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Abstract 
The aim of this study is to present an interpretative analysis of historical structures that have 
lost their original function and have been reconstructed as museums within the framework of 
conservation interventions. The study is based on a comparative examination of the Red Dot 
Design Museum in Germany, a former industrial structure adapted for social and cultural 
tourism, and the London Design Museum, which previously housed the Commonwealth 
Institute. In functional transformation processes, maintaining the structural and spatial 
integrity of existing buildings plays a critical role in ensuring sustainable use. In this context, 
the production of qualified and habitable spaces depends on accurately analyzing 
contemporary requirements and integrating them appropriately into the transformation 
process. Within the study, interior space solutions developed in relation to the conservation 
culture of the structures were evaluated based on personal experiences obtained through 
direct engagement with these spaces. Ultimately, the study seeks to support the development 
of awareness regarding the preservation and continuity of cultural heritage. 
 
Anahtar Kelimeler: Adaptive Re-Use, London Design Museum, Red Dot Design Museum, 
Spatial Quality 
 
Öz 
Bu çalışmanın amacı, özgün işlevini yitirmiş tarihî yapıların koruma müdahaleleri çerçevesinde 
müze olarak yeniden kurgulanmasına ilişkin yorumlayıcı bir analiz sunmaktır. Çalışma, 
Almanya’da yer alan ve eski bir endüstri yapısı iken uyarlanarak toplumsal ve kültürel turizme 
kazandırılan Red Dot Design Museum ile daha önce Commonwealth Institute’a ev sahipliği 
yapmış olan London Design Museum’un karşılaştırmalı incelemesine dayanmaktadır. İşlevsel 
dönüşüm süreçlerinde, mevcut yapıların mekânsal ve yapısal bütünlüğünün korunması, 
sürdürülebilir kullanım açısından kritik bir rol oynamaktadır. Bu bağlamda, nitelikli ve 
yaşanabilir mekânların üretilmesi, çağdaş gereksinimlerin doğru biçimde analiz edilmesine ve 
dönüşüm sürecine uygun şekilde entegre edilmesine bağlıdır. Çalışma kapsamında, yapıların 
koruma kültürüyle ilişkili olarak geliştirilen iç mekân çözümleri, bu mekânlarla kurulan 
doğrudan deneyimlere dayalı olarak değerlendirilmiştir. Çalışmanın kültürel mirasın 
korunması ve sürekliliğine yönelik farkındalığın geliştirilmesine katkı sağlaması 
amaçlanmaktadır. 
 
Keywords: Uyarlanabilir Yeniden İşlevlendirme, London Design Museum, Red Dot Design 
Museum, Mekânsal Kalite 
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Introduction 

The preservation of cultural and historical heritage is a complex process that requires collaboration among 
multiple disciplines and involves uncertainties regarding what should be protected and how such 
protection should be defined. For this reason, it is generally a matter of systematic arrangement of works 
with strong historical representations and prioritized protection. In the first article of the 
recommendations made at the 6th International Congress of Architects (Royal Institute of British 
Architects / RIBA) held in Madrid in 1904, the architectural works are classified as follows 
(Recommendations of the Madrid Conference): 

"Artifacts can be classified in two categories; namely ruined artifacts that belong to an ancient 
civilization or those no longer serve a purpose and living artifacts that still continue to serve the 
purposes set out in the first place." 

These recommendations, set forth within the framework of the conservation and restoration of 
architectural works, emphasize that ruined artifacts should be preserved through reinforcements, while 
living artifacts should be repaired for re-use in order to prevent their deterioration, since 'utility' in 
architecture is one of the fundamental principles of ‘beauty’. 

The physical, social, cultural, economic, and technological developments experienced since the beginning 
of the 20th century have been effective in the change and expansion of the definitions and scope of the 
concepts of 'cultural existence' and 'conservation', as well as in the emergence of different approaches, 
working methods and techniques in the field of conservation (Orbasli, 2017: 157-158). Thus, the approach 
that prioritized the preservation of aesthetic values was replaced by the 'preservation’, ' maintenance’, 
'development' and 'management' approaches integrated with social, cultural, economic, historical, 
semantic, functional, visual, and physical context and characteristics of the structures (Bilgin Altınöz, 2010: 
88). Being regarded as a sub-parameter of these integrated approaches, 'adaptive re-use' became the 
mainstream architectural standpoint with the increasing environmental concerns in the 1960s and 1970s 
(Cantell, 2005: 3). 

