture made 

From mill to museum, although the original typology of industrial 

buildings persists into the post-industrial era, industrial culture 

remains ever-present and continues to evolve through new 

social activities. This evolution often leads to the spontaneous 

organisation of space by its inhabitants. Rooted in inherited 

industrial culture, the transformations brought about by these 

new activities maintain a connection to historical contexts, 

especially when industrial buildings are repurposed as 

museums. 

Derwent Valley Mills 

Industrial museum architecture is rarely an isolated entity, as it 

often retains a strong connection to the urban fabric and the 

surrounding natural environment. For example, the Museum of 

Making functions as a self-regulating ecosystem, harmonising 

with both its natural and urban contexts. Situated within the 

Derwent Valley Mills World Heritage Site, the museum is part of 

a broader network of seven mills constructed along the River 

Derwent in the 18th century. These mills were built to 

accommodate new technologies powered by water. 
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One of the earliest of these, the Derby Silk Mill, was the first 

factory to harness waterpower for silk thread production. 

Following its construction, six additional mills ï Cromford Mill, 

Belper Mill, Masson Mill, Nightingale Mill, Darley Abbey Mill, and 

Leawood Pumphouse ï were sequentially developed, as 

illustrated in Figure 3.12. 

The Derwent Valley Mills has been recognised by UNESCO as 

an industrial landscape of global significance, comprising seven 

mills that share similar architectural typologies while maintaining 

unique characteristics. Given the reliance on waterpower, all 

these mills were situated near the River Derwent. Constructed 

between 1771 and 1849, the mills exemplify classical 

architectural styles, characterised by symmetry and harmony in 

their exterior designs (Hopkins 2012, p.22). Among them, 

Masson Mill stands out as a representative of simplified 

classicism in textile mill architecture, influencing subsequent mill 

designs and the broader culture of industrial construction 

(Oevermann et al. 2022). 
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Figure 3 13    The Building Typologies of Cromford Mill, Belper 
Mill, Masson Mill, Nightingale Mill, Darley Abbey Mill, and 
Leawood Pumphouse and their connections with the River 
Derwent. (Source: Digital Model created by the Author) 

 

Derby Silk Mill 

As industrial society transitioned to a post-industrial era, some 

mill buildings were altered to accommodate evolving social 

activities, while others were abandoned altogether. These 

changes in use reflect cultural shifts, with existing mill structures 

serving as evidence of past ways of life. 

The Derby Silk Mill, renamed the Derby Industrial Museum 

(1974) and Museum of Making (2021), is one such example. 

The Museum of Making was officially reopened in 2021: it 
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bridges old and new cultural practices, embodying the enduring 

spirit of making that spans both industrial and post-industrial 

periods. This industrial spirit represents an intangible cultural 

legacy, evident in the learning activities that have taken place in 

these industrial buildings over time. The act of ómakingô as a 

core component of industrial culture, is central to the 

transformation of such spaces, shaping their purpose across 

different historical periods (Figure 3.13). 

During the industrial stage, the building operated as the Derby 

Silk Mill. The culture of ómakingô within this environment was 

highly regimented, with strict discipline ensuring productivity. 

Women comprised a significant portion of the Silk Mill workforce 

and were trained to be reliable and efficient. Spatially, the millôs 

various floors housed different machinery, enabling a production 

process that was divided into five distinct stages: receiving 

hanks of silk, winding, spinning, throwing, and tagging (Knight 

1843). A vivid account of the mill's operation describes the 

scene, with girls and women at work accompanied by the 

rhythmic sounds of machinery, often interspersed with song 

(Knight 1843). In the post-industrial era, the building continues 

to serve as evidence of its cultural legacy but presents a 

markedly different phenomenon. Today, ómakingô activities take 
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place in the same spaces, featuring the original 12 windows on 

both sides, but these activities are now part of a broader, more 

flexible cultural programme. In line with principles of community-

based support, the museum's learning programmes are 

designed to inspire creativity rather than provide vocational 

training, as Figure 3.11 shows. 

Current initiatives emphasise STEAM (Science, Technology, 

Engineering, Arts, and Mathematics) education (Miller and 

Rudnick 2010). The museum now hosts significant workshops, 

events, conferences, and exhibitions in its multi-purpose spaces. 

This new interpretation of ómakingô fosters social and 

educational connectivity (Kuhn 2012, p.1-8), offering visitors the 

opportunity to engage in collaborative and creative encounters 

in a manner that reflects the buildingôs industrial roots while 

embracing its post-industrial identity.      

      

Figure 3 14    Weaving in the Derby Silk Mill and the Museum of 

Making. Source: (Doward 2021) and Photos taken by the Author 
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3.3.2.2 The Building Has Multiple Authors  

The idea that a building has multiple authors refers to a mutually 

defining process between the organisation of human 

relationships and the physical organisation of architecture. 

These processes unfold over time (Sharr 2012b). The layers of 

building fabric created by multiple authors at different points in 

history add richness to reoccupied spaces, enhancing the 

sensorial experience and creating imaginative possibilities for 

visitors. These accumulated traces of tectonic events, imprinted 

on the buildingôs fabric, represent two significant aspects of 

architecture. On one hand, they signify the óthickness of timeô, 

embodying the aliveness inherent in the fabric of the world (Hale 

2017, p.83). On the other hand, they form a complex perception 

through the materiality of experiences for individuals (Mostafavi 

and Leatherbarrow 1993). 

Museum of Gorge 

As Figure 3 18 shown, the Ironbridge Gorge, along with its 

museum, forms part of an industrial heritage landscape 

recognised by UNESCO (UNESCO 1986). Through the 

conservation of historical buildings, structures, and urban and 

rural patterns, the site presents a distinctive industrial 

atmosphere. One of its notable buildings is the Museum of the 
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Gorge. As shown in Table 3.3, this industrial building has served 

many purposes over nearly 200 years, from the late 19th 

century to today. 

Initially, the Coalbrookdale Company built and used the building 

as a warehouse in the 19th century. During this time, river 

transportation was essential for transporting goods. However, 

with the decline of river transport and its replacement by 

railways in the 1860s, the warehouseôs purpose diminished. The 

building then became a facility for supplying soft drinks to local 

shops and pubs, owned by the Crystal Works Soft Drinks 

Factory until 1908. Following this, it was converted into a garage 

and filling station, which also housed shops. Eventually, the 

industrial building was repurposed as the Museum of the Gorge, 

preserving its historical significance while adapting it for modern 

cultural and educational use (Oliver Architecture 2024). 

Table 3 3     Three Users of the Museum of Gorge. Source: 

(Ironbridge 2025) 
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Long & Co., a mineral water 

company, 1904 (2) 

A Garage and Petrol Station, 

1972 (3) 

The Museum of Gorge 

1977 (4) 

 Year Users Functions 

1 Late 19c-1860c CoalBrookdale Company Warehouse 

2 Until 1908 Crystal Works soft drinks Factory Supplying drinks to local shops 

and pubs 

3 1960s Fill in Station and Shops Garage 

 

4 1977 - Today Ironbridge Gorge Museums Severn Warehouse as Museum 

Within the building, evidence of its multiple uses remains clearly 

visible. For example, the breeze blocks along both sides of the 

wall were added during its time as a garage but were later 

removed when the building was repurposed as a museum. 

Another notable feature is the door facing the riverside, which 

was originally used for loading barges and trows with goods. 

This door was subsequently filled with glass windows, now 

displaying marks that indicate the heights and dates of historic 

flooding events (Figure 3.14).  
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Figure 3 15    Accumulated Traces in the Building Fabric of the 
Museum of Gorge. (Source: Photos taken by the Author) 

In the Museum of the Gorge, despite its history of multiple uses, 

the riverside door retains its original purpose as a significant 

piece of historical evidence, representing the óthickness of timeô. 

This element of material history enhances visitorsô sensory and 

imaginative engagement with the space, allowing them to 

recognise its initial use for loading goods while also appreciating 

its transformation into a feature that documents past flooding 

events. The door does not merely exist for visual perception; it 

embodies the memory-infused life of human experience 

(Connolly 2010, p.181). Its materiality provides a profound 

spatial experience that conveys the layered history of this site. 
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3.3.2.3 Urban Permanence 

As the above two sections describe, when an industrial building 

undergoes multiple transformations, it ultimately becomes a 

museum. Beyond the building itself, cultural evidence is 

preserved through various artefacts, including drawings by 

multiple authors, representing cultural continuity in the temporal 

dimension. Another crucial element is cultural continuity in the 

spatial dimension, which strengthens the relationship between 

the museum and the city. 

To connect with urban cultural history, the museum and its 

exhibitions provide a ómnemonic bridgeô between the past and 

present. This ómnemonic bridgeô serves as a medium of 

temporality and engagement, creating a link between historical 

and contemporary contexts (Savenije and de Bruijn 2017). 

Within the museum, this bridge manifests in various forms, such 

as the display of artefacts, practices of imitation, and emphasis 

on location to enhance engagement (Tomlinson 2021). An 

example of this will be illustrated in Figure 5.3. Therefore, it is 

essential to establish a discourse between the museum building 

as an artefact and its broader urban context. The promenade 
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architecturale7 may extend beyond the museum, potentially 

beginning and continuing throughout the city, even reaching 

beyond its walls (Hanks 2015). The city, as a platform of 

collective artefacts, embodies the spirit of place, drawing from 

diverse inspirations across local, regional, and national scales 

(Hanks 2010). 

For instance, in the city of Derby, the Derby Museum and Art 

Gallery - one of Derbyôs key museums-holds the largest and 

most comprehensive collection of Joseph Wrightôs (1734ï1797) 

paintings, drawings, and letters (Diamond 2013). The curator 

utilises these collections to promote cultural heritage by 

exhibiting Wrightôs original paintings on permanent display at the 

Derby Museum and Art Gallery (Shown in Figure 3.15), 

showcasing digital recreations of his work by artists at the 

Museum of Making, and co-producing narratives of Wrightôs 

legacy at Pickfordôs House (Phillips and Bamford 2023). Here, 

architecture transforms into urban artefacts across different 

locations in the city, fostering urban permanence through spatial 

continuity (Rossi 1984, p.63). 

 
7ШThe promenade architecturale is a concept developed by Le-Corbusier referring to 

the implied itinerary of a built environment. This concept will be illustrated in Section 
3.4.3. 
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Figure 3 16    Joseph Wrightôs Painting in DMAG, and the Digital 
Recreation version in the MoM. (Source: Photos taken by the 
Author) 

The artistic aspect of urban artefacts is closely tied to a cityôs 

identity, including its uniqueness and quality (Rossi 1984, p.32). 

The artistic spirit of Joseph Wright, as curated in various 

museums based in Derby, forms a coherent narrative, as his 

work itself acts as a ómnemonic bridgeô, inspiring new 

generations of artists. This artistic spirit, integral to local and 

regional identities, enriches the city. Over time, it acquires both 

physical and symbolic significance, contributing to the cityôs 

identity. A city, as a larger-scale place, is an identity that 

comprises three fundamental elements: physical appearance, 

activities, and meaning (Relph 2008, p.48). In this case, the 

physical appearance includes the city of Derby, individual 

museum buildings, and Wrightôs works; the activities involve 

exhibitions and co-production events related to Wright; and the 

meaning is embodied in Wrightôs artistic legacy. These three 

elements together sustain cultural continuity in both temporal 
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and spatial dimensions, ultimately constituting urban 

permanence. 

3.3.3 Imagined Community 

Applying Barthesôs exploration of the fluid relationship between 

the signifier and the signified to large-scale sites, museum 

design and spatial organisation reveal their role in shaping 

perceptions of history. Museums function as signifiers that 

construct and reinforce an official historical narrative, ultimately 

contributing to the formation of an óimagined communityô 

(Marstine 2006, p.124). This section explores two types of 

industrial examples that demonstrate structuralism in practice. 

This section examines two industrial case studies that illustrate 

structuralism in practice, demonstrating how museums, as 

curated spaces, mediate cultural memory and historical 

interpretation. 

3.3.3.1 Museum Heritage Site 

L®vi-Straussôs concept of social structures and collective 

memories, embodied in the physical building, aligns with 

Barthesôs proposition that objects function as signs that 

establish meaningful relationships. This framework allows for an 

analysis of the óimagined communityô through the lens of a 

museum heritage site ï Ironbridge Gorge. Recognised as a 
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UNESCO World Heritage Site, Ironbridge Gorge exemplifies 

industrial heritage through its architectural ensemble, comprising 

monuments, tunnels, villages, houses, and factories (Figure 

3.16). These elements, when considered collectively, serve as 

signifiers of historical context, reflecting Barthesôs principle that 

every object in the world functions as a sign.

 

Figure 3 17    Four Building Typologies of the Ironbridge Gorge. 
(Source: Digital Model created by the Author) 

In addition to serving as individual historical markers, these four 

building typologies collectively contribute to the construction of 

an imagined historical community (Block 2018), aligning with 

Barthesôs third principle, that hidden codes within a language 

system determine relationships. The architectural composition of 

Ironbridge Gorge encapsulates an authentic industrial 

phenomenon, allowing visitors to experience its industrial past 
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through a linear journey across its diverse physical sites. This 

immersive arrangement enables an understanding of various 

historical periods as an interconnected whole, rather than 

isolated moments in time. As illustrated in Figure 3.17, the Old 

Furnace ï the heart of Ironbridge ï has been preserved as a 

catalyst of industrial transformation. Adjacent to it, the former 

factory, now repurposed as the Museum of Iron, along with 

Darby House, represents the core innovation hub of 

Coalbrookdale. Further along, the Iron Bridge and its Tollhouse, 

originally a station, symbolise the advancements in production 

and engineering that marked Ironbridge as the birthplace of the 

Industrial Revolution. Expanding beyond this central core, 

additional sites such as Broseley Pipeworks, Jackfield Tile 

Museum, Coalport China Museum, and Blists Hill Victorian 

Town (housing) provide insights into Victorian-era industrial and 

domestic life. Echoing Barthesôs fluid relationship between the 

signifier and the signified, in Section 3.2.1.2, the hidden 

structural logic of Ironbridge Gorge establishes a network of 

relationships between individual buildings and the site as a 

whole. The spatial arrangement presents a cohesive narrative, 

linking the origins of the Industrial Revolution to its evolution and 

societal impact (Red Circle 1 & 2). Simultaneously, it 

emphasises the human and social dimensions of industrial 
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heritage (Red Circle 3), reinforcing the interconnectedness of 

industry, community, and lived experience.

