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THESIS STATEMENT

OBSERVATIONS

1. In the marketplace branding provides perceived value by creating a comprehen-

sive story that gives meaning and relevance to the products for sale and the shopping 

experience.

2. The physical space of any retail outlet must project the business’s unique identity 

(brand) in order for the brand story to be successful.

3. Textiles have a unique ability to express and shape identity. In interior design, tex-

tiles serve many purposes including branding.

PROPOSITION/ARGUMENT/PROBLEM

The physical space of the Corcoran Gallery Gift Shop lacks brand expression as well as in-

tentional shaping of the shopping experience.  

INVESTIGATION/SOLUTION/PROPOSAL

In order to address the Gift Shop’s needs, I will design a textile installation to express the 

Shop’s unique purpose and to shape and enhance the shopping experience. 
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ABSTRACT

 This paper and design project pursues the role and value of textiles in interiors. Tex-

tiles are an ancient element of domestic life and they remain essential in our environments 

today. On one hand textiles and their role have not deviated from the basic roles of cover-

ing, softening, and decorating our interiors. On the other hand, textiles are informing many 

other aspects of our environments effecting our conception of the boundaries and elements 

of our built spaces. This document explores the deϐinition of a textile in order to ϐind uncon-

ventional roles and applications for shaping spatial experience.

 Speciϐically textiles can play a major role in retail branding. Textiles can be used as 

a building material—without denying all the other elements textiles offer such as ϐlexibil-

ity, texture, ϐiltering, color, etc.—to powerfully shape spatial experience while expressing 

a retail brand story. This document visits examples of textiles in retail spaces as branding 

vehicles.

 The second part of this document chronicles the process of using this research to de-

sign a renovation of a retail space. From site selection to program identiϐication, the design 

process is guided by the unique qualities and beneϐits of textiles. This document concludes 

with images of the ϐinal proposed renovation.
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PART I

WHAT IS A TEXTILE?

 What is a textile? According to Dictionary.com a textile is: “any cloth or goods pro-

duced by weaving, knitting, or felting; a material, as a ϐiber or yarn, used in or suitable for 

weaving.”  Dictionary.com also suggests that glass can be a textile because it is capable of 

being woven. Conventional textiles can be characterized by the following list: 

 i) Materiality

 ii) Type of construction

 iii) Aesthetics, motifs, messages, images

 iv) Texture and color

 v) Flexibility

 vi) Applications

 vii) Identity

 Textiles are ubiquitous in human environments and so their characteristics are eas-

ily conjured. We are all intimately familiar with textiles. They cover our bodies, assist in 

many aspects of daily life, and offer many types of physical and emotional comfort.

The cornerstone aspect of conventional textiles is weaving. There are three basic weaves 

that are the foundation for all weaves and weave derivatives. They are:

 The Plain Weave or Tabby weave. This weave is recommended for special yarns (or 

for highlighting unique materials) since the structure enables the threads to be set more 

openly than in any other weave.

 The Plain/Tabby weave is the simple over/under technique. The weft (the horizontal 

ϐibers of a textile) and the warp (the vertical ϐibers of a textile) are evenly integrated. This is 

the easiest weave to construct as well as the strongest.

 The second basic weave is the Twill Weave. Twill weave drapes nicely and always 
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displays its characteristic diagonal lines.  The Twill weave is comprised of offsets. For ex-

ample, the ϐirst row may be: over, over, under, over, over, under. The second row would then 

be: over, under, over, over, under, over. The third row would be: under, over, over, under, over, 

over. Each new row is offset by one step thus creating a diagonal pattern.

 The third basic weave is the Satin or Sateen Weave. This weave has a characteristic 

ϐinish, one that is smooth and sheen. Many other ϐinishes (such as paint ϐinish) refer to this 

weave because of its luminous and ϐine eye. The Satin/Sateen weave also employs offsets, 

but its primary characteristic is the weft-based ϐinish. In other words, a large proportion of 

the weft is revealed with warp threads appearing only in order to secure the structure of 

the textile. The warp appears in a regular, offset pattern.

 These three basic weaves are the foundation for all other weaves including the most 

complicated weaves such as double-cloth (a reversible textile with integrated yet unique 

patterns and motifs on the face and back) and jacquard (highly detailed textiles with intri-

cate patterns and motifs).