Etymologically, adaptation is derived from the Latin word 'aptare', which means 'to comply, fit and adapt'. 
Adaptation within the architectural framework involves the processes ofpreservation-maintenance-repair 
carried out to transform the capacity, function, and performance of a structure. Re-using, on the other 
hand, refers to transforming structures for more effective and efficient use. Being 'effective', as 
mentioned before, explains the improved service provided by adaptation in relation to user needs and 
extended lifetime of the structure (Douglas, 2006: 1,146). From this point of view, adaptation in re-use 
can be defined as transformation of the function of historical and cultural assets and enhancement of 
their performance effectiveness. It can also be considered an important process in terms of contributing 
to urban growth, extending the lifespan of structures and promoting sustainability practices 
withinsocieties in economic, social, and cultural terms (Tam & Hao, 2019; Bullen & Love, 2011; Pieczka & 
Wowrzeczka, 2021; Nasrullah & Syafri, 2024; Adil Abdulameer & Sati Abbas, 2020; Gholitabar & Costa, 
2018). 

The adaptive re-use process primarily involves the preparation of the architectural design project based 
on the possibilities/potentials presented by, and the limitations of, an existing construction of historical 
importance (Maris Casal, 2005: 159). However, depending on the characteristics of the project, the 
process  may be expanded to include the construction of additional structures (Shehata et al., 2015; Eyüce 
& Eyüce, 2010: 419). Kuban states that designing additions to be integrated into an existing structure with 
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a different function is much more difficult than creating a new design. Such integration can be achieved 
through a formal, sensitive, dynamic old-new harmony that emphasizes contrast and/or through an 
approach that deliberately rejects harmony (Kuban, 2000: 119). Regardless of whether additional projects 
are included in the design process, the analysis of spatial potentials requiring resolution and the spatial 
configuration supports the continuity of function by responding to user needs and, depending on the 
quality of the final product, shapes behavior and impressions in a positive manner. On the other hand, if 
structures are used beyond their spatial and structural potentials, it becomes impossible to respond 
adequately to project demands, and more importantly, a new process of deformation of cultural heritage 
may occur in a short period of time. For this reason, it is extremely important to develop conservation 
practices related to reuse in line with the internal dynamics of the structure, environmental conditions, 
community demands, and a detailed evaluation of the envisaged program (Birol Akkurt, 2010: 164). 

Nowadays, due to their strong potential for transferring culture, keeping the past alive, and protecting 
the values of social life as a result of their recognized locations, such structures are easily re-used as 
museums (Pieczka& Wowrzeczka, 2021: 2). Foster emphasizes that art is an active object in the act of 
renewal, and that even warehouses and factories are transformed into museums through the expanion 
of their spatial dimensions (Foster, 2011: 9). This active-active relationship between art and the museum 
visitor necessitates the development of the ideal space not only to protect the structures, but also to 
ensure continuity in the education, aesthetic pleasure, and exhibition purposes of museums. Otherwise, 
the desired comfort conditions cannot be achieved. In this case, it becomes impossible to define and 
convey the effectiveness and efficiency of adaptation in re-use; thus, maintaining its continuity cannot be 
sustained in this respect. 

Methodology 

Structures that were built in Europe in various centuries but mostly abandoned in the second half of the 
20th century because of their construction purpose expired and/or because they served a single purpose, 
are essential elements of the conservation-utilization approach, which is essentially an architectural-
economic-social requirement (Pieczka& Wowrzeczka, 2021: 1). People residing in regions 
wherestructures included within the scope of cultural heritage are located tend to appreciate 
'conservation' solutions based on their individual preferences. This situation prioritized the use of space 
for touristic purposes. From this point of view, it can be noted that visiting museums, which is among the 
primary activities in the countries traveled, requires spatial programs to be developed in order for the 
structures to continuefunctioning as museumswithin adaptation processes aimed at re-use. 

The sufficient and accurate determination and resolution of the qualities and requirements to be 
considered in spatial design will lead to an adaptation process that ensures spatial quality. Therefore, it is 
important to search for examples that present analyzable data, meet the needs of visitors, and thus 
ensure the continuity of the desire to visit the place. For this reason, the Red Dot Design Museum in Essen, 
Germany, and the London Design Museum in London, the UK, were determined as the study areas, as 
they were brought into social and cultural tourism through re-functioning, with attention paid to the 
following points: 

 The presence of exemplary structures selected for spatial analysis in research conducted in 
countries that are effective in conservation worldwide will undoubtedly have a positive effect on 
different solution proposals that can be developed. Germany and England are among these 
countries within the framework of their trends, competencies, and levels of development. 
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 Focusing research on examples that have successfully completed adaptation processes in 
different countries and have contributed to the cultural, social, and economic values of their 
environments will serve as a guide for future projects. 

 There are many structures that are about to disappear in 21st-century Turkey. The transformation 
of these structures will provide alternative practices within the context of smart use and 
sustainability of the existing building stock. 