 

Figure 3 18    The Hidden Structural Logic of Ironbridge Gorge. 
(Source: Drawn by the Author) 

 

3.3.3.2 Museum Heritage Exhibition 

The restoration of the Shrewsbury Flaxmill Maltings began in 

2014, and a new visitor experience, including the mill exhibition, 

was established under the concept of a ófactory of ideasô 

(Shrewsbury Flaxmill Maltings 2024). The mill exhibition is 

located on the ground floor of the Main Mill, offering both digital 
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and hands-on activities designed for all age groups. In 

particular, audio technology enhances the accessibility and 

engagement of the exhibition (Hadley and Rieger 2021). Visitors 

access the exhibition by passing through the museum caf®. 

Following the structuralist framework, the exhibition is organised 

chronologically, reinforcing the idea that meaning is derived from 

ordered relationships within a system. Aligning with Barthesô 

third approach, the thematic divisions function as óhidden codesô, 

structuring the interaction between exhibition content and visitor 

movement in a self-guided tour. As illustrated in Figure 3.18, the 

exhibition is divided into five thematic sections: Town and 

Transformation, Engineering and Build, People and Process, 

Adaptation and Change, and Legacy and Impact. Curated using 

expert-led exhibition design methodologies (MacLeod 2020, 

p.46-65), the exhibition constructs a logical and structured 

narrative, facilitating layered engagement with industrial heritage 

through both physical artefacts and digital interpretation. For 

instance, within the theme óEngineering and Buildô, the exhibition 

features textual information as its primary visual guide, 

supplemented by physical materials such as a wooden spindle 

and a metal plate. These elements illustrate how materials were 

adaptively reused within the malting mill. Conversely, the theme 
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óTown and Transformationô employs digital technologies to 

showcase the historical evolution of the surrounding urban 

context through a user-centred design approach. One notable 

feature is an interactive digital panel, which categorises the 

urban context into community, housing, industry, transport, and 

neighbourhood. For instance, the óneighbourhoodô category 

invites visitors to explore and compare historical maps of the site 

from 1832, 1882, and 1927. 

 

Figure 3 19    Five Thematic Sections in the Exhibition of the 
Shrewsbury Flaxmill Maltings. (Source: Drawn by the Author)  

To summarise, Figure 3.20 presents key thinkers in relation to 

the industrial building lifecycle, focusing on three important 

aspects: the chronological development of building 

transformation, the scale relationship between landscape and 

artefact, and natural perception.
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Figure 3 20        Key Quotations from the Literature Review align with the Industrial Buildingsô Lifecycle. (Source: 
Created by the Author)
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3.4 Argumentative Structuralism in Design Intervention 

3.4.1 Summary of Museum Examples 

The two case studies ï museum heritage sites and exhibitions ï 

demonstrate how individual architectural elements function as 

ósignsô, interconnected through a logical structural system. 

Simultaneously, human activities within these spaces establish 

dynamic relationships (Rovelli 2022), animating them through 

both mental and physical engagement, a phenomenon 

conceptualised as ómemory by structureô. This interplay aligns 

with traditional óobject-thinkingô approaches, such as those in 

Newtonian natural philosophy, which perceive the universe as a 

collection of discrete entities (Kavanaugh 2013). 

However, in architectural discourse, Leslie Kavanaugh 

(Kavanaugh 2013) critiques this Newtonian framework of static, 

object-based thinking. Instead, she advocates for a relational 

approach, drawing from Gottfried Wilhelm Leibniz, who viewed 

space and time as interdependent, rather than absolute. When 

applied to museum design, this perspective suggests that 

museums should be conceptualised not as fixed collections of 

objects, but more óaccessibleô as interconnected systems of 

relationships - a shift that enhances spatial accessibility and 

experiential depth. 
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This relational approach is particularly significant in the 

conceptual design stage, where visitors are not simply óbeingô in 

the space but are óbecomingô part of an evolving spatial-

temporal network (Kavanaugh 2013). Here, visitors emerge as 

integral participants, shaping the interplay between space, time, 

and human interaction. Within structuralist thought, Roland 

Barthes interprets architectural language as a system of signs, 

where meaning emerges through functional relationships that 

generate collective memory. However, Umberto Eco8 critiques 

Barthesôs concept of the ófree playô of signifiers, arguing that 

users often reinterpret architectural spaces in ways beyond the 

designerôs intent (Brooker 2016). Eco emphasises that while 

architects and designers establish primary functions, they must 

also embrace open-ended interpretations to be communicative, 

allowing users to redefine spatial meaning through engagement 

(Leach 1997c). This tension between structure and 

interpretation will be further examined in the following discussion 

on the interplay of time within museum spaces (Silverman 

1991), including clock time and human time, and users' 

 
8ШUmberto Eco was an Italian medievalist, philosopher, semiotician, novelist, cultural 
critic and political and social commentator. 
 



ΝΤΠ 
 

embodied experiences in Promenade Architecturale, which will 

be introduced in Section 3.4.3. 

3.4.2 Clock Time and Human Time 

Time, as a fundamental measurement, plays a crucial role in 

shaping both architectural experience and historical 

interpretation. However, its definition varies based on context ï 

most notably between clock time and human time. The 

distinction between these two lies in their nature and perception: 

clock time is a quantitative measurement, while human time is 

qualitative, shaped by lived experiences (Shown in Figure 3.19). 

Clock time is defined by regular, measurable intervals of a fixed 

length. By contrast, human time is event-driven, shaped by 

specific occurrences and individual experiences. Its perception 

is fluid, often expanding or contracting depending on the depth 

of engagement with an event, with its duration shaped by 

specific events or incidents (Abbott 2008, p.4).  
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Figure 3 21    The Difference between Clock Time and Human 
Time. Modified from Source: (Abbott 2008, p.4) 

 

Clock Time in Museum Architecture 

Clock time is embedded in the physical world, manifesting 

external signals that align with internal experiences, enhancing 

lifeôs rhythm to explore how the relationship between the internal 

and external might become life-enhancing (Lynch 1972, p.1). 

Within museum architecture, clock time is evident in historical 

preservation and adaptive reuse, marking transitions from past 

to present. For example, as discussed in Section 3.3.3.2, the 

Shrewsbury Flaxmill Maltings has undergone multiple 

transformations: from an industrial mill to maltings, to temporary 

barracks, back to maltings, and now a museum and office 

space. This series of adaptations embodies clock time, as 

material changes in the building reflect its evolving function 

across historical periods. 

However, experiencing museum architecture extends beyond 

mere habitation or aesthetic appreciation; it involves a temporal 

journey from óbeingô to óbecomingô, integrating time with space. 

Museums physically represent the past through built structures, 

material environments, institutional narratives, and curated 

artefacts. Yet, visitors engage imaginatively, completing 



ΝΤΣ 
 

narratives, interpreting gaps, or creating personal meanings. 

Simultaneously, the future is envisioned, as past experiences 

and present conditions inform future trajectories. Lynch (Lynch 

1972, p.92) describes this interplay as an evolving timeline, 

shaped by cognitive perception, attitudes, and experiences. 

This linear progression of time aligns with Claude Lévi-Strauss's 

structuralist theory, which argues that social groups should be 

understood as collective entities rather than isolated individuals. 

By engaging with museum spaces, visitors integrate their 

individual experiences into a collective historical narrative, 

reinforcing the relationship between time, memory, and cultural 

identity. 

Human Time and the Museum Interpretation 

In contrast, human time is subjective, and shaped by personal 

engagement and social structures. Museums function as 

mediators of human time, where curators organise chronological 

exhibitions, not merely as a means of measuring history but as a 

tool for constructing, challenging, or redefining cultural 

narratives  (Jørgensen et al. 2021). On the one hand, curators 

structure human time through thematic exhibitions, guiding 

visitors through a sequential experience. For example, as 
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detailed in 3.3.3.2 Museum Heritage Exhibition. The Shrewsbury 

Flaxmill Maltings exhibition narrates the siteôs journey from 

industrial prosperity to modern preservation, presenting human 

time as an orchestrated experience. This curated storytelling 

frames historical transformation, highlighting the first iron-framed 

buildingôs role in architectural heritage (Shrewsbury Flaxmill 

Maltings 2024). On the other hand, visitors themselves construct 

human time through personal storytelling. Narrative is a natural 

human faculty, enabling individuals to interpret and make sense 

of events (Hale 2012). Within the museum, each visitorôs 

temporal experience differs, depending on movement, attention, 

and emotional engagement. 

Beyond its functional role, the museum also offers spiritual 

enrichment, providing an immersive space where time is 

experienced not as a fixed metric but as a fluid continuum of 

perception and interaction (Kim and Kwon 2020). 

Visitor Agency in the Temporal Experience 

Umberto Eco emphasises that users reinterpret museum 

experiences in unpredictable ways, asserting that designers 

cannot fully control meaning. Instead, museums should facilitate 

open-ended interactions, allowing visitors to navigate time on 
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their own terms. Rather than following a fixed, linear narrative, 

visitors engage bodily with the space, experiencing time 

subjectively. 

A striking phenomenon within museums is the perception of 

óslowing timeô. Unlike the rapid passage of time in daily routines, 

museum visits are often felt as elongated experiences, as 

visitors become immersed in historical contemplation. This effect 

mirrors Albert Einstein (1897-1955)ôs principle of relativity, 

where time appears to slow down based on an observerôs frame 

of reference. In a metaphorical sense, walking through four 

centuries of history within a museum presents a cognitive 

contrast to the physical act of walking 13,000 steps through the 

same space. 

In summary, representing time in architecture requires 

embracing a relational approach, as conceived by Leibniz, 

rather than adhering to static object thinking. Museums should 

not merely serve as repositories of fixed historical moments but 

should activate visitorsô engagement with time, transforming 

their experience into a process of discovery and self-reflection. 

At the conceptual design stage, museum spaces should be 

designed to immerse visitors, allowing them to lose track of time 
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through spatial and material experiences (Nathania and Wahid 

2022). This prevents museums from becoming static 

environments or overly didactic timelines. Instead, museums 

should foster a dynamic interplay between memory, materiality, 

and temporality, where light, artifacts, movement, and 

architectural form coalesce into an evolving narrative (Carpo 

2001). Within this framework, visitors do not simply óexistô within 

museum spaces ï they óbecomeô part of an ongoing historical 

dialogue, continuously shaping and reshaping time. 

3.4.3 Promenade Architecturale  

Umberto Eco proposed that users should actively engage with a 

space rather than merely inhabit it. Architects such as Le 

Corbusier (1887ï1965), Peter Zumthor (1943 - present), and 

Juhani Pallasmaa (1936 -present) have responded to this idea 

by emphasising the embodied experience in architecture, 

focusing on subjectivity. 

Embodied experience within the promenade architecturale is a 

progressive sensory journey that may begin within architecture 

but can also extend far beyond its walls (Hanks 2015). As 

individuals move through a space, their emotions are first subtly 

engaged, then deepened into feelings, and finally transformed 

into a sense of connection or empathy with the environment 
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(Mallgrave 2018b). According to neuroscientist Antonio 

Damasio, emotions arise from the bodyôs response to external 

stimuli, influencing how individuals perceive and internalise 

architectural spaces (Pontin 2014). Architecture, therefore, plays 

a fundamental role in shaping human consciousness and 

emotional states. 

The initial concept developed by Le Corbusier refers to the 

óArchitectural Walkô (promenade architecturale), which he 

described as a walk of perception - an implied óitineraryô through 

a built environment, making a significant contribution to the 

modern movement (UNESCO 2016). One of his representative 

projects, Maison La Roche (1923ï24), exemplifies the Jacobôs 

Ladder-type promenade9 (Samuel). In this project, movement 

through space follows a structured rhetorical sequence that 

enhances embodied experience: (1) Threshold: The transition 

into the main space is often muted in lighting, providing a focal 

point after the ómental silence of the streetô. (2) Sensitising: 

This space, akin to the milieu, unfolds routes from darkness to 

light, such as the entrance hall leading into the living space. It 

 
9ШJacobôs Ladder is a staircase leading to heaven, which appeared in a dream to 
Jacob. In his vision, he saw it stretching from heaven to earth, with angels ascending 
and descending upon it. The 'Jacobôs Ladder promenade' symbolises a journey from 
darkness to light, with the staircase serving as a supportive element for the ascent.  
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sets the scene, compelling the visitor to engage, focus, and 

participate. (3) Questioning: This occurs on the first inhabited 

floor, which, particularly in the case of piloti buildings, is highly 

free-form in design. (4) Reorientation: Visitors may have 

noticed the staircase at the beginning of the promenade or 

already ascended one circuit of the ramp, but the enticement of 

distant horizontal light and the view upon entering the main 

living level draw them further into exploration before guiding 

them back onto the promenade. (5) Culmination: The journey 

concludes on the rooftop, completing the spiritual axis of the 

building. Under ideal weather conditions, visitors are greeted 

with a thrilling view of the sun or moon. 

 

 

Figure 3 22    Movement through Space follows a Structured 
Rhetorical Sequence that Enhances Embodied Experience in 
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Maison La Roche. Source: Author and (Heritage architecture 
2024) 

 

This carefully curated sequence transforms movement into an 

experiential narrative, making architecture an immersive and 

emotionally resonant medium. With its functional duality, Maison 

La Roche is a pure assemblage of interlocking spatial volumes 

that accommodate both residential and exhibition spaces 

(Edwards 2011). Here, the promenade architecturale plays a 

crucial role in connecting these two programs through spatial 

sequencing (Etlin 2010). As one moves through these spaces, 

bodily movement and emotional engagement define the 

perceived spatial experience, enriched by imagination and 

deliberate path-making (Jones 2014). 

Le Corbusier was particularly inspired by the sequencing of 

spaces and the direction of movement. Within Maison La Roche, 

movement unfolds from the entrance to the open rooftop space, 

transitioning from a private apartment to a gallery and library. 

Two staircases, concealed behind walls in the foyer, lead to 

distinct areas of the house (Gibson 2016). One of these is 

symbolised by the curved ramp leading from the art gallery to 

the first-floor library. While staircases serve a simple practical 

function - facilitating movement between levels (Robson and 



ΝΥΟ 
 

Posingis 2019) - they also create a dynamic interplay between 

vertical ascent and horizontal circulation. As one ascends step 

by step, the shifting interplay of natural light unfolds, reinforcing 

the lived experience of the promenade architecturale (Steane 

2011, p.12). The movement through space creates an 

anticipation of the journey ahead, making circulation a 

perceptual thread that links different levels through light and 

form, ultimately shaping the visitorôs spatial experience (Ching 

2014). 