 In recent times, textile designers have expanded the deϐinition of a textile by using 

non-traditional materials, or removing characteristics of textiles such as ϐlexibility. Some 

designers have even removed the weaving process of construction to create their textiles. In 

Bradley Quinn’s book, Textile Designers at the Cutting Edge published in 2009, he showcases 

the work of Astrid Krogh who uses neon tubes and back-lit LEDs to create “luminous textile 

form(s),”  and “architectural ‘embroidery’.”  Most of Krogh’s work is not actually woven. The 

ϐinished results are termed textiles because they are reminiscent of tapestries or threaded 

“along the surface of a building.”  Krogh also uses motifs that are derived from traditional 

kelim carpets or Ikat fabrics. 

 Another contemporary textile designer who is pushing the deϐinition of a textile with 

her work is Hil Driessen. Her process is distinctly modern and is a kind of “machine” that 

she puts her design through to produce a unique product beholden to digital technology 

and hands on manipulation. Driessen creates patterns and textures with existing materials, 
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photographs them, and then digitally manipulates the images.  Sometimes she repeats this 

process two, three or more times searching for an aesthetic that is reminiscent of the origi-

nal elements but also creates illusions. Driessen is interested in the virtual mixing with the 

real. She uses deconstruction, distortion, repetition and other process and compositional 

elements to create her textiles. 

 Helena Hietanen uses ϐibre-optic cables bundled into light-intense mesh.  Her tex-

tiles are inherently bound but not woven. Textiles have always used light as a secondary 

material, but Hietnen uses light inherently. Light is her primary material.

 For Camilla Diedrich negative space is no longer an afterthought. Her textiles for 

interiors use the space around the physical product to create a ϐlexible ϐield. 

Illustration #2 Illustration #3 Illustration #4
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IMAGES, PINTEREST AND CURATING

 For many, Pinterest is a virtual window-shopping pastime. For some, it is an exten-

sion of self-branding. For artists and designers it is an inspiration, planning, ϐiling, and 

organizing tool. This project began with Pinterest and its intrigue as the social media site 

for curating favorite or telling images. One of Pinterest’s most powerful assets is that it of-

fers its users the ability to sharpen their conception of their own identity by curating other 

people’s images. The same is true of The Sartorialist  and The Selby  where photographs 

of fashionable people on the street (The Sartorialist) and people in their personal living 

and working spaces (The Selby) sharpen the personal identities of their creators, Scott 

Schuman and Todd Selby, respectively. Is that stealing? The jury is still out, but everyone is 

doing it.

 As mentioned above, this project started with Pinterest. At one point, this thesis fo-

cused on Pinterest itself, online curating and image-based collecting. Then the focus shifted 

to textile design. Yet, curating and collecting images  were adopted as a method and mate-

rial constraint in the textile design process (see the weave studies later in this document).

 In the investigation of the deϐinition of a textile, Pinterest revealed itself as a decon-

structed (abstracted by removing from context) product. It also demonstrated intrinsic 

textile factors: it is a woven product with a constant warp and variations in the weft. The 

Pinterest website exists as a structure—or the warp—into which images—or the weft—are 

woven. Pinterest creates a kind of virtual brand textile for each user. It is deϐined by a pro-

cess that includes curating and sourcing images, pinning or weaving them into a fabric of 

values and meaning that express the identity of the user. Pinterest is a textile, albeit a truly 

contemporary one. In this way, textile design may involve a curatorial process. 
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EXPRESSION IS THE NEW MATERIALISM

 In the ϐirst chapter of Atlas of Novel Techtonics by Reiser + Umemoto, the authors 

suggest a shift in the comprehension of materialism:

“When a tree is conϐigured to function as a wood column or beam, it is one set of 
properties of cellulose that is selected for expression, or more properly, it is the 
geometry of vascular bundling that selects the properties of cellulose and conveys 
their felicitous rigidities and ϐlexibilities to the macroscopic scale of the building 
itself. On the other hand, when a tree is conϐigured into a log for burning, it is ϐire it-
self—that exists already inside of the wood, only dormant or inϐinitely slowed—that 
is selected for expression or release. These two forms of expression, chemical and 
tectonic, are of the same order of physical reality. It is a testimony to the diagram’s 
action that such diverse properties can be called up and released. And it is no small 

revolution in design to have apprehended this simple but critical fraternity. 