Van der Voordt and Van Wegen offered suggestions for the methods that can be followed in 
comprehensive architectural research within the scope of Architecture in Use and put forward the 
requirements of scientific research in this context. Accordingly, in order to conduct a spatial quality 
analysis, it is necessary to determine which factors will be taken into consideration. In the same study, 
spatial quality is divided, in the broadest sense, into functional, aesthetic, technical, and economic quality 
sub-qualities, and a list of criteria was created to facilitate the evaluation of these qualities. This criteria 
list indicates that functional quality is defined by the parameters of accessibility, efficiency, flexibility, 
security, spatial orientation, domain of sovereignty, privacy and social contact, and physical well-being 
(Van der Voordt & Van Wegen, 2005: 152–158). In other words, spatial quality covers all design criteria, 
from accessibility to aesthetic, functional, organizational, and operational constructions in the interior of 
the structure. In this regard, the research was constructed based on the personal experiences of the 
author and documented through notes and photographs in accordance with the case study model, which 
allows observation and identification. In conclusion, subjective judgments were made. 

Red Dot Design Museum (Essen, Germany) 

The Red Dot Design Museums operate as an international museum network consisting of three locations: 
Red Dot Design Museum Essen, Red Dot Design Museum Singapore, and Red Dot Design Museum Xiamen, 
which opened in November 2018. Among these, the Red Dot Design Museum Essen is the first and most 
established institution, exhibiting more than 2,000 works as examples of innovative product design within 
a historical architectural setting. 

The museum’s collection is formed through the Red Dot Design Awards, organized by the North Rhine–
Westphalia Design Center (Design Zentrum Nordrhein Westfalen) in Essen, Germany. First awarded in 
1955, the Red Dot Design Awards have evolved into an internationally recognized design competition 
evaluating works with outstanding design quality and innovation. Today, the awards are conducted 
annually in three main categories: Product Design, Communication Design, and Design Concept. Product 
Design encompasses a wide range of categories such as lighting, household appliances, furniture, jewelry, 
and communication technologies; Communication Design focuses on areas including packaging, 
illustration, and brand identity; while Design Concept adopts a deliberately open framework to encourage 
innovation across diverse fields such as education, fashion, interaction, and security. 

Projects submitted to the competition -including products, communication works, design concepts, and 
prototypes- are evaluated by the Red Dot Jury, composed of international experts from different design 
disciplines. During an intensive evaluation process, entries are assessed according to predefined criteria 
such as functionality, durability, formal quality, ergonomics, and innovation. Only those works that meet 
these standards are awarded and selected for exhibition at the museum. The awarded works are 
announced at a formal ceremony held at the Red Dot Design Museum, published annually by Red Dot 
Editions, and presented digitally through the museum’s official online exhibition platform. 
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Site Plan 
Location of the Red Dot Design Museum within the Zollverein Industrial Complex and its relationship with surrounding 
cultural and industrial structures. Emphasis on spatial integration within the larger heritage site and connections to 
access routes. 

 

 
 

Immediate 
Surroundings 

Relationship between the museum building and its immediate environment, including open spaces, pedestrian routes, 
and adjacent industrial structures. Highlights the continuity of industrial character and spatial perception at the urban 
scale. 

 

  

Table 1. Site context4 and immediate surroundings of the Red Dot Design Museum. 

The Red Dot Design Museum is located within the former Zeche Zollverein Coal Mine Industrial Complex 
in Essen, one of the most significant industrial heritage sites in Europe (Table1). Active between 1851 and 
1986, Zollverein was once the largest coal mine complex in the Ruhr region, eventually comprising twelve 
shafts. Shaft 12, designed by Bauhaus-influenced architects Fritz Schupp and Martin Kremmer, is widely 
regarded as an architectural and technical masterpiece of industrial modernism. Following the closure of 
the mine in 1986, the Zollverein complex was acquired by the government of North Rhine–Westphalia, 
declared a national monument, and gradually transformed into a cultural and creative hub. In 2001, 
UNESCO inscribed key parts of the site on the World Heritage List as an outstanding example of European 
industrial heritage. This transformation was guided by a masterplan developed by the Office for 
Metropolitan Architecture (OMA), which redefined the area as a multifunctional cultural landscape 
integrating art, education, and public activities, while also accommodating new uses such as event spaces, 
hospitality, and creative industries. 

                                                           
4Further details and additional project visuals are available on the official OMA website; 
https://www.oma.com/projects/zollverein-masterplan, access date:02.02.2026. 
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As a result of this large-scale transformation, Zollverein has become a prominent reference model for 
adaptive reuse projects worldwide. Located in the former boiler house of the complex, the Red Dot Design 
Museum plays a central role in this transformation by hosting annually renewed exhibitions that showcase 
contemporary design practices, technological innovation, and evolving design culture within an industrial 
heritage context. 

Floor Plans 
Spatial organization of exhibition areas, service spaces, and circulation cores. Illustrates the continuity of exhibition 
space and the integration of vertical and horizontal circulation within the existing structure. 

 

 

Table 2. Floor plans of the Red Dot Design Museum. 