Beyond Le Corbusier, Peter Zumthor and Juhani Pallasmaa 

further explore the emotional and sensory dimensions of 

architecture. Zumthor defines architectural quality as a buildingôs 

ability to evoke deep emotional responses. In Atmospheres: 

Architectural Environments, Surrounding Objects, he 

emphasises the importance of atmosphere in shaping emotional 

sensibility, stating that we perceive atmosphere through our 

emotional sensibility (Zumthor 2006, p.17-24). Similarly, 

Pallasmaa, in The Eyes of the Skin: Architecture and the 

Senses, argues that architecture should not be seen as an 

isolated artefact but rather as an experience integrating sight, 

touch, sound, and movement. He asserts that architecture 

directs attention beyond itself, shaping human perception and 
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existential experience. When engaging with architecture, 

individuals rely not only on their eyes but also on bodily 

presence and sensory awareness. Through this constant 

interaction, architecture reinforces a sense of reality, allowing 

users to form deep, intuitive connections with their environment 

(Pallasmaa 2012). As individuals navigate through architectural 

spaces, their mental perception is shaped by the visual and 

spatial qualities of the environment. Pallasmaa further argues in 

The Embodied Image that architectureôs mental impact arises 

significantly from its imagery, which serves as a crucial vehicle 

for imagination, perception, thought, language, and memory 

(Pallasmaa 2011). 

3.5 Conclusion  

This chapter has established structuralism as the theoretical 

framework for examining the temporal and spatial transformation 

of industrial museums throughout their lifecycles. By analysing 

structuralist principles applied to different industrial heritage 

museums, this study has illustrated how design interventions, 

cultural continuity, and imagined communities shape their 

evolution. 

A key argument was developed around the relationship between 

clock time and human time, distinguishing two distinct 
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approaches, while also emphasising the role of architectural 

promenade. Clock time structures museum spaces through a 

logical, linear progression, reinforcing historical narratives 

through architectural restoration and spatial organisation. In 

contrast, human time, shaped by curator-led storytelling and 

visitor engagement, facilitates meaning-making through 

subjective interpretation and participatory experiences. Beyond 

this, the Promenade architecturale offers an embodied 

experience, granting visitors the freedom to reinterpret spaces 

through movement rather than following a fixed, linear storyline. 

These themes were explored in two case studies - museum 

heritage and exhibition design, examining the process of 

adaptively reusing industrial buildings to activate industrial 

museums. These interventions highlight how visitors engage 

bodily and cognitively with industrial heritage sites, transforming 

them into dynamic cultural spaces rather than static historical 

relics. 

Industrial buildings in Great Britain have undergone two distinct 

phases: the industrial stage, characterised by active production; 

and the post-industrial stage, beginning in the 1970s, when 28 

out of 44 industrial museums in this studyôs database were 

established. 
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Drawing from Saussureôs semiotic theory, this study interprets 

industrial museums as signs ï abstract representations of past 

industrial functions, such as the Kiln and Pottery Museum. 

Meanwhile, Lévi-Straussôs structuralist perspective reveals 

social structures embedded in physical buildings, emphasising 

the interplay between material heritage and collective memory. 

Expanding on this, Barthes argues that collective memory, 

though intangible, imbues industrial buildings with cultural 

meaning, reinforcing their historical significance. Consequently, 

the relationship between the physical environment and social 

structures has played a pivotal role in repurposing industrial 

sites as museums and introducing new social activities while 

preserving their industrial legacy. Furthermore, this chapter has 

identified three critical insights into design interventions for 

industrial heritage museums. Design Intervention : The 

philosophy of Design Intervention ï whether a ólight touchô of the 

restoration, aligning with the óWork of Artô perspective) or 

adaptive reuse, conceptualised through mathematical symbols) 

ï determines the nature of spatial transformation. Cultural 

Continuity : Industrial culture is not static. it evolves within 

modern society. Museums serve as interactive spaces, allowing 

visitors to engage in collaborative and creative encounters with 

inherited industrial culture. Imagined Community : Museum 
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functions and historical narratives contribute to the formation of 

imagined communities. Industrial buildings, through their multi-

layered historical transformations, accumulate tectonic traces of 

past interventions, creating a óthickness of timeô that reinforces 

collective identity and historical imagination. 

By synthesising structuralist theories and their applications in 

industrial museum design, this chapter has provided a rigorous 

analytical framework for understanding the relationship between 

physical space, cultural memory, and visitor engagement. 

Significantly, aligning with Ecoôs perspective, this study 

advocates for visitor agency in museum experiences through 

movement. Instead of strictly following curator-led narratives, 

visitors navigate human time, engaging with space through 

personal movement and interpretation. The architectural 

promenade plays a crucial role in activating industrial heritage 

sites, transforming them into immersive, intellectually stimulating 

environments that foster deep engagement and knowledge 

acquisition. Building upon this structuralist foundation, the next 

chapter will introduce phenomenology as a complementary 

theoretical paradigm, further exploring the embodied experience 

of museum visitors. 
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Chapter 4 ï ENHANCING MUSEUM 

EXPERIENCES THROUGH 

PHENOMENOLOGICAL APPROACHES  

4.1 Introduction  

The primary objective of this thesis is to explore visitor 

engagement in activated industrial museums, emphasising that 

learning serves as an important museum function to engage 

with visitors. Chapter 4, as the second part of the literature 

review, examines the evolution of museum typologies from 

historical to contemporary, guided by Nicholas Serota's 

perspective that the modern museum was becoming a historical 

book rather than the ócabinet of treasuresô. The chapter explores 

this concept through three main themes. 

First, phenomenology is a theoretical framework. This section 

introduces phenomenology as a tool to analyse visitor 

engagement within industrial museum spaces. Using case 

studies from Great Britain ï Preston Mill, Weaversô Cottage, and 

New Lanark. This section illustrates how phenomenology offers 

insights into a deeper relationship between buildings and 

experiences. In addition, the concept of the óbody-in-actionô 

emerges as vital to understanding lived and inhabited spaces. 
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Secondly, the section delves into the origins of museum 

interpretation through two foundational models, the Theatre of 

Memory and the Cabinet of Curiosity. It explores how these two 

historical models shape the spatial arrangement and museum 

interpretation, using examples like the Palazzo Medici Riccardi 

and the German Wunderkammern. These two examples 

highlight the importance of heritage localities within situated 

environments as effective tools for deeply engaging visitorsô 

senses. Thirdly, two modern museum cases as integrated 

learning spaces are analysed: the first is the Heineken 

Experience, which adopts the spirit of the Theatre of Memory by 

blending monumental architecture, immersive storytelling, and 

interactive design. This approach transforms brand identity while 

engaging visitors on multiple sensory levels. The second is the 

Prince Philip Maritime Collection Centre, functioning as a óliving 

libraryô, integrating public space and inhabited areas for archives 

and internal work. The behind-the-scenes tours are set up, 

offering visitors participatory experiences, focusing on 

educational purposes to improve engagement. 

Through an extensive review of historical and contemporary 

cases, Chapter 4 offers theoretical and practical insights into 

museum interpretation, particularly in relation to learning 
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activities. The application of phenomenology underscores the 

importance of understanding lived space and inhabited space to 

reinforce the role of embodied engagement. Ultimately, the 

chapter contributes to the ongoing discussion on museum 

interpretation and highlights how historical evolution can inform 

future museum design. By emphasising engaged embodied 

experiences, the findings advocate for developing a museum 

interpretation approach to enhance the learning experience. 
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Figure 4 1    The Overview of the Theoretical Framework of this 
Chapter. (Source: Created by the Author) 
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4.2 Phenomenology as a Theoretical Paradigm  

This section explores the theoretical paradigm of 

phenomenology in philosophy to examine the transformation of 

two historical models into two modern types of museum spaces. 

Unlike structuralism, phenomenology emphasises human 

consciousness and constitutes meaning through pre-reflective 

acts of perception, imagination and language (Kearney 1994, 

p.13). In architecture, phenomenology is adopted to reinterpret 

human experiences and behaviours by analysing sensory 

influences (Mitrovic 2011). This approach recognises that lived 

experiences are a primary source of self-knowing, fostering 

richer and more authentic perspectives through emotions, 

sentiments and memories (Poon 2018). 

 

In this study, phenomenology serves as a philosophical 

framework to examine museum interpretation, aiming to create a 

compelling experience (Norberg-Schulz 1980). As Nicholas 

Serota states (Serota 2000, p.7), ñThe modern museum can be 

viewed as a Cabinet of Treasures rather than a historical book.ò 

This concept aligns with the museum's origins as a Theatre of 

Memory and a Cabinet of Curiosity. 
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4.2.1 Phenomenology in this Study 

4.2.1.1 Influence on Research Methodology 

As discussed in 3.4 Argumentative Structuralism in Design 

Intervention, Structuralism as an approach is insufficient. 

Phenomenology, therefore, serves as a complementary 

perspective, emphasising human consciousness and meaning 

derived from pre-reflective acts of perception, imagination and 

language (Kearney 1994). 

In architecture, phenomenology establishes a philosophical 

paradigm for interpreting human experiences and behaviours 

through analysing sensory influences. This approach 

acknowledges that subjective lived experiences are a primary 

source of self-awareness, enriching perspectives through 

emotions, sentiments and memories (Poon 2018).  

In this study, phenomenology is applied in the main case: the 

Museum of Making. Observations involved two groups of 

visitors: general visitors and recruited participants. To address 

the limitation of subjectivity, the ólived experiencesô were 

analysed from two perspectives: those of the researchers and of 

the recruited visitors. 
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Researcher's perspective 

óBeingô in the space highlights inhabitation and experience. The 

initial round of phenomenological observation focused on natural 

museum visitors, with data collected during two scheduled 

periods. The first schedule was conducted over the weekend, 

while the second mainly targeted Tuesday and Thursday (Table 

2.4, the two busiest museum days. The aim was to document 

the natural duration of visits and visitorsô routes through the 

museum. 

Data from Recruited Occasional Visitors 

To balance the researcherôs perspective, data from recruited 

visitors were used to examine a more intimate relationship 

between the óbody-in-actionô and the museum space. With a 

time limit of 45 minutes, recruited visitors were encouraged to 

engage with the museum in ways that fulfilled their specific 

interests (B.2.2 Participant Information Sheet). This approach 

aimed to capture the ongoing flow of experience within the 

space. 

In summary, phenomenology provides a theoretical foundation 

to explore both the shallow and deeper levels of the ólived 

experienceô. At the deeper level, particularly with the data 

collected from recruited visitors, phenomenological analysis 
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uncovers human consciousness, constituting meaning through 

pre-reflective acts of perception, imagination, and language. 

4.2.1.2 Historical Review 
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Figure 4 2    Summary of Key thinkers of Structuralism. (Source: 
(DuFour 2022; Sharr 2012a; Hale 2017)) 
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In 1900, Edmund Husserl (1859ï1938) published Logical 

Investigations, a seminal work that laid the foundation for 

phenomenology. Although Husserlôs work is not widely known in 

architecture, his phenomenological orientation influenced later 

architectural theory, particularly through the contributions of 

Martin Heidegger and Maurice Merleau-Ponty, whose works 

underpin architectural discourse (DuFour 2022, p.1-17). One of 

Husserlôs key concepts, lifeworld, emphasises the importance of 

examining concrete situations of lived experience. Unlike 

scientific or abstract analysis, the lifeworld refers to the everyday 

world of experience, shaped by affectivity, intersubjectivity, and 

historicity. This type of experience is vividly processed by the 

human right brain. Furthermore, a shared lifeworld ï where 

individuals experience the world together ï reflects essential 

relationships between consciousness and experience (Parada 

and Rossi 2021). In the context of museums, visitors engage 

with space in unique ways based on their personal histories, 

bringing their own lifeworld to interpret and construct new 

narratives within the museum environment. 

In 3.3.1.2 Restoration with óWork of Artô, the Gladstone Pottery 

Museum serves as an example of the ólived worldô of spatial 

phenomena, emphasising spatial seduction. Another Industrial 
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Museum case, Preston Mill in Scotland, illustrates Husserlôs 

concept of concrete lived experience. The millôs picturesque 

setting captivates visitors, artists, and photographers, 

particularly due to the unique conical red pantile roof of the kiln, 

which represents a Dutch-style conical roof (Figure 4.3). In 

addition to the unique feature ï the roofôs distinctive character ï 

the mill is notable for its waterwheel, which was added in 1909. 

Although the original mill has existed on this site since the 16th 

century, the current building dates to the 18th century. Until 

1959, it operated commercially, producing oatmeal powered by 

water from the River Tyne (National Trust for Scotland n.d.). 

As Husserl emphasised, experience is shaped by the 

transduction of environmental stimuli into images. At Preston 

Mill, visitors immerse themselves in the historical environment 

with diverse intentions, stepping back in time to observe the 

millôs mechanisms in action. The surrounding natural landscape 

acts as a stimulus, triggering cultural metaphors and personal 

interpretations that resonate with different categories of visitors. 
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Figure 4 3    Preston Mill and Its Natural Surroundings (Source: 
Drawn by the Author) 

 

This concept of the lifeworld can be broadly linked to Martin 

Heideggerôs (1889ï1976) philosophy, particularly in relation to 

the Weaversô Cottage, which represents a space of inhabitation. 

Heidegger, drawing inspiration from Husserl, shifts the focus 

from mere aesthetics to the experience of being in a space, 

emphasising inhabitation over aesthetic priorities. Notably, he 

distinguishes between building (construction) and dwelling 

(cultivation), arguing that these two elements must be intimately 

interconnected. According to Sharr (Sharr 2007, p.36), these 

activities reflect human presence within a space, demonstrating 

that building and dwelling can also be understood through the 

relationship between place and habitant. In Building, Dwelling, 

Thinking (1951), Heidegger explores the interplay between 

people as thinking individuals and objects as physical entities, 
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asserting that true dwelling extends beyond structural 

configurations to encompass lived experiences (Holst 2014). He 

further explains that a farmhouse, for example, stands óon the 

earthô and óbeneath the skyô, and is not just a built structure but a 

mediator between its inhabitants, their lifestyle, the locality, and 

the natural environment (Sharr 2007, p.68). 

The Weaversô Cottage embodies Heideggerôs notion that 

building and dwelling are inseparable acts of construction and 

cultivation. This dwelling is a typical example of a mixed-use 

space, combining both living and working areas (Shown in 

Figure 4.3). Traditionally, the lower floor was used as a living 

space, while the upper floor housed the loom shop. The 

Weaversô Cottage in Scotland, a historic Kilbarchan weaverôs 

cottage, was once integral to the woven textile industry. 

Between 1774 and 1840, the weaving industry in the village 

expanded significantly, growing from 180 to 900 looms. Over the 

19th century, multiple families resided together on the main 

floor, while the upper workspace housed a 200-year-old loom, 

which remains on display today to illustrate historical working 

conditions. Now restored as a visitor attraction, the cottage has 

been adapted to reflect the living and working environment of a 

19th-century handloom weaver (Shown in Figure 4.4). 
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Simultaneously, it serves as a cultural space that fosters 

connections between the local community and its weaving 

heritage (National Trust for Scotland n.d.). 

                 

Figure 4 4    The Interior of Weaverô Cottage in related to 
building and dwelling. Source: (The British Land Company PLC 
2024). 

