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The voyage of discovery is not in seeking new landscapes  
but in having new eyes. 

    -Marcel Proust 
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Chapter 1 

 
Straddling a Gray Area: 

The Space Inbetween What is Unknown and Known 
 

  

 We are in a state of transcendence now more than ever. Today we know more and feel 

more. Our emotions are heightened; thus we expect more from our environments and the 

artists and designers who create them. Our high expectations require tremendous skill and 

abundant knowledge on behalf of the artist to show empathy, and perform like an 

anthropologist, in order to dig below the surface of the obvious. We have great expectations 

for our own environments. We want them to speak to us, represent us and transform us. This 

requires time, talent and imagination.  

Floating between the known and unknown, comfort and discomfort, certainty and 

uncertainty, we are experiencing a time of change.  This transformative time represents a gray 

area—an inbetween—and we must navigate through it in order to jump start imagination and 

creative discovery.  This inbetween is a powerful catalyst for dynamic change. By embracing 

and exploring every facet of the creative process, we move beyond the ordinary to 

extraordinary.  

Navigating through this gray state is like walking a tightrope as Philippe Petit, a French 

high-wire artist, when he walked between the World Trade Center Towers in 1974 (Figure 1). 

Petit accomplished this walk at the young age of 24, which he planned for six years (New York 

Times, 2006). Strung between what we know and what we don’t know, we too must walk with 

a leap of faith into that gray area. The inbetween is where magic occurs. Electricity ignites and 

inspires us to create something that is unclear and a tad undefined. Although we are 

uncertain how exactly it works, there exists an electrical conduit that fuels us. For Petit and 

his onlookers it was a tandem act of uncertainty and creation. Both Petit and his audience 

experienced a simultaneous feeling of uncertainty and unstableness; emotions were 

heightened by the fear of falling, the shear joy of accomplishment, and the thrill of risk.  
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 Figure 1. Philippe Petit, 1974, Alan Weiner APJ Photograph 
http://www.nydailynews.com/new-york/wildest-stunts-new-york-city-history-gallery-1.1170709 

 

Ironically, forty years later we are experiencing the same turbulent feelings as Petit and 

his audience.  For a moment or two, as we leap into this new territory, this electric force 

charges us and helps to define and unfold what lies ahead. We appear dangling by threads of 

information from our physical and relational past as we construct the future. This leap of faith 

is the ignition, the spark that fuels possibility. Without it we are just left with what once has 

been. During this vulnerable state (the gray area), or what I refer to as the creative process, 

things get a little messy. It is this feeling of teetering off the edge that charges the electricity. 

We must take risks in order to create discovery. Like a rich tapestry, we intricately braid 

unique threads from past recollections, present occurrences and future visions to create new 

possibility. This cross section of time that sparks change and imagination is at the heart of my 

Creative Project and Process Paper. 

 

The Creative Design Process 

The Creative Process is an electrical journey that may or not be seen, but is ever 

apparent in the end. The electrical sparks may be quick or prolonged, but each offers insight, 

value, and meaning to the overall vision. It is this bold straddle of the inbetween that I explore 

in my Creative Project.  That middle space is symbolically the tightrope stretching between 
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order--that which we know--and chaos--that which we don’t know-- that fuels creativity. It is 

the mystery of the unknown that allows us to be artists and create beyond which we are 

comfortable. For a moment, as we spin out of control, shear joy and ecstasy exists that fuels 

our gratification. It is at this exact point where the ordinary has the opportunity to become 

extraordinary, not extraordinary in a fancy or elite way, but rather in an uncharted and 

uncalculated way. As we navigate through this unclear middle ground, a game is played, “now 

you see me, now you don’t.” The eye awaits what soon, will be revealed by this game of hide 

and seek, which defines the Creative Process. 

 

 

 

 

 

 

 

 

 

 

 
 

 

 

 

Figure 2. Pont des Arts and La Seine, Paris, 2012, Lucy Penfield Photograph 
 

Crossing the bridge on a misty morning while travelling in Paris with my daughter, I 

was mesmerized by the repetition of padlocks on the metal railings of the pedestrian bridge, 

Pont des Arts, along La Seine (Figure 2). The padlocks, with messages inscribed on the metal 

face, represent love-struck sweethearts and signify their devotion and secrets as keys are 

tossed into the river. Although each lock was individually symbolic, it was the vast number of 

random locks hanging side by side, which created communal symbolism. Although the 

couples’ secrets were hidden from each other, they were actually at once shared, amplifying 

their mystery and significance. The act of locking the padlock, making a wish and then tossing 
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the key into the river, is similar to the feeling the artist experiences straddling the known and 

the unknown. Lovers in Paris whisper their wish to the wind and take a symbolic leap as the 

key twists and turns and plummets into the river. They may witness a ripple of hope as the key 

moves through the water, eventually settling along the river bottom. And then all is still and 

quiet as the wish disappears; the magic of silence allows for change and transformation.   