Built between 1928 and 1929 in a functionalist style by Fritz Schupp and Martin Kremmer, the former 

boiler house of the Zollverein complex was transformed into the Red Dot Design Museum through a 

renovation project led by Norman Foster. The initial phase of this intervention focused on restoring the 

original façade and removing later additions in order to reveal the authentic architectural character of the 

structure. The main exhibition volume of the museum is located in Hall 7 (Halle 7), positioned between 

Halls 8, 9, and 9.1, and accommodates both permanent and temporary exhibition spaces. Level E, which 

functions as the main entrance level, was designed as a compact service zone integrating auxiliary 

functions such as the information desk, museum shop, cloakroom, café, and waiting areas. Rather than 

being enclosed by solid partitions, these functions are spatially defined through reinforcement elements, 

allowing visual continuity and openness. From this level, access to the main exhibition volume is provided 

via vertical circulation elements, establishing a direct transition into the continuous exhibition space 

(Table 2). 

In the original configuration of the boiler house, the main gallery contained five boilers and was divided 

into three primary sections: Stoker’s Station (Schürerstand), Stoker’s Hall East (Schürerhalle Ost), and 

Stoker’s Hall West (Schürerhalle West). Within Foster’s adaptive reuse approach, four of the five boilers 

were evacuated and repurposed as independent exhibition galleries, while one boiler was closed to public 

access. The exposed concrete structure, extending from the foundation to the roof, defines the spatial 

and circulatory core of the museum and enables differentiated circulation experiences across levels. The 

Ground Hall (Fundamenthalle), located on Level E and serving as a secondary permanent exhibition space, 

is accessed through an intermediate corridor formed by a wall intersecting the entrance axis at a right 

angle. With a reduced ceiling height resulting from the floor structure of the main exhibition volume 

above, this space is also suitable for temporary exhibitions and rentable cultural events, reinforcing the 

multifunctional character of the museum. Administrative offices are located on the uppermost floor and 



 

D-SANAT 
KDPÜ Güzel Sanatlar Fakültesi Sanat Dergisi 

 

Mart 2026 / Cilt: 2, Sayı: 1 
e-ISSN: 2757-8011 

 

 

181 
 

are inaccessible to visitors, ensuring a clear separation between public and private functions. Apart from 

the designated conference hall, activities such as seminars, workshops, and receptions are integrated into 

exhibition spaces, allowing the museum to function as a flexible cultural venue without introducing 

additional enclosed volumes. 

The museum’s location within the Zollverein complex provides access through both private vehicles and 

public transportation, particularly via tram connections linked directly to Essen Central Station. While no 

parking facility is directly attached to the museum building, multiple free parking areas distributed across 

the complex compensate for this limitation. However, pedestrian access surfaces dominated by granite 

cube stones -although reinforcing the historical identity of the site- create accessibility challenges for 

wheelchair users, reflecting a partial limitation in universal design. Due to the close spatial relationship 

between surrounding structures, the museum entrance is perceived as part of a continuous U-shaped 

mass, reducing its visual legibility from the main circulation routes. Although the sliding entrance doors 

ensure barrier-free physical access, the absence of strong wayfinding elements increases the need for 

clearer directional support. Furthermore, the lack of tactile guideways for visually impaired visitors 

necessitates prior coordination with museum staff, indicating restricted inclusivity in sensory accessibility. 

Internal circulation is structured through a system of laterally articulated bridges that connect exhibition 

levels. These bridges provide unobstructed, level surfaces with sufficient width for simultaneous two-way 

movement, supporting functional circulation. Vertical circulation is largely ensured through elevators, 

except for the boiler roof level. Nevertheless, elevator access to the main exhibition volume requires 

indirect routing through another exhibition space, which affects spatial efficiency. 

Service functions -including ticketing, information, retail, cloakroom, and café- are concentrated in a 

limited entrance zone, facilitating direct staff–visitor interaction. The use of neutral tones in structural 

elements is contrasted by the red-colored information desk, reinforcing the institutional identity of the 

museum and establishing visual continuity with the logo positioned opposite the entrance. While seating 

elements support short-term resting and waiting, their multifunctional potential remains limited. Sanitary 

facilities designed for disabled users are located within the building core; however, their access through 

exhibition spaces and limited number reduce functional convenience. 

Exterior 
Exterior expression of the former boiler house, focusing on preserved industrial elements, materiality, and scale. 
Demonstrates how the historical envelope contributes to the museum’s identity without formal alteration. 
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Interior 
Interior spatial experience emphasizing large volumes, lighting strategy, and the role of exhibited objects as spatial 
elements. Reflects the industrial atmosphere and adaptive reuse approach. 

 
 

 

 

 

Table 3. Exterior and interior images of the Red Dot Design Museum. 