 

By prioritising inhabitation over aesthetics, the Weaversô Cottage 

exemplifies Heideggerôs argument that dwelling is not merely 

about physical structures but about the lived experiences within 

them (Shown in Figure 4.5). The cottage showcases how living 

and working conditions were deeply intertwined before the 

Industrial Revolution, reinforcing the idea that architecture is not 

just a visual or functional construct but a reflection of human 

existence in time and place. 
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Figure 4 5    The Architecture and Habitation in the Weaversô 
Cottage. (Source: Drawn by the Author) 

 

Maurice Merleau-Ponty (1908ï1961) developed Heideggerôs 

idea of rediscovering the experience of being. However, while 

Heidegger emphasises dwelling, Merleau-Ponty focuses on the 

structures and contents of consciousness, particularly how 

things in the world appear for us rather than how they might 

exist in themselves. He articulates a primordial unity between 

consciousness and being, proposing that the human body as the 

living centre for intentionality actively shapes reality rather than 

passively receiving it (Kearney 1994, p.73-74). Like many 

phenomenological thinkers who view consciousness as 

inherently intentional, Merleau-Ponty asserts that bodily 

intentionality provides an initial grasp of a sense of situation, 

allowing individuals to engage with their surroundings through 
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the ongoing flow of experience. According to Hale, Merleau-

Ponty offers significant insights into the intimate relationship 

between the body-in-action and the spatiality of the world in 

architecture (Hale 2017, p.12-14). 

New Lanark exemplifies this bodily engagement with space 

through its interactive and educational experiences (Shown in 

Figure 4.6). For example, replica toys serve as tactile tools that 

connect visitors, particularly children, to historical narratives. A 

hands-on session allows participants to physically interact with 

historical toys, comparing their materials and craftsmanship to 

contemporary ones. In addition, New Lanark also prioritises 

educational activities tailored to diverse audiences, including 

preschoolers, school-aged children, college or university 

students, and researchers. Its collections and publication 

resources are accessible to the public, reinforcing the siteôs role 

as a space for embodied learning (Muroi 2022). 

Beyond archival materials, New Lanark provides a range of 

experiences that reflect Merleau-Pontyôs body-in-action 

framework. Visitors engage with the site through house tours, 

textile machinery exhibitions, outdoor activities such as picnics 

and play areas, and scenic walks along the River Clyde. These 
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multisensory experiences facilitate a deeper connection to 

industrial history, transforming learning into an embodied 

practice rather than a purely intellectual pursuit. 

Founded in 1785 as a purpose-built, water-powered cotton mill, 

New Lanark aimed to improve living conditions for mill workers. 

Recognised as a UNESCO World Heritage Site in 2001, it 

became a benchmark for 19th-century industrial communities. 

The village comprises cotton mill buildings, workersô housing, an 

educational institute, and a school, reflecting the humanistic 

values of its founder (National Trust for Scotland n.d.). New 

Lanarkôs built environment retains its original design, 

incorporating traditional materials and craftsmanship. For 

visitors, this embodied architectural experience fosters a 

primordial unity between consciousness and being (Varela 

2017), aligning with Merleau-Pontyôs phenomenological 

principles. By respecting the historic fabric and preserving the 

siteôs integrity (UNESCO 2001), New Lanark provides an 

immersive experience where architecture, history, and sensory 

perception converge. 
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Figure 4 6    New Lanark and its Built Environment. Modified 
from Source: (National Trust for Scotland n.d.) and (Pragnell 
2021)  

To summarise, phenomenology argues that objects exist not 

solely as traditional categories of ósubstanceô, but as entities 

defined by the category of órelationô (Kearney 1994, p.13). 

However, this relational aspect must be supported by the 

substance of an object, such as materiality, whether the building 

fabric or a replica toy, thereby producing the transcendent 

imagination10. Phenomenological thinking critiques structuralism, 

which, as discussed in Chapter 3.4.1, interprets architecture as 

a system of signs related to function. However, as Umberto Eco 

argues, users should interpret these signs in their own ways 

rather than through rigid, predetermined meanings (Leach 

1997c).  

 
10Ш In the lecture of Kantôs Critique of Pure Reason from Professor Dan Robinson, he 

explains Immanuel Kant's (1724ï1804) claims our experience must be supported by 
the substance of an object, such as materiality, thereby producing the transcendent 
imagination.  
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Furthermore, phenomenological thinking establishes a deeper 

relationship between buildings and experiences through 

materiality, surpassing the limited perspective of viewing 

architecture merely as a system of signs. Heidegger, for 

instance, explains that human presence is not just about 

physical occupation but about lived experience, such as the 

farmhouse and the actions associated with them. He further 

elaborates that the act of dwelling integrates both living and 

working, as seen in Preston Mill. 

Merleau-Ponty expands on this by proposing that we perceive 

the world through óstructured wholesô ï coherent patterns of 

experience ï rather than isolated sensory data. His concept of 

bodily intentionality suggests that our physical presence actively 

shapes our understanding of the sense of the situation in space. 

This is evident in New Lanark, where visitors engage with 

history through hands-on experiences, such as comparing the 

materials of historical and modern toys. Here, the materiality of 

objects becomes a bridge between the human body and the 

siteôs history, deepening engagement beyond mere observation. 

By prioritising material experience over abstract symbolic 

interpretation, phenomenology offers a more immersive and 

meaningful approach to architecture and museum studies than 
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the structuralist view of buildings as mere systems of signs 

(Norberg-Schulz 1988). Moreover, it establishes a longstanding 

relationship between phenomenology and psychoanalysis 

(Adamiak and Pokropski 2018). 

Echoing Figure 4.2, Figure 4.7 presents a summary of key 

quotations from major phenomenological thinkers, linking their 

ideas to architectural theory and the museum experience. These 

examples are organised within a phenomenological framework, 

encompassing consciousness and experience, inhabitation, and 

interactive engagement.

 

Figure 4 7    Key Quotations from the Literature Review align 
with the Theoretical Paradigms in Phenomenology. (Source: 
Created by the Author) 
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4.3 Evolution of the Museum Space  

Although contemporary museums heavily rely on the curatorôs 

narrative, Nicholas Serota argues that museums should reduce 

their didactic functions to encourage personal experiences that 

allow visitors to develop their interpretations, rather than 

depending solely on curatorial guidance (Serota 2000, p.10). 

This concept recalls the museum's origins as a Theatre of 

Memory and a Cabinet of Curiosity. 

4.3.1 Historical Models  

While the term ómuseumô originally referred to a vast repository 

of knowledge, including libraries, artworks, and scientific 

artefacts from ancient Egypt in the third century BC, its influence 

on contemporary museum types is minimal. Instead, 

renaissance memory theatres and baroque cabinets of curiosity 

ï two Enlightenment-era typologies ï have had a profound 

impact on modern museum design, particularly in the context of 

environmental contextualism (Marotta 2012). Without curator-led 

narratives, these historical models emphasise bodily 

engagement and experiential interaction (Skolnick 2012). 

4.3.1.1 Theatre of Memory  

The Theatre of Memory originated during the Renaissance in 

Italy (mid-15th century) as a private space for wealthy collectors 

and humanist scholars to display collections based on artistic 



ΞΜΦ 
 

value. These theatres were part of private residences, palaces, 

or gardens and were limited to select invitees, typically scholars 

and experts (Tzortzi 2015, p.13). Conceptualised by Italian 

philosopher Giulio Camillo, the Theatre of Memory was 

envisioned as a circular, enclosed space large enough for 

individuals to enter. The structure consisted of seven levels 

symbolising the stages of creation, arranged into a grid of forty-

nine places. Each level housed images that served as visual 

mnemonics connected to textual information stored in small 

drawers or pigeonholes (Aurasmaa 1970). 

Although termed a ótheatreô, Camillo's design functioned as a 

microcosm of the universe. It combined geometry and astrology 

in a hierarchical structure linked to celestial bodies, from the 

Moon to Saturn. By conceptualising time as a mathematical 

dimension akin to space, this theatre sought to predict and 

understand the universe's patterns (Aurasmaa 1970). Visitors 

experienced this space as a journey of personal and spiritual 

growth. Wealthy collectors and scholars moved from material 

understanding to abstract comprehension, gaining intellectual 

control (Figure 4.7). 
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Figure 4 8    The Conceptual Framework of the Theatre of 
Memory, Source: (Seip 2020, pp.18-32) 

 

Later, the Palazzo Medici Riccardi, built in 1444, became an 

expository space and an early example of a European museum 

(Tzortzi 2015, p.13). Today, it serves as a museum, a seat of 

the Metropolitan City of Florence, and a library complex. The 

Palazzoôs rich original decorations foster aesthetic interactions 

between the building, its collections, and its visitors. This 

intimate engagement offers a unique encounter with both the 

artworks and the historic environment. 

The Palazzo Medici Riccardi was converted into a museum in 

1974, consisting of the Palace, the Marble Museum and the 

Moreniana Library. The Palace is the shelter of masterpieces, 

and is one of the hallmarks of Florence; the Marble Museum 

exhibits the Riccardi familyôs passion for collectables, including 

busts and ancient sculptures; the Moreniana Library can only be 
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visited for study and consultation, and since it was opened to the 

public in 1942, historically significant collections of manuscripts 

have been continually added (Palazzo Medici Riccardi n.d.).  

4.3.1.2 Cabinets of Curiosity  

The German Wunderkammern, or Cabinets of Curiosity, 

emerged by the late 16th century as repositories of 

miscellaneous knowledge and the theatre of nature, attracting 

scholars and physicians. These cabinets sought to encapsulate 

a comprehensive model of óuniversal nature made privateô 

(Tzortzi 2015, p.14) (Figure 4.8). 

Unlike the structured organisation of the Theatre of Memory, 

Cabinets of Curiosity lacked a clear order and more closely 

resembled workshops (Marotta 2012). In this type of space, all 

the latest curiosities and early machines were accumulated in 

this room. Hence, the word ócabinetô was defined as two levels 

of meaning: one is the collections, such as minerals, fossils and 

preserved animals; the other is the containers, like shelves with 

open designs to showcase objects.  
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Figure 4 9    Cabinets of Curiosity and the World in Box from Pitt 
Rivers Museum. Modified from Source: (Marotta 2012) and (Pitt 
Rivers Museum 2019) 

 

Today, the Kew Millennium Seed Bank reflects a modern 

evolution of this concept. Its design integrates open laboratories 

with public exhibition spaces, creating a dynamic ómuseum 

spaceô where visitors engage intellectually with seed collections 

while observing scientists at work. Located within the Wakehurst 

Place gardens, the Seed Bank offers a óbehind-the-scenesô 

experience, blending private scientific workspaces with public 

educational facilities. The Kew Millennium Seed Bank is housed 

in the Welcome Millenium Trust Building located in the gardens 

of Wakehurst Place, and it provides a private óbehind-the-

scenesô tour and presentation for visitors. The Seed Bank can 

be either a private working space for scientists or a space for 

public viewing. In March 2023, they were seeking a new 

exhibition designer who can design to stimulate visitorsô intellect 
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and emotions through Kewôs scientific, horticultural, and cultural 

assets (Bamford 2023).  

4.3.1.3 Summary      

These early concepts of óoriginal museumsô, represented by the 

Theatre of Memory and the Cabinet of Curiosity, limited intimate 

encounters between objects and learners to elite standards; it 

was an active engagement based on visitors who hold a certain 

level of knowledge standards (Impey and MacGregor 2001), 

with the support of the museum building. Nowadays, the 

Palazzo Medici Riccardi and the Kew Millennium Seed Bank 

have evolved these two concepts of óoriginal museumsô to 

support engaged experience. On one side, even though the 

Palazzo Medici Riccardi is open to the public, the Moreniana 

Library within its building provides a private, tactile and 

immersive experience for studying; on the other side, the Kew 

Millennium Seed Bank, as a private working place, offers a level 

of museum experience which connects with their valuable 

assets. 

The early models of the Theatre of Memory and Cabinets of 

Curiosity offered elite, intimate encounters between objects and 

learners, emphasising active engagement supported by 

architectural space (Impey and MacGregor 2001). Modern 
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interpretations, such as the Palazzo Medici Riccardi and the 

Kew Millennium Seed Bank, adapt these concepts to create 

engaging, contextually rich experiences. While the Palazzo 

provides a tactile and immersive study environment, the Seed 

Bank combines intellectual stimulation with geographic and 

ecological awareness. In both cases, visitor experience remains 

at the heart of the museum's design, aligning with the new vision 

of museums shifting from static history books to dynamic 

ócabinets of treasuresô. 

4.3.2 Situated Museum Space 

Situated architectural theory emphasises the importance of local 

context and socio-cultural systems, enhancing design through 

community interaction (Miller and Rudnick 2010, 62-74). In 

museum spaces, this theory highlights how heritage locations 

and buildings respond to specific moments and situations, 

creating unique experiential milieux. Furthermore, this is the 

core value of the heritage museums. Even though historical 

models like Cabinets of Curiosity and Theatres of Memory lack 

curatorial presence, they demonstrate how architectural space 

evolves through the accumulation of collections over time. 

These situated environments enable meaningful engagement 

between visitors and collections by embedding experiences in 
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their physical and temporal contexts (Chang and Gao 2018; 

Legacy 2020). Hence, understanding the museum as a situated 

phenomenon is an effective way of engaging with museum 

collections, which could create a compelling social-cultural 

milieu11. 

4.3.2.1 Temporal Layers 

To echo the temporality of industrial culture, particularly in the 

case of the Museum of Gorge in Section 3.3.2.2, the situated 

museum space of the Palazzo Medici Riccardi benefits from its 

original architecture (Lumley 1988). The whole spatial 

atmosphere within the building is created because the Medici 

family initially resided here as a hallmark of Renaissance civil 

architecture. Today, this architecture is well preserved, and the 

original spatial atmosphere contributes the most to visitorsô 

primitive perception.  

For instance, the Column Courtyard (Number 3 of Figure 4.9), is 

the heart of the whole Palace with a linear and balanced layout. 

In 1519, a sculpture as the hallmark was created, offering 

harmony and pleasing balance; in the 18th century, this place 

 
11ШThe people, physical and social conditions and events that provide the environment 
in which people act or live. 
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was converted into a sort of museum of antiquities, by adding 

ancient busts and fragments of sculptural reliefs, urns, 

sarcophagi, and inscriptions. Over time, the whole atmosphere 

in this courtyard was cultivated by the aesthetics of 

neoclassicism, allowing visitors in this situated milieu to gain a 

unique understanding of the artworks of a specific period.  

The Medici Garden (Number 2 of Figure 4.9), dating from 1540, 

was devoted to other functions and later remodelled by the 

Riccardi family. It became a luxuriant garden decorated with 

various artworks, including some ancient and contemporary 

masterpieces. Viewing these artworks and experiencing this 

garden, visitors acquire an opportunity to appreciate this type of 

aesthetic pleasure connected by the time and the situated place. 