 The chapter goes on to discuss that reality is a pattern in time  and materials are no 

longer simply explained in purely physical and chemical terms. Therefore the duty of de-

signers is to deliver “human sensation”  to the experience of materials. “The new material-

ism may well be a new expressionism.” 

 This idea is relevant to the investigation of the deϐinition of textiles especially in 

this age of material and chemical abundance. The question of “what is genuine?” used to be 

answered easily by citing whether a material was “real” or “fake.” But it can be argued that 

the marketplace offers only “real” materials: all of the materials are themselves (they are 

not trying to be something else)and offer unique characteristics that similar but different 

materials do not offer. For example, vinyl created to resemble wood and then used as fenc-

ing is just that. Vinyl fencing offers beneϐits that wood does not, and no one mistakes vinyl 

fencing for wood fencing.

 Yet deception or illusion is a focus for designers. Often images are manipulated so 

that a jolt of discord is incorporated into the experience of that item. One example would 

be the textiles discussed above by Hil Driessen. In the weave studies created by the author, 

“When a tree is conϐigured to function as a wood column or beam, it is one set of 
properties of cellulose that is selected for expression, or more properly, it is the 
geometry of vascular bundling that selects the properties of cellulose and conveys 
their felicitous rigidities and ϐlexibilities to the macroscopic scale of the building 
itself. On the other hand, when a tree is conϐigured into a log for burning, it is ϐire 
itself—that exists already inside of the wood, only dormant or inϐinitely slowed—
that is selected for expression or release. These two forms of expression, chemi-
cal and tectonic, are of the same order of physical reality. It is a testimony to the 
diagram’s action that such diverse properties can be called up and released. And 
it is no small revolution in design to have apprehended this simple but critical fra-
ternity.14
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an indoor outdoor mat that resembles grass is used. It is clearly not “real” grass, yet the 

material conjures grass-ness: green, a ϐield of even texture and color, outdoors, and civi-

lized nature as opposed to the wild landscape. In this case the mat is not a mat, but rather 

an expression of its other qualities that are “embedded, dormant, or inϐinitely slowed.”  In 

the context of a woven product used for brand expression in a retail space, other non-mat 

qualities are “selected for expression or release.” 

 Below is an image of an installation in the lobby of a building in San Fransisco. The 

installation undulates, curves, and hoovers like a textile yet it is constructed of rigid wood 

veneer and ephemeral light. In this case, it can be argued that the non-ϐlexible, illuminated 

wooden form is a textile because of the way it performs in the space and is perceived by 

those passing through the lobby.

Illustration #9
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DECONSTRUCTION

 “Deconstruction means burrowing deep, to ϐind out what unconscious premises a 

text is based on and what the blind spot in the author’s eye cannot see.”    Deconstruction is 

a method or philosophical approach that originated in literature. Eventually art and archi-

tecture incorporated the deconstruction ideas and Deconstructivism evolved. Deconstruc-

tion and Deconstructivism are not the same thing, however. Deconstructivism is the idea in 

art and architecture “that separates, severs, breaks, fragments, but that at the same time, 

has reconstituted the bits and pieces gained in the process into a comprehensive principle.” 

 In an effort to reveal hidden meaning, function, purpose, or value, artists and design-

ers use Deconstruction to break down or simplify elements. Ray Metzker used photography 

to explore more real images:

“For some time, I have found myself discontented with the single, ϐixed frame image, 
the isolated moment that seemingly is the dominant concern of still photography to-
day. Instead, my work has moved into something of the composite, of collected and 
related moments, employing methods of combination, repetition and superimposi-
tion as I ϐind the opportunity in the camera, the darkroom and the ϐinal presentation. 
Where photography has been primarily a process of selection and extraction, I wish 
to investigate the possibilities of synthesis.” 