Spatial organization within the museum reflects a clear functional classification between service areas, 

exhibition spaces, and working zones. Service areas mediate the transition from the entrance to the main 

exhibition hall, which is accessed through a heavy glazed steel door and retains strong industrial 

characteristics. Public and private functions are distinctly separated, with working areas located on the 

upper floor beyond visitor access. Although the adaptive reuse strategy successfully transformed former 

boilers into exhibition spaces, the main exhibition volume lacks flexible partition systems such as 

collapsible or movable elements. Instead, spatial adaptability is supported through lighting systems, 

neutral gallery zones, and the integration of exhibited objects as spatial elements. This approach allows 

the museum to redefine its exhibition spaces for various events and atmospheres, positioning the 

artworks themselves as active agents in spatial transformation. 

Interior material interventions primarily employ exposed concrete and glass, preserving the industrial 

character of the structure while ensuring visual continuity. Level-free floor solutions and non-slip concrete 

surfaces enhance physical comfort and safety. Artificial lighting, combined with diffused natural daylight 

entering through large translucent windows, provides adequate visual comfort while preventing direct 

sunlight from affecting exhibited objects. Flexible lighting systems further support the museum’s 

adaptability to annually changing exhibitions. 

Graphic elements such as information cards, signage, and brochures -designed by the Peter Schmidt 

Group- convey exhibit information in both English and German. While basic pictograms are used at vertical 
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circulation points and sanitary areas, the absence of comprehensive wayfinding systems and floor plans 

limits spatial orientation support. Although the open spatial configuration reduces navigational 

complexity, variations in individual perception and cognitive mapping indicate the need for enhanced 

directional guidance to improve user comfort. 

Social interaction opportunities within the museum remain limited due to the predominantly open-plan 

spatial configuration. While the Stoker’s Station has the potential to function as a social focal point, it 

becomes active mainly during organized events. Except for the conference hall, which provides full visual 

and acoustic separation, the museum offers few spaces for solitude or controlled social interaction. 

Temporary storage facilities, including lockers located beneath staircases and near sanitary areas, 

adequately address short-term visitor needs and contribute to overall user satisfaction. 

London Design Museum (London, United Kingdom) 

The origins of the London Design Museum can be traced back to the Boilerhouse Project, initiated by Sir 
Terence Conran with the aim of increasing the visibility of design and encouraging public debate. 
Conceived as a series of thematic exhibitions sponsored by the Conran Foundation and curated by 
Stephen Bayley, the project was hosted in the basement of the Victoria and Albert Museum between 1982 
and 1986. Following a three-year search for a permanent location, the initiative moved in 1989 to a 
converted banana warehouse, leading to the formal establishment of the Design Museum. Over time, the 
growing number of visitors and the expanding scope of the museum’s activities revealed the limitations 
of this space and necessitated relocation. In 2008, a decision was made to transform the former 
Commonwealth Institute in Kensington into the new home of the Design Museum. Originally constructed 
between 1960 and 1962 by Robert Matthew Johnson-Marshall & Partners, the building represents a 
significant example of post-war modernist architecture and is listed as a Grade II structure under the 
Planning Act 1990. Following an architectural competition involving internationally recognized offices, the 
proposal by John Pawson was selected for the transformation of the building into a museum. The project 
was supported by Office for Metropolitan Architecture (OMA), which also contributed to the adjacent 
residential development, alongside engineering and planning collaborations with Arup and Allies & 
Morrison. Although originally scheduled to open in 2014, the museum officially reopened in November 
2016 after technical delays and attracted approximately 1.5 million visitors within a short period. 

Site Plan 
Location of the London Design Museum within Kensington and its relationship with Holland Park and surrounding 
cultural and urban infrastructure. Emphasis on pedestrian access, public transportation connections, and integration 
with the urban fabric. 
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Immediate 
Surroundings 

Relationship between the museum building and its immediate environment, including park boundaries, pedestrian 
routes, and surrounding streets. Highlights the perceptibility of the museum entrance and the interaction between 
the building and the public realm. 

 

  

Table 4. Site context5 and immediate surroundings of the London Design Museum. 

The permanent exhibition of the London Design Museum presents a comprehensive overview of design 
disciplines, including architecture, fashion, furniture, product and graphic design, digital media, and 
transportation. Under the title Designer Maker User, the exhibition narrates the evolution of mass 
production from nineteenth-century manufacturing innovations to contemporary digital processes, 
framing design through the interconnected perspectives of designers, producers, and users. The 
exhibition combines objects from industrial production with drawings, prototypes, speculative projects, 
and interactive installations, enabling engagement by both expert and non-expert audiences6. Beyond its 
permanent collection, the museum’s exhibition and education program is conceived as an evolving 
platform shaped by publishing, learning, and research activities. Established in 2015, Design Museum 
Publishing supports this approach by producing design-focused publications, while education programs 
target diverse age groups and professional audiences through workshops, courses, and participatory 
projects. In this context, the museum defines its mission as ‘making the effect of design visible’ and 
articulates its core values as collaborative, hospitable, entrepreneurial, and forward-looking. 