The Ground-Floor Gallery (Number 1 of Figure 4.9), in the Mid-

15th century, had not yet been walled up, only functioning for 

important events, such as the wedding banquet in 1469. In 

1691, it was turned into a veritable antique and sculpture gallery. 

Today, it is used for holding temporary exhibitions (Palazzo 

Medici Riccardi n.d.). From 1444 until now, the Palazzoôs 580-

year history enriches its layered temporal environment, offering 
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visitors an authentic connection to its accumulated heritage.

 

Figure 4 10    The Ground Floor Plan of the Palazzo Medici 
Riccardi. Modified from Source: (Palazzo Medici Riccardi n.d.) 

 

4.3.2.2 Spatial Layers 

The other type of museum space, the situated environment of 

the Kew Millennium Seed Bank exhibits fully equipped 

laboratories for botanists and geneticists who study seeds 

(Figure 4.10). This is a real workplace for the work of the 

scientists while encouraging visitors to engage in it, and the 

function of the whole site includes housing seed collections from 

97 countries. It is a workspace for research and conservation 

such as laboratories, visitor centres, residential, and educational 

facilities. Beyond this, the new design brief expects visitors to 

engage with a captivating virtual experience connected with 

seeds, and visitors can continue to engage with Kew following 



ΞΝΥ 
 

the visit. The situated environment of Kew Millennium Seed 

Bank is significant for a reason: it is located in Kew Gardens, 

which holds the largest and most diverse botanical and 

mycological collections in the world, and provides a worldwide 

simulated climate and soils for visitors to appreciate.  

Space plays a vital role in the Kew Millennium Seed Bank. 

Although this site is purpose-built, its design emphasises 

geographic and ecological connections, displaying films and 

simulations of the seedsô native climates (Royal Botanic 

Gardens n.d.). By exhibiting the film with real climate scenes of 

seeds in the botanic garden, the visitor experience could be 

enriched and developed to connect with the recalled memories 

from other countries. This spatial networking encourages visitors 

to develop intellectual and emotional ties to the global 

significance of the seed collections.  



ΞΝΦ 
 

      

Figure 4 11    The Conceptual Plan of the Kew Millennium Seed 
Bank. Source: (Stanton Williams 2000) 

 

4.3.2.3 Summary 

Both the Palazzo Medici Riccardi and the Kew Millennium Seed 

Bank demonstrate how heritage locality and situated 

environments foster meaningful connections between visitors, 

collections, and architecture. One is the repository of artworks, 

and the other one is the container of exhibitions. Temporal and 

spatial layers enable the preservation of memory and emotional 

engagement, distinguishing these spaces from modern 

museums focused on passive visuality. To summarise, the 

perception of the whole physical space influences visitorsô self-

identity, which is seen as an emotional dimension, thereby 

affecting the ability to gain knowledge in the museum (Falk and 
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Lynn D. 1992, p.110-114). Embodied experiences within the 

Palazzo Medici Riccardi or Millennium Seed Bank evoke 

primitive emotion but are represented in different ways. Unlike 

the emphasis of the modern museum on passive visuality, 

visiting the Palazzo is an emotional aesthetic journey, and 

visiting the Seeds Bank is an ecological intellectual journey. 

4.3.3 Contemporary Types  

Building on the historical models of the Theatre of Memory and 

Cabinets of Curiosity, contemporary museum spaces have 

evolved into experiential environments. The Heineken 

Experience, referred to as the Theatre of Memory was a concept 

for the emergence of new paradigms of knowledge creation 

focusing on the performative and the participatory (Seip 2020); it 

was envisaged and built as an embodied encyclopaedia. The 

Prince Philip Maritime Collection Centre, referring to the 

Cabinets of Curiosity was established to house collections of all 

kinds, in rooms like workshops in which were accumulated the 

latest curiosities and early machines, although they were not 

always systematically displayed (Marotta 2012, p.1-18). Each 

represents an innovative interpretation of traditional museum 

concepts, fostering unique visitor experiences. 
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4.3.3.1 Heineken Experience  

The Heineken Experience in Amsterdam, Netherlands, is a 

modern space that embodies the spirit of the Theatre of 

Memory, blending performative and participatory elements. 

Originally built in 1867 as the first Heineken brewery, the facility 

served as the companyôs primary brewing site. In 1991, part of 

the building opened to the public while still functioning as a 

brewery. By 2001, it was renamed the Heineken Experience and 

became a visitor centre. The transformation from brewery to 

historical landmark innovatively redefined the spatial experience 

to align with the Heineken brand identity. Compared with other 

industrial museums, the Heineken Experience offers a blend of 

traditional and modern elements, real and virtual environments, 

and tactile and taste sensations to narrate its brand story. 

Remodelling Old Brewery  

The architectural transformation of the Heineken Brewery into 

the Heineken Experience demonstrates how historical spaces 

can be reimagined to reflect cultural evolution over time. The 

design retains the brewery's heritage while integrating 

contemporary elements, offering visitors a tangible journey 

through the past and present. 
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As discussed in Chapter 3.4.2, time is a powerful social tool that 

shapes various understandings of existence. The Heineken 

Experience exemplifies how a building serves as evidence of the 

culture shaped by time. Based on a monumental building, the 

historical brew room, a clear distinction is visible between the 

old and new in the facade, showcasing the exterior of the 

architecture (Figure 4.11). 

Externally, modern windows featuring large glass panes and 

steel frames expose the breweryôs internal workings, forming the 

main entrance. In contrast, another section of the wall retains 

traditional Dutch windows (Hopkins 2012, p.40), preserving the 

historic fa­ade. This duality preserves the historical fa­ade while 

allowing glimpses of the building's interior processes. Internally, 

the use of monumental tiles provides continuity between modern 

and traditional spaces, while the walls reflect their respective 

time periods. This combination of textures and colours 

(Mijksenaar n.d.) creates a unique and inviting social-cultural 

environment for visitors. Additionally, the breweryôs restored 

copper kettles have become a symbolic representation of the 

Heineken tradition. 
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This combinational space, blending historic and modern design, 

engages visitors in a sensory experience that resonates with 

Merleau-Pontyôs concept of bodily intentionality. The tactile and 

visual connections to the past, represented by the monumental 

tiles and copper kettles, create an environment where visitors 

can perceive and internalize the site's historical and cultural 

significance. 

 

Figure 4 12    The Transition Zone Between the Historic and 
Modern Fa­ades of the Heineken Experience (Source: Drawn 
by the Author) 

 

Furthermore, the Heineken Experience exemplifies situated 

architecture, where the spatial design and navigation are 

integrated with the storytelling elements of the experience 

(Nielsen 2017). The journey through the space is not linear; 

instead, it challenges the natural orientation of visitors by 
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strategically navigational interweaving exhibitions, interactive 

moments, and entertainment activities (Mijksenaar n.d.). 

This dynamic layout introduces navigational complexities, 

particularly at junctions where bottlenecks could disrupt the 

visitor flow. To address this, strong navigational interventions 

were implemented, ensuring a seamless progression through 

the space. These interventions complement the overall 

narrative, guiding visitors intuitively while maintaining the 

balance between exploration and immersion. This interplay 

between spatial orientation and storytelling enriches the visitor 

experience, as the architecture itself becomes part of the 

narrative (Psarra 2009). By challenging and then reorienting the 

visitor, the Heineken Experience fosters a deeper engagement, 

making the journey through its spaces an integral aspect of its 

performative and participatory approach. 

Experience Design 

The experience design of the Heineken Experience revolves 

around reconnecting visitors with the process of beer-making 

and the history of Heineken, engaging multiple senses ï sight, 

touch and taste ï to create a comprehensive and immersive 

journey. The design is strategically structured across four levels: 
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the old Brewery foundation, product exploration, sampling, and 

interactive exhibits. 

The first level is the old Brewery foundation, which reserves the 

architectural essence of the old brewery, showcasing its unique 

industrial characteristics. This level serves as the foundation for 

the visitor's journey, grounding the experience in Heineken's 

historical roots. The second level is the product exploration 

stage, and begins with an introduction to the history of the 

Heineken brand, from two perspectives: one is from brewery 

workers, the other one from brewery owners. The original 

factory machinery used in beer production is displayed 

alongside immersive video scenes. A notable design detail is the 

workersô portraits on the walls, which, when the lights are off, 

resemble real people standing by, turning the space into a 

cinema-like environment. After exploring the factoryôs history, 

visitors delve into the branding history, entering the world of the 

Heineken family business through various time periods. This 

part of the experience includes displays of advertisements, beer 

bottles, and even a virtual family member who narrates the 

story. Both parts of this exploration stage effectively combine 

real objects with virtual storytelling, much like the blending of old 
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and new in the architecture, stimulating visitors' visual senses 

(Figure 4.12). 

      

Figure 4 13    The Visual and Virtual Display of the Brewery 
Worker and Owner. (Source: Photos taken by the Author) 

 

The last two levels ï sampling and interactive exhibits ï focus 

on engaging visitors through touch and taste. This part of the 

experience introduces raw materials, allows for hands-on 

attempts at brewing, and features interactive exhibits and 

entertainment activities. In the raw materials exhibition, visitors 

have the opportunity to feel the quality of the malts and try their 

hand at the brewing process. They can also customise beer 

bottles in the interactive exhibits and enjoy free samples of beer 

during various entertainment activities.  
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Through the seamless combination of architectural preservation, 

storytelling, and sensory interaction, the Heineken Experience 

exemplifies how a visitor centre can effectively transform brand 

identity into an immersive and participatory journey (Figure 

4.13). 

      

Figure 4 14    Sampling and Interactive Exhibit in the Heineken 
Experience. (Source: Photos taken by the Author) 

 

4.3.3.2 The Prince Philip Maritime Collection Centre 

The Prince Philip Maritime Collection Centre, part of the Royal 

Museums Greenwich, exemplifies a modern museum space 

designed as a óliving libraryô. Its primary function is to store 

collections from the Royal Museums Greenwich while offering 

visitors unique behind-the-scenes experiences. Comparable to 

the Kew Millennium Seed Bank, this centre provides 

opportunities for visitors to engage with hidden treasures that 

are typically inaccessible, through initiatives such as behind-the-
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scenes tours and Saturday Superstore tours (Royal Museums 

Greenwich n.d.).  

The journey of the behind-the-scenes tours is an exclusive way 

to allow visitors to see conservation in action and learn first-

hand about their collectionsô voyage from store to exhibit. In 

addition, in the journey of the Saturday Superstore tours, apart 

from museum collections, visitors have opportunities to access 

museum archives on their site and to explore the intriguing 

stories relating to Titanic, Antarctic Expeditions, and Naval 

Battles as well as some lesser-known narratives (Royal 

Museums Greenwich n.d.).  

The Prince Philip Maritime Collection Centre draws inspiration 

from the historical model of the Cabinets of Curiosity, which 

traditionally presented rare and curious objects in workshop-type 

spaces. Modern museum spaces have evolved this concept into 

systems of order, where parts of the space are selectively open 

to the public. Unlike the Heineken Experience, which focuses on 

immersive experience design, the Prince Philip Maritime 

Collection Centre emphasises principles of spatial interpretation. 

Two interpretational approaches are central to its design: 

classification and framing (Tzortzi 2015b). The classification in 
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the museum means the object configuration is organised 

through the geographic location, such as the British Museum. At 

the Prince Philip Maritime Collection Centre, classification is 

evident in the archival spaces, where artefacts are 

systematically arranged for exploration beyond mere visual 

display. Framing refers to integration, where the whole museum 

is interpreted as an entire cultural representation, such as the 

Museum of Liverpool, which aims to exhibit the whole civic 

history of Liverpool. At the Prince Philip Maritime Collection 

Centre, framing manifests in the workshop-type spaces, 

designed with clear social intentions to engage and educate 

visitors, akin to the collaborative and exploratory nature of 

historical workshops. 

From a knowledge transmission perspective, classification and 

framing offer distinct methods of organising and presenting 

museum collections, traditionally following a monologue style. 

Classification provides structured, categorised spaces while 

framing integrates objects within broader narratives to create 

holistic cultural representations. Beyond this, the Prince Philip 

Maritime Collection Centre encourages visitors to engage in 

conversations with staff working in different studios, adopting a 

more interactive, dialogue-based approach. In this museum, the 
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learning model shifts from monologue to dialogue, increasingly 

replacing one-way communication with two-way interaction in 

modern museum practice (Johansen 2022). Both approaches 

are thoughtfully implemented at the Prince Philip Maritime 

Collection Centre to enrich visitor engagement and deepen their 

understanding of maritime heritage. 

Living Library  

The function of the Prince Philip Maritime Collections Centre 

within Royal Museums Greenwich is quite close to that of a 

library, which emphasises the vitality of the act of reading (Olley 

1995). Traditional library design typically revolves around 

standardised book storage and reading devices. However, the 

new idea proposed by Louis Kahn in 1956 indicated two 

fundamental characteristics of space for human concern, one for 

people and one for books, where books and readers do not 

connect in a static way (Kohane 1990). Kahn proposed that 

books and readers do not merely connect statically but engage 

dynamically, an idea that resonates in the Centre's design. 

In the context of contemporary museums, this principle is 

reimagined to focus on the relationship between visitors and 

objects. While the Prince Philip Maritime Collections Centre 
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does not permit direct physical interaction with the collections, 

the behind-the-scenes access creates a close and intimate 

experience akin to the Cabinets of Curiosity. Visitors can 

observe the care, categorisation, and storage of historical 

artefacts, fostering a deeper connection through visual and 

narrative engagement (Figure 4.12). 

      

Figure 4 15    The Collections and Archive in the Prince Philip 
Maritime Collection Centre. (Source: Photos taken by the 
Author) 

 

Engagement Design  

The Prince Philip Maritime Collections Centre exemplifies a 

living library by merging archive and workplace typologies to 

create an integrated space that invites public interaction. The 

design delineates public spaces and inhabited areas (Figure 

4.13), balancing engagement with the practical requirements of 

conservation, photography, display, and storage spaces. 



ΞΟΞ 
 

Public spaces host activities such as stakeholder engagement 

meetings, educational programmes, and guided tours. These 

areas aim to inspire curiosity and facilitate dialogue between 

visitors and staff. The inhabited area serves as the active 

workplace where conservation, documentation, and storage 

processes occur. These areas are generally inaccessible to the 

public, though guided tours provide glimpses into these behind-

the-scenes operations. By combining these functions, the 

collection centre transcends the traditional didactic approach to 

museum education, offering visitors a participatory and inspiring 

experience. Rather than solely teaching knowledge, the Centre 

invites visitors to explore and reflect on maritime history through 

a dynamic and interactive framework. 