 Likewise, Andrea Kovacs believed “a person’s life is in a state of constant ϐlux and 

inϐinite change, undergoing a kaleidoscope transition and sensation. “ 

 “It would not be a true rendition of human consciousness to freeze one moment of 

time to be contemplated forever. Rather assimilate all the moments of life, past, present 

and future, and ϐind a new sensation somewhere in between. All these collective moments 

together allow the simultaneity of perception, and that expands the comprehension and 

compounds the experience of reality.” 

 Like the below image, Illustration # 11 is a deconstructed representation that, in its 

new form, creates a grid and pattern. In this way these deconstructed images become tex-

20
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tiles, woven threads of visual memory organized in repetition and creating a visually inher-

ent structure. 

Illustration #10

Illustration #11
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WEAVE STUDIES

 This project began with a hands-on investigation of materials, color and weaving. 

In addition to questioning the deϐinition of a textile, the formal and visual composition of a 

textile were of great interest.

 In previous eras, the composition and color of a textile was determined by the weav-

ing type and the materials used (ϐibers and dyes). Today, these constraints do not exist. 

Getting a composition and/or a very speciϐic color, for example, onto or into a fabric is not 

limited by technology or materials. Current textile designers are only limited by their own 

ideas and abilities.

 Graphic Design is a discipline that illuminates composition in clear and helpful ways. 

In their book, Graphic Design: the new basics, Ellen Lupton and Jennifer Cole Phillips ad-

dress the following elements of composition: point, line, plane; rhythm and balance; scale; 

texture; color; ϐigure/ground; framing; hierarchy; layers; transparency; modularity; grid; 

pattern; diagram; time and motion; rules and randomness. Every one of these elements is 

integral to textile design as well. Speciϐically of interest here are changes in relationships, 

scale, orientation, and color. Also, textiles deϐined by weaving are literally bound to a grid 

structure. Grids are deϐined by regularity, repetition, pattern, and are often structural or 

foundational to the ϐinal product.

 Considering all of these aspects of the deϐinition of a textile as well as the elements 

of visual composition, a series of weave studies were made. Three constraints guided the 

materials used and the methods employed. Materials consisted of unconventional textile 

materials and pre-existing images. The Method of construction included weaving and de-

construction.

 Some of the speciϐic materials used included: Pre-existing images collected on Pin-

terest printed on paper, posters, yarn, string and thread, felt, existing fabric/textiles, Schlut-

er seal paper, astro turf, and gutter mesh guard.
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THE CORCORAN AND THE GIFT SHOP

 The Corcoran Gift Shop suffers from the following shortcomings: it is tucked away 

in a corner of the building, not visible to many visitors; its aesthetic is inconsistent with the 

rest of the Gallery; the products are displayed on mis-matched cases and cabinets; the prod-

ucts clutter the space and appear less desirable in their current “messy” arrangement; the 

space and products are inadequately lit.

 In order to make improvements the following considerations must be made: the 

volume of the space should be embraced and utilized; the lighting should promote con-

sumption of the products and enhance the sapce; the colors used should not overpower the 

products and should contain some consistency with the rest of the Gallery; the experience 

of shopping should be directed hierarchically and to promote consumption; the products 

should be presented in a way that elevates them, not demotes them; a spatial and experien-

tial relationship to the Atrium should be planned. 
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RETAIL BRANDING

 

 Retail branding with textiles or textile-like installations or interventions is prevalent 

in shops of late. Some may consider these elements “systems” that organize and clarify the 

brand and products. In many cases graphics are used as well for an over-all branded envi-

ronment. Following are a few images of “textiles” or “systems” in retail spaces that sucess-

fully qualify and organize the space, express the brand, enhance the products and experi-

ence.
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CONCEPT & PROPOSAL
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JURORS’ CRITIQUE

 The previous four boards were presented to a panel of jurors in December 2012. 

Below are the paraphrased comments received during that presentation:

Clarity in presentation. Open-ended—a good thing! Reminds some of Gottfried Semper: be-

comes enclosure. Explore knitting together of material to create space—how does knitting 

together material create access to space. Branded—hmmmmm…

Focus on fabrication in 3D to give shop identity. Know products available—part of DNA of 

exercise.

Know product of the shop, this will inform the program.

How do the products of the shop help it to be a successful shop?

Changeable, ϐlexible, what is ϐixed/permanent, ϐlexibility increases trafϐic.