The museum is located in Kensington and Chelsea, one of London’s central and culturally dense boroughs. 
The district, known for its concentration of museums, educational institutions, and cultural venues, 
functions as a significant urban attraction within the city. Its accessibility, touristic intensity, and 
established cultural infrastructure position the London Design Museum as a key component of the 
broader museum landscape and as a contemporary reference point for design-oriented cultural 
production (Table 4). 

 

                                                           
5Further details and additional project visuals are available on the official OMA website; 
https://www.oma.com/projects/design-museum, access date:02.02.2026. 
6Further details are available on the official Kin Design; 
https://kin-design.com/commissioned-work/arts_culture/designer-maker-user-interactives-design-museum/, 
access date:02.02.2026. 
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Floor Plans 
Spatial organization of exhibition spaces, service areas, learning facilities, and circulation zones arranged around the 
central atrium. Illustrates the hierarchical yet flexible relationship between permanent and temporary exhibition 
areas. 

 

 

Table 5. Floor plans of the London Design Museum. 

The London Design Museum is accessed through a single entrance located at the point where the internal 
road of Holland Park approaches Kensington High Street. The hyperbolic paraboloid roof with a square 
plan constitutes the most distinctive architectural element of the former Commonwealth Institute 
building. Preserved during the transformation process, this roof becomes visually perceptible from three 
visitor-accessible floors starting from the ground level and plays a key role in defining the spatial identity 
of the museum. The museum accommodates visitors across four publicly accessible floors. The ground 
floor functions as the main entrance level and includes the information desk, café, museum shop, and the 
temporary exhibition space known as Gallery 1. Following a clearly defined and emphasized entrance, 
these functions are organized around a central square-shaped space, which echoes the original square 
geometry of the building at a reduced scale. This space evolves into an atrium defined by circulation 
elements on the upper floors, creating a spatial void that connects the museum vertically and visually. 
The first floor houses the Sackler Library and Archive, the Swarovski Foundation Learning Centre, and 
administrative offices. Access to this level is provided via a stairway located at the center of the ground 
floor, rising through the mezzanine. The mezzanine level allows Gallery 1 and the stair volume to achieve 
double-height spaces and simultaneously serves as an informational layer, presenting interpretive 
material related to the exhibitions and the transformation of the former Commonwealth Institute. As 
visitors move upward, exhibition content narrates the adaptive reuse process of the building, reinforcing 
continuity between architectural history and contemporary museum use. The wall surface of the Learning 
Centre facing the atrium further participates in the exhibition strategy, extending display surfaces beyond 
conventional gallery boundaries. The second floor, where the roof structure is perceived most strongly, 
accommodates the permanent exhibition Designer Maker User, the Helene & Johannes Huth Gallery, the 
Chumsri & Luqman Lounge, a design studio, and a restaurant. The basement level functions as an 
additional exhibition floor and contains Gallery 2, the Bakala Auditorium with a seating capacity of 
approximately 200, cloakrooms, and service spaces reserved for staff. Beneath this level, a secondary 
basement is allocated exclusively to technical services and storage areas, ensuring operational efficiency 
without interfering with visitor circulation (Table 5). 

In addition to exhibition spaces, the museum offers six rentable venues that support educational 
programs, receptions, award ceremonies, and promotional events. These include the Ulm Room and 
Bauhaus Room within the Swarovski Foundation Learning Centre, the Dessau Meeting Room in the Sackler 
Library, and multi-capacity spaces such as the Chumsri & Luqman Lounge, Helene & Johannes Huth 
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Gallery, and the atrium. Event-related services, including catering, lighting, and audio-visual 
arrangements, are also integrated into the museum’s operational structure, reinforcing its multifunctional 
character. 

The museum benefits from its central location along High Street Kensington, one of London’s major 
commercial corridors, which supports spontaneous and unplanned visits. Public transportation access is 
strong, with bus stops located at the park entrance and underground stations within walking distance, 
providing connections via the District and Circle lines. Bicycle stations associated with the Santander bike 
rental system are also situated nearby. However, the absence of free on-site parking limits accessibility 
for visitors arriving by private vehicles, turning the advantage of centrality into a functional constraint in 
this respect. 

Approach to the museum is mediated by Holland Park, where flat asphalt walkways and iron railings 
define the museum’s boundary. While cube stone paving used in the surrounding environment 
contributes to historical continuity, it may create difficulties for wheelchair users and visually impaired 
visitors due to surface gaps and irregularities. These issues are mitigated along the direct access route to 
the entrance through improved stone placement and surface finishing. The building is approached 
orthogonally along this path, ensuring clear visibility and direct access to the entrance, which is equipped 
with automatic sliding doors and generous maneuvering space. 