As a model of integration between public space and inhabited 

areas, the Prince Philip Maritime Collections Centre represents 

a unique living library. While most of its operations occur away 

from public view, select learning sites are accessible to visitors 

during guided tours, creating situated spaces for sharing 

knowledge and expertise (Goulding et al. 2018). These 

interactions enhance the visitor experience, fostering a greater 

appreciation for the museum's conservation efforts and the 

narratives embedded in its collections. 
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By providing an immersive and inspiring environment, the 

Maritime Collections Centre achieves its goal of blending public 

engagement with the preservation of maritime heritage. This 

type of publicly accessible site is very engaged in providing 

situated places for sharing their knowledge and experience in 

terms of the museumôs conservation work (Royal Museums 

Greenwich n.d.).

 

Figure 4 16    Public Space and Inhabited Areas in the Prince 
Philip Maritime Collections Centre, Modified from Source: (Stride 
Treglown 2018) 

 

4.3.4 A Third Learning Space  
Modern architecture focuses on the senses of the eyes but often 

lacks the pungent personality that varied and pleasant odours 

can give (Tuan 1977, p.11). However, the Heineken Experience 

and the Prince Philip Maritime Collections Centre exemplify a 
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new integrated museum typology, positioning the museum as a 

óthird learning spaceô. This model complements traditional 

academic learning in universities and practical apprenticeship 

learning in workplaces by offering an engaged and sensory-rich 

educational experience. 

In contrast to the traditional didactic teaching-learning method, 

both the Heineken Experience and the Prince Philip Maritime 

Collections Centre are representative examples of institutions 

which provide a strong engaged experience. 

On the one hand, the Heineken Experience emphasises the 

experience design with three distinct layers. The first layer is 

visual communication, the fusion of old and new architectural 

elements that visually stimulate visitors. By blending traditional 

copper kettles and monumental tiles with modern materials, the 

space triggers a sense of historical depth while showcasing 

contemporary relevance. The second layer is the interactive 

exhibition, where visitors engage with Heinekenôs brand history 

through interactive storytelling and participatory displays. 

Immersive elements, such as portraits that light up to simulate 

real figures, provide an entertainment-infused learning 

experience. The third layer is a hands-on activity, where visitors 
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experience haptic and olfactory sensations by observing malt 

extraction, feeling raw materials, and tasting beer samples. This 

multisensory approach deepens knowledge retention by 

connecting environmental stimuli to the brewing process. By 

combining layers of sensory engagement, the Heineken 

Experience offers not only environmental information but also a 

distinct sense of place and event, fostering a memorable 

learning encounter. 

On the other hand, the Prince Philip Maritime Collections Centre 

creates an authentic milieu referring to the museum archive, 

which can connect to some intriguing stories, thereby 

encouraging visitors to explore their interests. During the 

process of exploration, visitors travel from one studio room to 

another, the new site of concern is applied and influenced, and 

new concepts like gaining new knowledge become easier to 

accept because the situated place has the power to allow 

visitors to transform and understand new concrete situations 

(Doucet and Frichot 2018). 

With strong engaged experience, both museum examples 

represent the óthird learning spaceô that challenges traditional 

didactic methods by integrating sensory, participatory, and 
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situational learning. It transforms museums into environments 

where visitors actively engage, explore, and connect with 

knowledge through the senses, architecture, and interactive 

storytelling. 

Echoing Figure 4.2, Figure 4.17 presents a summary of key 

quotations from major phenomenological thinkers, linking their 

ideas to architectural theory and the museum experience. These 

examples are organised within a phenomenological framework, 

encompassing consciousness and experience, inhabitation, and 

interactive engagement.
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Figure 4 17    Key Quotations from the Literature Review align with the Evolution of Museum Spaces. (Source: 
Created by the AuthorђЮЮ 
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4.4 Argumentative Phenomenology in Museum 

Interpretation 

Experience inherently carries a connotation of passivity, 

described as something a person undergoes or endures (Tuan 

1977b, p.9). From Husserlôs concept of the lifeworld to 

Heideggerôs being in space and Merleau-Pontyôs bodily 

intentionality, phenomenology emphasises individualsô 

subjective experiences, encouraging the creation of more 

impactful and meaningful spaces. Thus, crafting compelling 

experiences within a museum space requires an integration of 

museum interpretation supported by museum architecture.  

As proposed in 3.4 Argumentative Structuralism in Design 

Intervention, an essential argument for structuralism is to 

encourage visitors to focus on movement guided by their 

internal sense of time, which is referred to in 3.4.3 Promenade 

Architecturale, rather than a curator-led narrative. By reviewing 

both historical and contemporary museum models, this study 

combines phenomenology with the advantages of structuralism. 

While museums offer a complete and engaging experience, the 

architecture in this context serves as a static supportive 

element, shaped by design interventions. Museum 

interpretation, however, supported by the architecture, remains 
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flexible and dynamic, achieved through a blend of curator-led 

narratives and bodily engagement. 

For visitors, the personal experience is paramount. The physical 

setting of the museum, inclusive of architecture and exhibition, 

plays an important role in engaging with embodied, sensory and 

emotive forms of knowledge (Tzortzi 2017). Together, the 

theoretical perspectives of structuralism and phenomenology 

inform the development of future industrial museum typologies, 

demonstrating how such museums can serve as active forums 

for discovery, creativity, and civic participation, as illustrated in 

Figure 4.18. 
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Figure 4 18    Summary of Two Theoretical Paradigms for Considering Future Industrial Museum Typologies. (Source: 
Created by the Author)  
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4.4.1 The Uniqueness of Heritage Architecture 

Heritage architecture, particularly cultural heritage, possesses a 

unique artistic and historical value. As a ólivingô artefact, it 

physically embodies the passage of time, and its material fabric 

conveys a sense of vitality (Rossi 1984; Hale 2017). This 

uniqueness can be approached as a ówork of artô achieved 

through restoration, whether by returning a building to its original 

condition or through adaptive reuse for contemporary society. In 

such cases, the building is not only preserved but also curated, 

particularly for its form, materials, and spatial qualities, all of 

which can be deliberately framed to convey meaning actively. 

This artistic, in return, shapes how visitors perceive and inhabit 

the space, transforming their encounter from a purely visual 

appreciation into an emotional, embodied, and intellectual 

engagement, as same as Tzortzi has discussed in the previous 

section (Brandi 2005, 47-50). 

Merleau-Pontyôs philosophical concept of bodily intentionality 

offers a useful perspective for exploring this. Visitors, he argues, 

do not merely pass through a museum but become part of it. 

The human body, as the living centre of intentionality, can 

actively shape reality rather than passively receive it (Kearney 

1994, 73-74). This shift from óbeingô to óbecomingô within space 

and time (Kavanaugh 2013) highlights the importance of 
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creating environments that can fully express the uniqueness of 

heritage architecture and evoke emotional responses. One 

example like design philosophies such as the ólight touchô, which 

was used at Middleport Pottery and discussed in 3.3.1.1 Light 

Touch. By intervening minimally, architects preserve the existing 

material and spatial qualities that invite bodily exploration and 

interpretation. This allows visitors to navigate, touch, and 

perceive the site in ways that actively shape their own 

understanding of it, precisely the participatory relationship 

between body and space that Merleau-Ponty describes.  

This approach at Middleport Pottery illustrates how individual 

design interventions operate within a larger cultural process, 

where preservation decisions both influence and are influenced 

by the ongoing creation and reinterpretation of meaning in 

heritage sites. In this sense, cultural heritage should be 

understood not merely as a physical place, but as the product of 

social activities, memory-making, and the continuous making 

and remaking of meaning through established socio-cultural 

patterns (Kamel-Ahmed 2015).  

Bowring Norberg-Schulzôs theory identifies two types of cultural 

heritage modification within this process of socialisation: 

imitation and identification (Norberg-Schulz 1965) (see Section 
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3.3.1.2 and 3.3.1.3). Since 2020, identification has been a 

particularly common strategy in the adaptive reuse of industrial 

buildings, as seen in the Museum of Making in Derby and 

Shrewsbury Flaxmill Maltings. By contrast, during the period 

between 1971 and 2000, restoration practices often prioritised 

maintaining a siteôs aesthetic integrity. Interior spaces were 

sometimes preserved with original manufacturing conditions and 

tools to enhance authenticity and evoke the resonance, or 

reimagining of the industrial past. As Scott observes, in such 

contexts, the ruin becomes incidental within a spatial continuum, 

its transparency revealing the traces of its former function (Scott 

2008b). 

This understanding of ruins (abandoned buildings) as part of a 

spatial continuum suggests that authenticity is not a static 

quality confined to material survival, but a relational one, shaped 

by the intersection of past and present meanings. In this context, 

the ópower of the realô offers a framework for evoking deeper 

emotional responses by establishing a rational model for 

evaluating these relationships. Such a model depends on 

recognising and accepting mediated values, rather than focusing 

on interpretation solely in the past (Moore 2000; Norberg-Schulz 
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1965). Consequently, authenticity can be redefined as a form of 

striking uniqueness that extends beyond physical remains alone. 

Beyond understanding and accepting mediated values, the spirit 

of the past can be carried forward to future generations through 

processes of re-making. This enduring capacity is what 

distinguishes heritage architecture from purpose-built 

environments. In this way, heritage architecture fulfils its role as 

a living artefact, one that not only preserves the material traces 

of the past but also evolves through the embodied experiences, 

cultural reinterpretations, and mediated values that keep it alive 

for generations to come. 

4.4.2 Narrative and Embodiment in Spatial Engagement 

Narrative is a fundamental approach to museum 

communication, widely adopted in interpretation practices due to 

its reliance on narrative as a core structural element (Nielsen 

2017). It typically involves two main strategies: constructing a 

coherent story through a structured narrative and enabling 

visitors to see themselves reflected within that narrative 

(Genette 1983). 

On the one hand, curated museum experiences such as the 

Heineken Experience demonstrate how a strong brand 

narrative, supported by the integration of historic and modern 



ΞΠΡ 
 

design, enhances visitor engagement. Within this remodelled 

historical building, visitors follow an intangible yet carefully 

structured storyline crafted by curators, combining real and 

virtual exhibits to convey the brandôs history. Even for visitors 

unfamiliar with the historical context, a well-structured narrative 

reshapes their experience and transforms it into a memorable 

phenomenon. Beyond aesthetic stimuli, such as the 

juxtaposition of old and new facades or the refurbished brewing 

facilities, the immersive exhibition engages both mind and body 

through a sequence of orchestrated events. However, once the 

brewery was transformed into a museum, there was potential to 

offer more opportunities for visitors to imagine the events that 

historically took place on this site, allowing deeper personal 

connections rather than positioning curated events as the 

primary focus (Tschumi 1994). 

In this case, narrative is integral to communication because it 

provides a structure that stimulates memories, emotions, and 

curiosity (Nielsen 2017). Hence, the importance of embodied, 

sensory, and emotive forms of knowledge rooted in personal 

experience also needs to be emphasised (Tzortzi 2017). 

Historically, museum experiences contributed to the building of 

an individualôs knowledge repository, and earlier museological 
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approaches prioritised processes over outcomes. Echoing this, 

contemporary practice emphasises that engaging with the 

historical trace requires exploring complex relationships and 

multi-layered hierarchies of meaning, rather than merely 

generating perceptual stimulation (Hooper Greenhill 1992; 

Hooper-Greenhill 2000). 

On the other hand, when visitors are encouraged to create their 

own stories, a coherent narrative can transform a general 

museum visit into a deeply engaging one. Nevertheless, the 

building itself remains critical, influencing the extent to which 

visitors are integrated into the experience. As Husserl 

emphasises, examining the lifeworld is fundamental, while 

Heideggerôs notion of building and dwelling underscores the 

need for space to be cultivated. The Prince Philip Maritime 

Collection Centre, for instance, invites visitors to pursue their 

interests through observation and discussion without relying 

heavily on sensory stimulation. Yet it is purpose-built and lacks 

certain architectural heritage features that could further support 

engagement, instead depending largely on visitorsô intrinsic 

motivation. In such cases, the capacity to foster personal 

connections with the space depends on how effectively the 

design activates memories, emotions, and curiosity. 
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Insights from these two case studies highlight the tension 

between event-led exhibitions and hands-on activities. In a 

heritage museum, enhancing visitor engagement and enabling 

them to construct their own narratives cannot depend solely on 

curated programming or individual interest; the body itself plays 

a pivotal role in engaging with the original building. Furthermore, 

Merleau-Ponty identifies two dimensions of bodily intentionality 

that contribute to memory recall through the re-enactment of 

spatial experience, particularly in learning contexts. The first, 

situational memory, is triggered by the specific context in which 

knowledge was first acquired or encountered. The second is 

knowledge with an emotional charge (Hale 2017, p.20-21), 

referring to memory intertwined with emotional resonance. By 

fostering bodily engagement, museums can transform static 

spaces of situated memory into dynamic sites of memory and 

relational connection (Maleuvre 1999). 

Beyond curated events and individual attitudes, bodily 

engagement enables visitors to link passages or episodes 

across a sequence of spaces, rather than solely focus on 

events. This spatial navigation brings latent memories to the 

surface, generating re-imagined experiences and reinforcing 
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connections between the visitor and the museumôs spatial 

narrative. 

4.4.3 Act of Reading in a Third Learning Space 

As Nicholas Serota observes, the modern museum has evolved 

into a history book, rather than a historical definition ï a Cabinet 

of Treasures. Unlike early museums - óCabinets of Treasuresô 

filled with eclectic collections lacking clear order, modern 

museums incorporate classification and framing as two 

dominant interpretative approaches (Tzortzi 2015a). While these 

strategies provide structure, they can sometimes constrain 

visitorsô ability to engage in a more fluid, intuitive act of óreadingô 

the museum space. From 1980 onwards, digital integration of 

discourse became powerful and was frequently used in museum 

communication. However, this could be another kind of threat to 

authenticity (Parry and Sawyer 2005). 

In the context of the GLAM12 sector, museums increasingly 

function as third learning spaces, complementing formal and 

informal education. These spaces combine the traditional roles 

of collecting, preserving, researching, interpreting, and exhibiting 

(National Museum Directorsô Council 2006), providing access to 

a wide range of materials, including historical artefacts, books, 

 
12ШThe GLAM sector is a term for the combined cultural heritage institutions of 

Galleries, Libraries, Archives, and Museums.  
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documents, and artworks. Similar to this approach, architect 

Louis Kahn (1901ï1974) emphasised the act of reading and the 

centrality of books as a medium for discovery in library design. 

In his Exeter Library project, he identified two fundamental 

spatial elements: one for people and one for books. He argued 

that books and readers should not connect in a static way, but 

rather through dynamic interaction, promoting discovery and 

engagement (Kohane 1990). Like a museum, Kahnôs library 

underscores the importance of designing spaces that facilitate 

meaningful engagement between the visitor and their 

environment (Colomina 2009). 