Tie the textile into the Corcoran exhibits.

Incredible work in actual textiles but wanted a connection between process and end prod-

uct.

What is the end product?

Don’t feel beholden to the existing envelope of the shop; what is the envelope of the shop? 

Take it apart, move outside; you are bound to the program, not the space. The shop shows 
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up throughout the museum.

Preciousness of the building—show how it can be deconstructed in a healthy way.

Artists intervening and leaving their mark

Author notes:

• My textile will establish the brand.

• Consider going beyond the gift shop into the museum and further with my textile and 

the shopping experience.

• Consider ϐlexibility and convertibility.

• A wall is considered the ϐirst textile (it is woven).
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PART II

THE CORCORAN BRAND

 The Corcoran brand is difϐicult to deϐine. It is telling that none of the printed mate-

rials, nor the website, contain a mission statement. The statement below which seems to 

describe the Corcoran’s purpose is from the advertisement for the position of CEO (copied 

from the Corcoran website on February 12, 2013):

 “The Corcoran is committed to making the historic art in its collection and the 

emerging art of our time accessible and understandable to the broadest possible audience. 

This goal is accomplished through innovative exhibitions, educational programming, sys-

tematic research, and rigorous scholarship. The institution’s many activities emphasize the 

combined resources of its museum and college and are directed toward diverse communi-

ties with widely differing educational and socio-economic backgrounds. While occupying a 

place in the international world of art history and scholarship, the Corcoran is ever mindful 

of its special obligation to serve the greater Washington region, especially its artists and its 

young people.”

 The populations that the Corcoran strives to serve are also somewhat elusive. An 

email exchange on December 7, 2012 with Kathleen Kane, Manager of Visitor Experience, 

revealed these demographics:

 “We deϐinitely hope to serve everyone. Our exhibitions often determine our audience 

so the demographic will change throughout the year. Our contemporary exhibitions tend to 

draw a younger audience. We try reaching a broader audience by offering free admission 

days including our free summer Saturday program, Family Day, and this year’s inaugural 

Community Day. From tracking zip codes, our audience is more than 60% from the DC area. 

We are not the same kind of tourist destination as say the Smithsonian. Although very close, 

we are not on the Mall.
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 From my ticket sales from the past year:

Adults 26%

Seniors 9%

Students (high school and above) 6%

Military 2%

Student groups (pre-K - high school) 6%

Members 4% 

The remaining percent 47% account for our free admission and are not speciϐically 

tracked.”

 In addition to the above information about why the Corcoran exists and who ben-

eϐits from the Gallery, I conducted a survey about the perceived Corcoran identity. Here are 

some data from the survey that describe the Corcoran as it is seen and experienced:

The Corcoran Story (from survey question #5)

Creative art community, artsy

Forward-thinking

Younger demographics

Modern

Simple, bold

American art

Up-to-date education programs

Classic collection and building

Steadfast and long-standing

Well-known art school

Trying to be more contemporary

A divide between the older, wealthy supporters and the  edgy, hip next generations

Fresh, playful, modern, creative

High quality, cultural forerunner, internationally known, selective
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Many different stories

Stuck in a narrow audience

In touch with emerging art and artists

Trying to survive

Venerable but also current and relevant

High value on design, fashion, photography

Lacking support, infrastructure, vision

Wishy-washy

Not unique enough or necessary

Fun, inspiring, innovative

Stuffy, expensive, elitist

The Corcoran Image (from survey question #6):

Building Exterior

Pink, magenta

White type on bright colors

Photography

American paintings

Juxtaposition of beaux arts and contemporary colors and forms

Orange

Lions

“Corcoran” fonts

Brown (from old paintings)

The grifϐin and green

Washington DC

Teal blue

Building materials: marble, greystone, 
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Art supplies: brushes, clay, plaster, wires, grids, frames

Staircase inside

White and off-white

Red

Copper roof

Columns

Dome

Gene Davis painting

Contrast and juxtaposition

 It should be mentioned that the Corcoran is in a time of transition. In addition to 

seeking a new CEO, the Corcoran has been in conversation with various other institutions 

and individuals about partnership with the goal of developing a sustainable future for the 