A series of inclusive practices support visitors with functional diversity, focusing not only on spatial 
accessibility but also on exhibition experience. Multisensory tours allowing tactile engagement are 
organized for visually impaired visitors, while British Sign Language (BSL) tours and Audio Frequency 
Induction Loop Systems are provided for visitors with hearing impairments. These approaches reduce the 
need for additional tactile routes or Braille materials and promote equal use of shared circulation 
elements such as stairs and elevators, avoiding spatial segregation. Level differences between floors are 
minimized to maintain uninterrupted vertical circulation.  
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Exterior 
Exterior expression of the transformed Commonwealth Institute, focusing on the preserved hyperbolic paraboloid 
roof, building mass, and material continuity. Demonstrates how the architectural identity is maintained while adapting 
the structure to a new cultural function. 

 

  

Interior 
Interior spatial experience centered on the atrium, circulation stairs, material transitions, lighting strategy, and user 
interaction. Reflects the museum’s emphasis on orientation, inclusivity, and multifunctional use of space. 

 
 

 

 

 

Table 6. Exterior and interior images of the London Design Museum. 

The information desk functions as a primary point of orientation and interaction. Its height and counter 
design allow communication in both seated and standing positions and ensure wheelchair accessibility. 
Supported by induction loop systems and a digital information wall composed of multiple screens, the 
desk integrates seamlessly with the adjacent café, compensating for the absence of a designated waiting 
area. Internally, the square plan of the building establishes a clear organizational logic, with spaces 
arranged around the central atrium. First-time visitors can navigate the entire museum sequentially, while 
repeat visitors tend to concentrate on specific levels depending on their purpose, such as education or 
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temporary exhibitions. The proximity of changing exhibition spaces to the entrance reduces circulation 
conflicts, and the separation of public and private zones is achieved through spatial positioning rather 
than strict vertical hierarchy. 

Material choices within the museum emphasize a minimalist approach, with extensive use of wood 
flooring and differentiated finishes in spaces such as the library, workshops, and offices to enhance 
perceptibility of transitions. Flexibility is further supported through raised floors for technical installations, 
movable lighting systems, and large, neutral exhibition volumes capable of accommodating diverse 
curatorial arrangements. Training and presentation spaces incorporate movable partitions to allow spatial 
reconfiguration when required. 

Wayfinding within the museum is supported by pictograms, signage, and large-scale graphic elements 
that enhance spatial legibility. Floor plans are available through printed brochures, enabling visitors to 
make informed navigation decisions. The atrium functions as both a spatial junction and a social 
condenser, supporting activities ranging from resting and informal gatherings to organized events. Its box-
in-a-box configuration reinforces spatial hierarchy, while artificial lighting enhances orientation and 
emphasizes circulation boundaries. 

Exhibition spaces rely predominantly on artificial lighting to ensure conservation standards, while 
peripheral spaces benefit from natural daylight. Flexible lighting systems accommodate changing 
exhibition layouts; however, highly reflective display surfaces within the Designer Maker User exhibition 
occasionally result in glare and reduced visual comfort. Despite these limitations, the roof structure 
remains a dominant architectural feature, subtly revealed through interior views rather than external 
approaches, creating a sense of discovery and reinforcing the building’s integration with its park setting. 

Comparative Results 

The comparison of the two museums reveals that both are located in areas that have undergone or are 
undergoing transformation into cultural, art, and design-oriented zones. This contextual positioning 
enables the creation of spatial dynamism through relationships with surrounding structures, joint events, 
and long-term collaborations. The integration of the museums with their immediate urban environments 
and the continuity established between spaces serving similar functions contribute positively to visitor 
satisfaction by enhancing perceptibility and comprehensibility. 

Access to museums by private vehicles or public transportation can be considered one of the driving forces 
behind the motivation to visit. In cases where adults are expected to participate in educational activities 
together with children, limited parking facilities may become a source of stress. Although both museums 
benefit from strong public transportation connections located close to their entrances, the absence or 
limitation of parking facilities affects accessibility differently in each case. 

Except for the exhibition space on the roof level of the Red Dot Design Museum that can only be accessed 
via stairs, circulation areas in both museums are largely designed without level differences within floors 
and are supported by appropriate material choices. Although uninterrupted access does not appear as a 
primary design decision in either museum, significant solutions have nevertheless been developed to 
enhance interior spatial quality through continuity of movement. 

During the site visits conducted within the scope of the study, families using strollers were frequently 
observed at the London Design Museum. The presence of a dedicated baby care room exclusively in this 
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museum can be considered a key factor supporting this observation. This highlights how seemingly 
secondary facilities can directly influence user diversity and length of stay. 

Spatial Quality Parameter Red Dot Design Museum London Design Museum 

accessibility (location & 
transport) 

strong public transport, large complex, 
indirect parking 

strong public transport, central location, 
limited parking 

accessibility (disability) physical access largely ensured, limited 
sensory support 

comprehensive physical, visual, and auditory 
accessibility 

efficiency clear service–exhibition relationship, some 
indirect routes 

centralized layout, efficient circulation 
between functions 

flexibility limited movable partitions, object-based 
flexibility 

high flexibility through movable systems and 
neutral volumes 

safety level-free floors, material-based safety 
measures 

enhanced safety through railings, lighting, and 
guidance 

spatial orientation ındustrial scale reduces legibility atrium, signage, and graphics support 
orientation 

territoriality / privacy / social 
ınteraction 

event-based social interaction, limited 
solitude 

atrium-based social core, varied privacy levels 

physical well-being ındustrial materials may limit long-term 
comfort 

seating, lighting, and material choices enhance 
comfort 

aesthetic strong industrial identity minimalist language integrated with modernist 
heritage 

Table 7. Comparative assessment of spatial quality parameters in adaptive re-use museums. 