This perspective highlights the value of spatial engagement in 

heritage museum design. Well-situated spaces allow visitors to 

immerse themselves in historical narratives, fostering a deeper 

understanding and personal connection to cultural heritage. 

Beyond curated events or individual attitudes, this process 

involves reimagining the knowledge repository, enabling visitors 

to actively construct meaning as they navigate the space 

(Doucet and Frichot 2018). The design of the building, much like 

Kahnôs libraries, becomes a medium for óreadingô, where visitors 

interpret and interact with history in an embodied and 

participatory way. 
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Ultimately, the act of reading in a third learning space shifts the 

focus from simply consuming curated content to engaging 

dynamically with the spatial, historical, and emotional 

dimensions of the museum. By designing environments that 

support exploration, reflection, and personal interpretation, 

museums can transform static collections into living narratives 

that resonate with diverse audiences, bridging past and present 

through active engagement. 

4.5 Conclusion  

This chapter began by examining the evolution and typology of 

contemporary museum spaces through the lens of 

phenomenology, drawing on historical models such as the 

Theatre of Memory and the Cabinet of Curiosity. These models 

illustrate how museums engage visitors by combining 

intellectual and embodied experiences. The chapter concludes 

with the concept of a óthird learning space,ô positioning the 

museum as an alternative to traditional academic and workplace 

learning. This space blends features of museums and libraries 

to create an embodied educational environment that fosters 

hands-on activities, participatory design, and situational 

learning. 

 



ΞΡΝ 
 

Importantly, effective museum interpretation extends beyond 

curated or participatory experiences. Industrial heritage 

architecture and its site itself function as static yet facilitative 

elements, enhancing bodily engagement and shaping the 

visitorôs experience. Echoing Louis Kahnôs vision of library 

design, the interaction between people and objects should be 

dynamic rather than static. Applied to museum spaces, this 

principle encourages a reconfiguration of the relationship 

between visitors and collections, fostering meaningful 

connections and deeper engagement. Industrial heritage 

architecture not only guides spatial navigation and interaction 

with exhibits but also contributes to the re-imagination of 

historical narratives, allowing visitors to construct personal and 

contextual knowledge.  

Certainly, Phenomenology provides a valuable theoretical 

framework for understanding both the historical origins and 

contemporary development of museum spaces. Balancing 

Nicholas Serotaôs observation that modern museums resemble 

historical books, this study argues for a renewed focus on 

museums as óCabinets of Treasuresô that facilitate individual 

participatory experiences. Achieving this requires moving 

beyond didactic functions toward designing environments that 
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prioritise engagement, interactivity, and authentic, embodied 

learning experiences. 

This approach reflects a broader transformation in contemporary 

heritage museums, where learning is active rather than passive, 

experiences are multisensory rather than purely visual, and 

museums function as adaptive, dynamic spaces responsive to 

visitor active participation. By foregrounding embodiment, spatial 

engagement, and personal narrative construction, museums can 

enhance knowledge transmission and foster enduring 

connections with their audiences. 
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PART TWO 

 

Chapter 5 ï THE ARCHITECTURAL SPACE 

OF THE MUSEUM OF MAKING: EVOLUTION, 

INTERPRETATION, AND ENGAGEMENT 

5.1   IntroductionШ 
This chapter of the thesis examines the Museum of Making, 

specifically the historical transformation of the Derby Silk Mill 

into the Museum of Making. It provides an in-depth analysis of 

the museum's broader context, materiality, and spatial 

arrangement. Additionally, incorporating visitor feedback, this 

chapter evaluates the museumôs architecture floor by floor, 

offering an objective insight into the case study. 

The contextual analysis of the MoM includes its natural and 

urban setting, historical and cultural background, and community 

engagement from the past to the present. The Silk Mill, 

historically powered by the River Derwentôs abundant water 

resources, played a crucial role in the Industrial Revolution and 

contributed to Derbyôs urban development. This historical 

continuity positions the museum as a ótime capsuleô, seamlessly 

connecting past and present. The spirit of making, deeply 
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embedded in Derbyôs cultural heritage, has evolved from the 

industrial era to the post-industrial era, fostering a strong sense 

of community. 

Materiality serves as tangible evidence of the building's 

transformation. The exposure of both old and new building 

materials not only testifies to the siteôs history but also enhances 

the visitorôs perception of spatial progression. This embodied 

engagement enriches both visual and spatial experiences. From 

an objective perspective, this chapter examines the MoMôs 

exterior and interior, analysing its institutional role within Derby 

Museums as well as its individual spaces. With strong spatial 

continuity and effective functional design, each room within the 

MoM is assessed in detail. Additionally, visitor feedback - 

gathered from online surveys and recruited participants from the 

university - offers valuable insights into the visitor experience. 

In conclusion, this chapter serves as the first part of the case 

study, presenting a key debate regarding one of the most 

architecturally significant spaces ï the Civic Hall and River 

Kitchen. While general visitors, primarily local residents, 

appreciate this area as a social hub, recruited visitors expressed 

concerns that it detracts from the museumôs primary function. 
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5.2   Contextual Overview  

Derwent Valley Mills, along the River Derwent, was created to 

accommodate the new technology for spinning cotton in the 18th 

century as the first modern factory, and it was recognised as a 

UNESCO World Heritage Site in 2001. Waterpower was first 

introduced to England by John Lombe at his silk mill in 1704. In 

1910, although the Silk Mill was destroyed by fire, the three-

storey new building was rebuilt to the same height instead of five 

and remains today. In 1974, this site opened as Derby Industrial 

Museum. In 2016, as part of a Ã17 million redevelopment 

scheme, the museum started to redevelop. In May 2021, the 

museum was reopened with a new name, óThe Museum of 

Makingô designed by Bauman Lyons Architects, located in the 

city of Derby and adjacent to the River Derwent (Appendix C.1).  

5.2.1 Natural and Urban Context 

5.2.1.1 Derby Silk Mill and River Derwent 

Water as a natural resource was first adopted by John Lombe in 

his Silk Mill in 1704, and it became the most important 

engineering power for Lombeôs Mill. This mill was built on an 

island downstream and located on the west bank of the river in 

Derby, and harnessed the waterpower from the river Derwent to 

run the silk throwing machines (Figure 5.1). Soon after Lombe 

rented this little island, he built up an old long brick building with 
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four hundred and eighty multiple-paned windows (Knight 1843). 

In the 18th century, Lombeôs mill was not only the ancestor of all 

factories but also a regular framed skeleton construction for the 

best modern buildings. Along with the Industrial Revolution, in 

early 1802, a three-horsepower steam engine was introduced in 

this content. Later, in 1849, the machinery in the mill was 

powered by the waterwheel and steam engine, which suggests 

a dual system at that time (Butterton 2004). When the Derby Silk 

Mill was converted into The Museum of Making, which opened 

in 2021, the trace of a part of the river Derwent was retained and 

designed with special floor tile colours to underline its 

importance (Derbymuseums 2023a) (Figure 5.1). 
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Figure 5 1    The Relationship between River and City Derby & 
Mill Building. (Source: Drawn by the Author) 

 

Initially, when Lombeôs factory began operation, a chimney stack 

of Cotchettôs old mill was replaced by a new bell tower 

connected to the roof in 1704. In the same year, waterpower 

was first introduced to England. The old, long brick building with 

its four hundred and eighty multiple-paned windows had 

remained on the little island when Lombe rented it (Knight 

1843). 
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In this period, English Baroque building was an important trend 

in the English architectural scene (Butterton 2004). From the 

beginning of the enthusiasm for new machinery until the burning 

down of the mill, the mill building validates a series of historical 

events. Along with the appearance of industrial technology, 

unfair employment practices led to the Labour movement in the 

19th century, such as the óDerby Lock Outô in 1833 (Swan 

2016). 

5.2.1.2 Urban Development 

Water was not only a natural resource, but also an accelerator 

of urban development in Derby. Initially, Derby was a market 

town. During the industrail era, it rapidly grew up because it was 

home to Lombeôs mill. Its success was aided by Derbyôs 

location, as a town of streams and rivers, and the mill could 

borrow waterpower from these. As a successful Silk Mill, the 

design of Lombeôs mill inspired later cotton manufacturers in this 

area. Lombeôs idea regarding using a large waterwheel to drive 

a whole series of manufacturing processes spread throughout 

the whole Derwent Valley Mills. One of the most famous 

examples is Richard Arkwrightôs Mill in Cromford, built in 1771; 

subsequently, other mills were built (Swan 2016). 
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The line between water-driven and steam engines was very 

clearly divided into two periods of the industrial era: the mill was 

built in 1771 to the mill adapted by steam engineers in 1802, 

and from 1802 the mill was twice set on fired in 1910. As  Table 

5.1 shows, the population rapidly expanded in the second 

period. In 1811, was 13,043; in 1891, it was 94,146, in 1901, it 

was 114,848. Hence, the majority of historical buildings were 

built in the second period, between 1802 and 1910 (Census 

2021 2022). 

Before these two periods, Derby Cathedral was a cathedral 

church with a Gothic and neoclassical style that was built around 

the 16th century. In the first period, St Maryôs Bridge was 

identified as a special architectural feature that is preserved 

today. But in the second period, a series of buildings were built, 

including St John the Evangelistôs Church (1826), St Alkmundôs 

Church (1846), Derby Central Library, Derby Museum and Art 

Gallery (1879), The Strand (1881), Former Education Offices 

(1893), and the Midland Railway Institute Building (1896) 

(Heritage Schools 2024; British National Grid 2024). 
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Table 5 1    Timeline of the Derby Silk Mill Development, 
Historical Building Construction, and Derbyôs Population Growth. 
(Source: Created by the Author) 

Year Derby Silk Mill Derby 

Population 
Historical  

Buildings 
1771 Water-driven Silk Mill   

1802 Steam Engine   

1811  13,043  

1826   St John the Evangelistôs Church  

1846   St Alkmundôs Church  

1849 Dual System (Water wheel and 

Steam Engine) 

  

1853 First Fire   

1879   Derby Museum and Art Gallery; Derby 

Central Library  

1881   The Strand 

1891  94,146  

1893   Former Education Offices  

1896   Midland Railway Institute Building  

1901  114,848  

1910 Second Fire   

As Table 5.1 shows, The Strand (1881) forms a terrace of 

classical-style buildings as a typical Victorian town centre 

development; the Former Education Offices (1893) was built in 

Renaissance style; Derby Central Library (1879) was a red brick 

building in Gothic style; and the Midland Railway Institute 

Building (1896) was made of iron as the metal architecture 

which served as a cultural and educational centre for railway 

workers. Over the past hundred years, as shown in Figure 5.2, 

two streets - St Maryôs Gate and Iron Gate - have remained on 

this site despite multiple changes to the surrounding land. 

Additionally, St Alkmundôs Church, as an urban artefact, serves 

as a testimony to urban permanence (British National Grid 
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2024).

 

Figure 5 2    The historical changes of the land in the City of 
Derby spanning over 300 years. Source: Author and (British 
National Grid 2024) 

  

5.2.1.3 Time Capsule 

Therefore, the Derby Silk Mill was not the sole heritage building 

located in this city; the whole urban context in Derby contained a 

rich heritage culture, demonstrating a changing architectural 

narrative in terms of urban permanence (Rossi 1984). 

The first example is that the building characteristics located at 

41-47 Waldwick still retain their original cornice and pilasters, 

and the shop fronts are also reinstated with timber and glazed 

brick stall risers (Historic England 2018). The second example is 

the Strand, whose design was heavily influenced by the 
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Regency-era Burlington Arcade in London as a neo-classical 

arcade.  It was purpose-built as a premier shopping destination 

in the industrial era.  

Jane Martine mentioned in the new museum theory, that the 

museum embodies the official story of a particular way of 

thinking at a particular time for a particular group of people; it is 

a time capsule (Marstine 2006). It is not just The Museum of 

Making, that is a time capsule for recording the industrial history 

of Derby through products; its neighbouring areas, including the 

entire industrial heritage site (Derwent Vallery Mills) and the rich 

urban heritage (City Derby), also inform the time capsule (Figure 

5.3). As with museum collections, the well-preserved building 

materials historically reflect the physicality of the materials in the 

city, they interact with the museum collections. The physicality of 

materials can involve an individual image of times past, evoking 

experiences and texturing horizons of urban places through 

memory (Sharr 2012b). 
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Figure 5 3    MoM as a Time Capsule for Recording the 
Industrial History of Derby. (Source: Drawn by the Author) 

 

5.2.2 Historical and Cultural Review 

5.2.2.1 Historical Events 

The city of Derby has a strong historical connection with the 

MoM and has experienced four major development stages. They 
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are Market Town, Lombeôs Mill, British Rail Industry, and Engine 

Manufacture.  

The initial market town was established in 1157, and this place 

still exists today; in 1771, Lombeôs Mill was established, and the 

initial building has been burnt down twice; currently, it functions 

as the Museum of Making; in 1839, the arrival of the railways in 

Derby helped the city transform from a market town into an 

industrial centre. Derby has a long history of building trains 

which continues today; in 1908, Rolls-Royce established its 

headquarters in Derby, this luxury car manufacturer also made 

aircraft engines during the war (Heritage Schools 2024). 

Today, these four important stages have been recorded in the 

MoM through tangible and intangible formats.  

At first, in the market town, the museum held an event called the 

óassemblageô on 23rd Oct 2021. In this event, the owner brought 

their products to sell local handicraft products within and outside 

of the museum. It is a market held by the museum 

(Derbymuseums 2021). Although it is a trade and displays the 

heritage value of traditional crafts, it is an intangible format 

that presents the earliest historical value as the market town. 
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Secondly, Lombeôs Mill is the first fully mechanised factory in the 

world, as the waterwheel is the modern power for running the 

Silk Mill, the trace of the water wheel was preserved and 

presented as a dark circle as the historical evidence. Thirdly, the 

physical connection of the establishment of the home of British 

Railways was the area of the open gallery in the Assemblage 

room, where many old photographs connect residentsô 

memories regarding their workplace. The fourth important 

historical element is regarding Rolls-Royce: its exhibition area is 

on the shop floor, from the big-scale Rolls-Royce Trent 1000 to 

some smaller engines, illustrating the many ways in which the 

company connects with this cityôs industrial history.  

5.2.2.2 Cultural Heritage  

The Culture Strategy for Derby aims to create an experience 

based on its heritage as a city of innovation, creativity, and 

making. The City Council would like to establish a ócreative 

quarterô, which means this city is expected to be the first choice 

for artists and creative people (Derby City Council 2022). To 

restore the vibrancy of the existing historical buildings, creative 

industries, artistsô studios, and maker spaces will be alongside 

building users, including bars, restaurants, galleries, workshops 

and residential. The city of innovation originates from Lombeôs 
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Mill, which developed along with British Rail and engine 

manufacture. In the nearly 300 years of history, the major 

innovation has been the creation of engines to improve 

the productivity of making, from making silks to making railways 

to making cars and aeroplanes.   