Gallery and College. Currently the Gallery is extremely short of funds (it is rumored that the 

thriving College’s revenue is used to keep the Gallery open). In addition, both the Gallery 

and the College have immediate and substantial physical needs. The 17th Street building 

is in need of hundreds of millions of dollars of upgrades and renovation. And although the 

college is thriving its facilities are over-crowded, outdated, and in disrepair. To the end of 

establishing a sustainable future, members of the Corcoran leadership have written a docu-

ment that describes the Corcoran’s resources and potential. This document, called “The 

Corcoran’s Integration Model: Creative Exchange,” serves as the keystone of the building of 

the Corcoran’s future. Here are some themes that document that describe the direction the 

current leaders would like to see the Corcoran go in:

Contemporary Art and Ideas

Social Conscience

New and Emerging

Art Collection and Corcoran history as a point of departure
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Lens-based media

American art

Emerging Artists

Support and foster American Artistic Innovation

 In a meeting on February 7, 2013, Mimi Carter, vice president for marketing and 

communications, stated that the Corcoran has never conducted a complete branding cam-

paign so over the years, as marketing managers and designers have come and gone, the 

Corcoran’s image has not been consistent. The few elements that have been consistent are 

those that people consider the identity of the Corcoran (as revealed by the survey). Those 

elements include the word CORCORAN set in the font Minion (see the title page of this 

document); the 17th street building—and many of its unique features like the lions at the 

entrance, the columns in the atrium, and the grand curving staircase—which has been the 

home of the Gallery and College; and a graphic image of the Grifϐin on top of the 17th Street 

building used randomly on printed materials. Ms. Carter also stated that she was trying to 

move beyond the building being the identity of the Corcoran with a new campaign featuring 

the people of the Corcoran.

 In a separate meeting on the same day, Maria Habib, a designer in the marketing and 

communications department, explained the origin of the orange, hot pink and teal colors. 

They were seasonal colors in use when the new marketing and design leadership took over. 

Ms. Habib also shared the graphic grid she and her colleagues use to organize and arrange 

every printed Corcoran advertising, marketing or other public document.
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THE DESIGN PROCESS

 

 The design process began with my own photographic survey of the Corcoran build-

ing. I photographed the spaces, details, materials and people. One of the images stood out. It 

was of the Atrium and showed a multi-layered, woven space. I realized this concept - wo-

ven space - would be my design concept. This realization shifted my project from a textile 

installation to an intervention using weaving as a design method. The resulting design 

process was chronicled on my blog: http://whiteceilings.wordpress.com/. Also, the fol-

lowing images of my ϐinal presentation boards show my process as well as the ϐinal design 

proposal:
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Is Pinterest a textile?
Is a building facade a textile?

1. Gates Foundation Collection 2011 3,470 recycled dry cleaning hang-
ers, sheath core vinyl by Suzanne Tick. 2. An apartment refurbishment 
in Stockholm with a colour scheme representing the changing seasonal 
colours in a nearby park by Swedish architects Tham & Videgård Hans-
son. 3. Fibre-optic cables bundled into light-intense mesh by Helena Hi-
etanen. 4. Created using patterns and textures with existing materials, 
photographed and digitally manipulated by Hil Driessen.

from Dictionary.com

tex·tile [teks-tahyl, -til]

noun  
1. any cloth or goods produced by 
weaving, knitting, or felting.
2. a material, as a fi ber or yarn, used 
in or suitable for weaving: Glass can 
be used as a textile.

adjective  
3. woven or capable of being woven.

WHAT IS A TEXTILE?

1

1 2 3 4
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INSPIRATION & PRECEDENT

2

1. “Super Abundant Atmosphere” by Jacob Hashimoto, 2009. 2. 
Issey Miyake, 1991 | Collection of the Met. 3. Prada Store, NYC 
| Mural by 2x4. 4. “Pop up Paradises,” 2012 by Manuel Ameztoy 
at Faena Arts Center, Buenos Aires. 5. Louis Vuitton and Kusama 
Concept Store at Selfridges. 6. AGO, Toronto | Architecture by 
Frank Gehry, Sculpture by Giuseppe Penone. 7. One Kearny Light-
fold by IwamotoScott Architecture. 8. Ghostly images of building 
facades decorate hanging fabric screens in a beauty salon in 
Omiya, Japan | Designer Tetsuya Ito of Tokyo fi rm Takara Space 
Design. 9. Woven staircase. 10. Lightbox installation. 11. Bar at 
Gaieté Lyrique, Paris. 12. E/L Studio. 13. Dover Street Market, 
London. 14. Hanging retail casework. 15. Patria restaurant in To-
ronto | Designed by Laura Cardarwine. 16. Symbolic Installation 
by Do-Ho Suh.