The concept of the 'white cube' (O’Doherty, 2010) often associated with neutral surfaces and visually 
dominant exhibits, is partially reflected in both museums. However, this representation diverges from the 
traditional white cube due to the contextual conditions of adaptive re-use. The need for minimal yet 
flexible spatial interventions generates a new exhibition context in which industrial or modernist 
architectural characteristics actively shape the exhibition experience. High ceilings, movable lighting 
systems, neutralized floors and walls, and exposed structural elements function as concrete indicators of 
both flexibility and adaptability in these spaces. 

In terms of accessibility, several observations point to areas that could be further developed to improve 
spatial quality. Increasing accessibility for hearing-impaired visitors facilitates communication and 
information exchange in line with the educational and interactive objectives of museums. While sign 
language tours constitute an important step for visitors with total hearing loss, additional spatial supports 
such as Induction Loop Systems can enhance the experience of individuals with partial hearing loss beyond 
limited tours or time slots. These systems, particularly in auditoriums, conference halls, information 
points, and acoustically intense exhibition spaces, have the potential to significantly improve visitor 
comfort. Similarly, efforts to improve accessibility for visually impaired visitors through guiding paths and 
perceptible surfaces remain limited in terms of conveying comprehensive spatial information. The 
development of tactile maps, Braille brochures, and floor plans would contribute to more inclusive 
navigation. In this context, voice-guidance systems that provide information about location and spatial 
functions could support visually impaired individuals and visitors with limited orientation skills. 

This comparative assessment demonstrates that both museums successfully translate adaptive re-use 
principles into spatial practice, yet they do so through fundamentally different architectural and 
experiential strategies. The Red Dot Design Museum emphasizes the preservation of industrial identity, 
allowing exhibited objects to function as primary spatial elements within large, unaltered volumes. In 
contrast, the London Design Museum adopts a more interventionist approach, using architectural 
reconfiguration to support orientation, inclusivity, and multifunctional use.From a spatial quality 



 

D-SANAT 
KDPÜ Güzel Sanatlar Fakültesi Sanat Dergisi 

 

Mart 2026 / Cilt: 2, Sayı: 1 
e-ISSN: 2757-8011 

 

 

190 
 

perspective, the London Design Museum performs more strongly in parameters related to universal 
accessibility, spatial orientation, flexibility, and physical well-being. These qualities directly support 
diverse user profiles and enable prolonged engagement with the space. The Red Dot Design Museum, on 
the other hand, demonstrates notable strengths in aesthetic continuity and contextual integration within 
an industrial heritage setting, although this approach may occasionally limit functional adaptability and 
user comfort (Table 7). 

Conclusion 

This study was conducted to draw the attention of institutions such as the Ministry of Culture and Tourism, 
provincial and district municipalities planning to establish museums, as well as academicians, curators, 
design offices, and professionals from different disciplines who are required to collaborate in the design 
of city-environment-structure-space relationships. Within this framework, the study focuses on how 
spatial quality is articulated in adaptive re-use projects and how user-oriented criteria influence the 
continuity and sustainability of re-used museum spaces. 

As discussed in the introduction, adaptive re-use requires the reinterpretation of space in response to 
functional, social, and experiential demands beyond the physical preservation of structures. In this 
respect, the Red Dot Design Museum in Essen and the London Design Museum were examined 
comparatively in order to highlight both their shared characteristics and their distinctive spatial responses. 

Overall, the findings indicate that spatial quality in adaptive re-use projects is closely linked to the extent 
to which user and visitor requirements are incorporated into design decisions. Enhancing the visibility of 
structures at risk of abandonment, maximizing spatial benefit, and improving visitor satisfaction are 
directly associated with experiential quality. When adaptive re-use projects balance architectural 
authenticity with user-oriented spatial strategies, they are more likely to sustain functional continuity 
while preserving the cultural significance of existing structures over time. 

Future studies may expand this research by incorporating user-based evaluation methods in order to 
better understand how spatial quality is perceived and experienced by visitors. Surveys, interviews, or 
post-occupancy evaluations conducted with different visitor groups could provide valuable insights into 
how accessibility, spatial orientation and social interaction etc. influence museum experience. In addition, 
examining a broader range of adaptive re-use museums in different cultural and urban contexts may 
contribute to refining spatial quality parameters and developing more comprehensive design strategies 
for the sustainable transformation of existing structures.  
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