Today, the MoM still offers various opportunities for local artists 

and designers to develop their inherited ómakingô spirit, within 

the ómaker-in-residenceô scheme (Higgins 2022). These various 

opportunities include setting up the room of the Workshop 

(Ground Floor), exhibiting the video wall to promote local artistsô 

studios in the Throwing Room (First Floor), inviting artists to 

exhibit their work in the Warehouse (Third Floor), and selling 

artists and designersô work in the Hub (Third Floor) and Shop 

Floor (First Floor).  

On the ground floor, the Workshop room is the óengineô of the 

museum. In this room, unfinished and finished furniture, shelving 

and fixtures are made; residents can book the place to create 

but are guided by professionals (Derbymuseums 2023a). On the 

first floor, the video wall is embedded into the curved form of the 

exhibition; it consists of 24 small screens instead of just one. In 

front of the video wall, a chair is placed. The whole area looks 
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like a small cinema to attract visitors. On the third floor, the 

Warehouse is used to exhibit the temporary exhibitions and 

normally changes twice a year. On 21st October, a 12.3 square 

metre Lego model of the Lake District was displayed and also 

the artist was also invited to come and talk with visitors 

(Derbymuseums 2024). 

To summarise, from the City of Derby to the MoM, from the past 

until today, the inherited ómakingô spirit is deeply embedded into 

the city's lives and lively spaces, both urban and natural. As 

Gregory Bateson, the English anthropologist states, making a 

separation between man and nature is not a good idea, the 

reason being that the óunit of survivalô is organism plus 

environment (Ballantyne 2016). Here, the environment is not just 

indicated by nature; it is a milieu, consisting of the people, 

physical, and social conditions and events that provide the 

environment in which people act or live. The Museum of Making 

as an example represents how to establish connections 

between peopleôs lives and their environment, from 1157 until 

today.  

5.2.3 Community Engagement 

To create a high-quality museum space that authentically 

represents local traditions, a place-making approach must go 
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beyond a simple historical and cultural review. It is essential to 

consider the engagement of the local community and how it 

integrates into the overall visitor experience (Morse 2021; Block 

2018). With different occupiers of the industrial building - 

whether as the Derby Silk Mill or the Museum of Making - both 

iterations have been facilitated by local involvement, a 

contribution that has been acknowledged by the City of Derby. 

5.2.3.1 Industrial Era 

During the industrial era, schools were developed as highly 

controlled environments to drill people for the economy (Kuhn 

2012). Within the Silk Mill, various floors of the building are 

occupied by machinery, and the production process is roughly 

divided into five parts, including hanks of silk being brought to 

the factory, winding, spinning, throwing and tagging (Knight 

1843).  

As Figure 5.4 shows, a large number of employees were 

females, and they were trained to provide a reliable and 

productive workforce. In mill rooms where girls and women were 

engaged in their work, a song would be a not infrequent 

accompaniment to the clacking, thumping and humming of the 

machinery (Knight 1843). This type of training system was 

locked in this era in a specific space and time. Working in the 
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Silk Mill, the programme might involve children who learnt 

subsistence skills from their same-sex parent or a specialist. 

The story of social activities like a linear sequence happened in 

the mill, whether from a household or silk business perspective. 

As time passed, the new workers grew up from children to 

become parents themselves; the raw materials were passed into 

the assembly line from winding to tagging, becoming textiles. 

Until 1833, from the evidence of factory inspectors about child 

labour, the dire economic pressures impinging upon their 

parents led them to collude with mill owners to break the 

restrictions upon the employment of their children (Butterton 

2004). The labour dispute between factory owners and workers 

lasted six months in the same year, and the whole country was 

astir with the development of the trade union movement. 

Outside of the museum, there is a pub called the Old Silk Mill, 

and its external wall shows a featured mural that depicts this 

conflict (Figure 5.4). 
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Figure 5 4    Photography for the employees of the MoM in 1908  
and a mural shown in the Old Silk Mill. Source: (Doward 2021) 
and Photos taken by the Author 

 

5.2.3.2 Post-Industrial Era 

In the Post-Industrial Era, to attract both regular users and 

occasional visitors, the industrial building ï now repurposed as 

the Museum of Making ï functions as a spatial agent, offering a 

dynamic environment for a variety of workshops and activities. 

To convert the Derby Silk Mill into the Museum of Making, 

architects chose to use a present-day language with historical 

structure and materials, deliberately working directly with the 

existing environment (Brooker 2018).  

This approach allows for creative reinterpretation, where traces 

of the past blend seamlessly with new uses, offering visitors a 

layered and immersive experience. 
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Regular Users  

Regular users attend the museumôs workshops and events, 

which focus on STEAM (Science, Technology, Engineering, Art, 

and Mathematics) (The National Lottery 2022). With guidance 

from professional technicians, participants can choose courses 

at varying skill levels, from beginner to advanced. The 

Workshop Room, located on the ground floor, is specifically 

designed to accommodate machinery and equipment, while also 

displaying unfinished and finished projects on shelves and walls. 

This open space, illuminated by 12 original windows, subtly 

echoes the past, where training programmes were once highly 

controlled environments that prepared workers for the industrial 

economy (De Certeau 1984). 

Occasional Visitors  

Occasional visitors fall into two categories:  event attendees at 

the Italian Mill, and museum visitors. The Italian Mill functions as 

a flexible event space (Forty 2000), available for hire for various 

occasions, including weddings, award ceremonies, conferences, 

and live performances, and a bar is installed nearby for catering 

needs. The River Kitchen, located at the back of the Italian Mill, 

serves locally sourced food and drinks. Visitors can meet 
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friends, relax, or socialise, making the museum more than just a 

place for exhibitions ï it becomes a community hub. 

From the Derby Silk Mill to The Museum of Making, from mill 

workers to modern-day makers, an inherited culture ï the spirit 

of 'making' ï still remains embedded in the fabric of this 300-

year-old industrial building. At the same time, the meaning of 

culture today is shaped by a continuous dialogue between past 

and future, across different communities, encouraging people to 

become active participants rather than passive observers (MS01 

2024). These dynamics reinforce the relevance of making in 

both historical and contemporary contexts. 

5.3   Experiences of Materiality  

After reviewing the overall context of the main case, this section 

introduces the exposure to temporal building materials to 

perceive the unity and simultaneity of space. As mentioned in 

Chapter 3.3 Industrial Buildingsô Lifecycle, materials serve as 

distinct evidence of its transformation, embodying the thickness 

of time. Focusing on the main case ï The Museum of Making ï 

this section highlights three key aspects to interpret the historical 

and modern materials. 
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First, the restoration stage - involving architects, civic and 

structural engineers, and contractors. Second, contemporary 

reading ï relating to the visual perception of materials. Third, the 

relationship between materials and occupied space. 

5.3.1 Restoration Stage 

As a regeneration project, the site, originally known as Derby 

Silk Mill, operated as the Derby Industrial Museum until 1974. 

The new project commenced in 2016 and reopened under the 

name The Museum of Making in 2021. 

Table 5 2    Roles and Responsibilities of Architects, Engineers, 
and Contractors in the MoM Project (Source: Created by the 
Author) 

Consultant Architect Civil and Structural 

Engineer 

Contractor 

Company Bauman Lyons GCA Consulting Speller Metcalfe 

Early Stage 2015- Ground Floor 

was refurbished 

Conceptual Design Redevelopment of the Ground 

Floor 

Formal Stage Experimental phases Physical Investigation Strip out and renovate the 

remaining four floors 

Prototyping with 

audiences, volunteers 

and partners 

Retention of existing first and 

second Floors 

Create an additional mezzanine 

level to provide a state-of-the-art 

new museum, which is 

completed by the new Civic Hall 

extension 
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Furniture, fixtures and 

fittings; programme 

events and activities 

Design a thin-profile ground 

floor to encapsulate the 

existing asbestos 

According to the architect, civic/structural engineers, and 

contractors, the project unfolded in two stages. The first, 

occurring before 2016, involved the redevelopment of the 

ground floor; later, engineer consultants contributed to the 

conceptual design. The second, the formal stage, followed a 

people-centred and participatory approach, as mentioned by 

Suzanne Macleod (MacLeod 2020a). She noted that this project 

could be considered the first major museum to adopt people-

centred and participatory methods. To align with this 

participatory framework, the project incorporated three levels of 

involvement (UK Goverment 2024), ranging from light-touch 

involvement, such as consultation, to structured deliberation 

including citizensô assemblies, as shown in Figure 5.5. 
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Figure 5 5    Different Levels of the Participatory Framework in 
UK Policy (Source: UK Government) 

 

GCA Consulting, serving as the civic and structural engineer, 

participated in the early conceptual design stage. In the formal 

stage, as Macleod stated (MacLeod 2020a), the project followed 

a two-fold logic. First, it involved collecting the needs and 

desires of visitors. As Bauman Lyons, a Leeds-based 

architectural firm, noted, volunteers and partners were invited to 

participate in experimental prototyping phases. Second, it 

engaged the public in contributing ideas and hands-on making 

through asset-based community development. This hands-on 

making involved with visitor participation also reflect Bauman 

Lyonsô project overview, which includes furniture, fixtures, and 

fittings, as well as programmed events and activities. 
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Figure 5 6    Experimental Prototyping Phases and Public 
Engagement in the MoM. (Source: Bauman Lyons Architects 
Leeds) 

During the construction process, after completing the physical 

investigation, GCA Consulting decided to design a thin-profile 

ground floor to encapsulate existing asbestos. This solution 

retained the existing ground and first-floor structures. Figure 5.7 

illustrates the original existing building and the encapsulation 

process within the Civic Hall. 

      

Figure 5 7    The Original Existing Building and the 
Encapsulation Process within the Civic Hall. (Source: GCA 
Consulting) 

 

5.3.2 Visual Perception from Materials  

The Industrial Revolution had a profound impact on building 

materials. Due to technological development, traditional building 

materials such as stone, brick, and wood were gradually 

replaced by modern materials, such as cast iron, glass, 
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and cement. These early changes first emerged in the mills, as 

they expanded to serve the national and international markets. 

The production of iron and steel became fundamental in shaping 

new structures and typological designs for these factories. Early 

textile mills were constructed with iron skeleton structures and 

brick facades, a style often referred to as the óEnglish styleô 

(Oevermann et al. 2022). 

Referring to 3.3.3.1 Museum Heritage Site, the Ironbridge Gorge 

represents the first structure in the world made entirely of cast 

iron, marking a significant milestone in material innovation. 

Similarly, 3.3.3.2 Museum Heritage Exhibition highlights the 

main mill at Shrewsbury Flaxmill Maltings, recognised as the 

first iron-framed building in the world. These pioneering 

structures exemplify the transformative role of iron in industrial 

architecture. 

From the Derby Silk Mill to the Derby Industrial Museum and, 

eventually, the Museum of Making, the evolution of materials 

reflects a striking contrast. The transition from the red bricks of 

the Edwardian period to contemporary materials such as steel 

and glass creates a layered visual impression. This adaptive 



ΞΤΥ 
 

reuse of old and new materials results in a unique architectural 

composition (Zumthor 2006).  

From a modern perspective, the use of red brick and steel in 

both industrial and post-industrial buildings enhances the 

materialôs surface depth, particularly in response to weathering 

(Mostafavi and Leatherbarrow 1993). Exposure to these mixed 

materials involves sedimentation and the accumulation of 

residual deposits, while the processes of subtraction (stripping 

out) and addition (renovation) serve as a testimony to the 

buildingôs history (Littlefield and Lewis 2007). 

While viewing a building allows for a surface-level reading, 

perceiving its materials offers a deeper interpretation. In this 

industrial building, perception carries a powerful temporal 

dimension (Hale 2016). For instance, material changes on the 

ground floor are particularly significant, as visitors are invited to 

interpret the collection based on their own perspectives. Even 

though this floor primarily facilitates social activities rather than 

exhibitions, it still evokes a sense of curiosity. 

Materiality serves as a medium that connects visitors to the 

past. As they move along the route from the Civic Hall to the 

Italian Mill, a sense of spatial progression emerges, allowing 
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them to immerse themselves in the surroundings. As Merleau-

Ponty describes, this phenomenon represents a ólived spaceô, 

where the visitorôs body becomes the origin of spatial 

experience rather than the collections themselves (Hale and 

Back 2018). This form of perception begins through material 

interactions with the surroundings, including the tactile 

engagement of the body with both old and new building 

materials (Griffiths 2023). 

5.3.3 Materials and Occupied Space 

The Civic Hall and River Kitchen serve as extensions of the 

MoM. As noted by the constructor, Speller Metcalfe, this space 

includes an additional mezzanine level designed to enhance the 

museumôs state-of-the-art facilities. The newly constructed 

section acts as a backdrop, with its white-painted grafted wall 

illuminating the original architectural form. In contrast, the 

existing wall of the historic structure remains exposed, 

preserving traces of the former waterwheel. The juxtaposition of 

materials accumulated over time is particularly evident in the 

Civic Hall, the museumôs central transformational space. This 

dramatic entrance area functions as both a welcoming space 

and a circulation hub (Pearman 2021). 
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Notably, the industrial wall was originally the exterior boundary 

of the Derby Silk Mill in the 19th century, marking the separation 

between interior and exterior spaces (Shown in Figure 5.8). 

Today, this wall has become an interior partition, delineating 

flexible space (Italian Mill) from fixed space (Civic Hall). The 

triple-height atrium, connected by this industrial wall, is an 

addition to the existing building, constructed with steel and 

glass. On one side, the grafted wall is painted white, while on 

the other, the red Edwardian brick of the historic industrial 

building has been carefully preserved. Visitors seated in the 

River Kitchen caf® experience a striking visual contrast between 

the contemporary white wall and the three-hundred-year-old red 

brick wall, immersing them in the layered materiality of the 

space. This interplay of old and new materials evokes curiosity, 

encouraging visitors to explore the space through bodily 

engagement and to imagine its past. The original building 

materials serve as tangible evidence of the siteôs temporal 

dimension, enriching the visual and spatial experience. 

Visual perception is the first step in arousing a primitive, 

instinctive response to the space. This initial impression evolves 

into a deeper, embodied experience shaped by historical 

aesthetics. At this stage, perception becomes a complex 
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synthesis involving language, emotion, sensation, touch, and 

anticipation. By physically interacting with both historical and 

contemporary materials, visitors construct an imaginative image 

that blends past memories with present experiences. This 

informed perception, shaped through embodied engagement, 

defines human embodiment in a specific space and time 

(Connolly 2010).  
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