1

5

9

11

2

6

10

12

3

7

13

15

4

8

14

16
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THE CORCORAN BRAND

3

CREATIVE EXCHANGE MODEL

AMERICAN ART

SYNERGY

SOCIAL ENGAGEMENT

INNOVATION

LENS-BASED MEDIA

DIALOGUE

PHOTOGRAPHY

CONTEMPORARY ART

- Survey respondent

“When I think of the 

Corcoran, I think of 

the historic Beaux- 

Arts building that 

houses the gallery.”
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CONCEPT & PRE-DESIGN

4

Weaving
Experience

& Space

GALLERY

SHOP

COMMUNITYCOLLEGE
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Objects for sale are carefully 
curated in these suspended 
display boxes made of MDF 
board, lacquered white.

3 FT gypsum board panels 
mounted to the existing ceil-
ing, painted white organize 
the lighting and defi ne the 
installation.

The existing Atrium columns 
defi ne the warp of the woven 
shop space. New, embedded 
columns on the west wall of 
the shop reinforce this visual 
element.

Pivoting bookshelves cre-
ate the entry and exit to 
the shop and engage the 
Atrium. The bookshelves 
also serve as perpendicu-
lar banners or signs at-
tracting Gallery visitors 
who pass through the Atri-
um. MDF board lacquered 
white.

Suspended white lacquered 
MDF panels serve as display 
areas for artwork for sale.

Following the columns in 
the Atrium, a 2 FT wide slice 
is removed from the existing 
wall and replaced with glass 
panels defi ning the warp of 
the weave.

DISPLAY BOXES

CEILING GRID

COLUMNS

BOOKSHELVES

DISPLAY PANELS GLASS PANELS

5
ELEMENTS OF THE WEAVE
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THE INSTALLATION

6

PLAN CUT @ 2 FT

SECTION @ SOUTH WALL
LOOKING NORTH

PLAN CUT @ 7 FT

SECTION @ WEST WALL
LOOKING EAST

clear fl oor

engaged
atrium

suspended
elements
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7
CURATING THE PRODUCTS

In addition to prints, post-
ers, photographs and other 
2D products, textiles, appar-
el and oversized items may 
be hung on these panels.

FRONT BACK
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8
BRANDING GRAPHICS

CORCORAN
NORTH WALLSOUTH WALL

WEST WALL

CORCORAN
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9
RCP & LIGHTING

Top to Bottom: T5 LED Tube Light; 6” recessed 
light; 6” spot light; “Sputnick” by Jonathan Adler
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STORAGE & DISPLAY

10

The Corcoran Gift Shop of-
fers for sale many beautiful 
and informative books. The 
display of the books engages 
the Atrium connecting the 
Gallery to the Shop while also 
acting as signs attracting visi-
tors.

Behind the mural on the 
west wall are fi ve 1 FT deep 
storage closets for sup-
plies, extra stock, and other 
items. 
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MATERIALS

11

White Marble Astro Turf Existing Wood 
Floor

Lacquered MDF 
Board
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CONCLUSION

 The previous 12 boards were presented to a panel of jurors in May 2013. The only 

critique I received was of my verbal presentation. This leads me to beleive that what exists 

here is a strong foundation for continued exploration, research and design. There are many 

paths this work could fuel. A ϐine art trajectory could lead me to continue making weave 

studies using the material and method constraints outlined in Part I of this document. The 

further development of the custom systems I designed (the hanging boxes and panels as 

well as the storage system on the west wall) could be an alternative path. I could pursue a 

career in environmental branding and design combining interior design and graphic design 

in commercial and corporate spaces. Engagement in the world of design, as well as contin-

ued relationship-building with other designers, is possibly the best way to keep this project 

alive. 
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