 While designing my Creative Project, I felt at times like Petit, the high-wire artist 

straddling two points, and like the Parisian lovers’ key plummeting into the gray river. 

Initially, I began to chart the journey of the creative path, only to be faced with mysterious 

twists and turns challenging my perseverance, design theories and methodology. This was not 

going to be easy—I was both the artist and client. There is nothing more difficult than being 

one’s own client. Since the stakes were high and time was ticking along toward the final 

project class, I planned a Directed Study with my Advisor Roslye Ultan for the final 

preparation. We developed a timeline, discussed interdisciplinary methodology, and took the 

deep dive into Discovery, the first step of my unique Creative Design Process.  

 For twenty years, goal-oriented and project-based thinking has guided me through my 

profession as interior designer. Designing beautiful rooms and enhancing clients’ lives 

through interior design has been my mission. Focusing on the beginning and the end of a 

project has typically been my model. The excitement of starting a new project has been the 

fuel that charged me forward into the realm of imaginative and creative thought. And the 

driving force that guided me through each Creative Project was the magic of the installation--

the completion of the project. Somehow, the finished project took precedence, masking the 

valuable steps along the way. It was time to push my creative boundaries and make the leap 

from designer to artist. Previously, I would move quickly through this messy gray area, bored 

by the middle process while missing valuable insight and opportunity for new discovery. But 

now, it was time for me to forge through the middle to uncover the extraordinary. I am 

interested in this gray area, the middle part of the creative journey that winds with 

uncertainty, muddles through discomfort, and travels through the unknown. I set forth to 

navigate through this tenuous middle state, the inbetween, to ignite creativity, the most 

valuable part of the journey. 
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The Gallery Installation 

 For my Creative Project, I designed an installation in the Architecture and Landscape 

Architecture Library at Rapson Hall (Rapson Library), University of Minnesota. The 

installation used photography, sketches, and 3-dimensional models to illustrate a cross-

disciplinary journey of my own 6-step Creative Design Process. I developed an original 6-step 

process as a result of the diverse curriculum offered within the Master of Liberal Studies 

program. The Creative Design Process, a fusion of systems thinking, integrative thinking, and 

design thinking (three forms of thinking described in Chapter 2), can be used by designers, 

artists or anybody interested in solving a problem or faced with a design challenge. The 6-steps 

include: Discovery, Illumination, Ideation, Experimentation, Evolution, and Celebration.  

 I designed a mirrored-room (Figure 3) and placed it within the larger communal space 

of the Library.  I called it the Discovery Room-- a room of one’s own (a concept borrowed from 

Virginia Woolf and described in Chapter 4) that invited the audience to think, daydream, and 

create acting as the mediator-for reflecting on thoughts and dreams. The mirrored installation 

illumined the inbetween and awakened viewers to explore creative discovery. A curated 

collection of my own travel photographs (Figure 4) were on display, representing a unique 

framed perspective, blurring the past with the present. Small working 3-D models (Figure 5) 

were displayed on Lucite ledges and paired with the travel photographs. The representation 

of varying visual art forms exemplified the creative journey. Mind, body, and place became 

united when imagination, creativity, and innovation were ignited during the creative process.  
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Figure 3. Discovery Room, Scott Gilbertson Photograph 
 

 

 
 

Figure 4. Gallery Wall One-Travel Photographs, Scott Gilberston Photograph 
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Figure 5. Gallery Wall Two & 3-D Models, Scott Gilberston Photograph 
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Chapter 2  

 

Theoretical Influences: 

Developing Critical Thought 

 

 

The creative intersection of designer and artist has taught me to think critically, fine-

tune my voice, and develop my own creative platform. The diverse curriculum including 

cross-disciplinary thinking prepared me for my gallery installation and creative thesis, 

blending critical thought with creative thought. The fusion of both theoretical and visual 

influences inspired and informed my work. Three years ago, I began the program as designer 

and I have blossomed as artist. Adding the theoretical layer and multi-dimensional thinking to 

my creative work has taught me to not just rely on beauty alone. As designer my approach has 

been more linear and goal-oriented compared to the more transformative and fluid creative 

process as artist.   

The two cross-disciplinary seminars, Art & Culture and Art & Sustainability taught by 

Roslye Ultan provided me with a broad bibliography for my research and introduced me to 

philosophers and social activist artists, which informed my creative work. I took courageous 

steps beyond the ordinary to fill my own creative toolbox used to design my gallery 

installation. Expanding my horizons, I learned new business terminology while doing a deep 

dive into Systems Thinking, a holistic approach to understanding the larger system and its’ 

constituent parts. Leading Across Boundaries, a firefly seminar introduced me to Integrative 

Thinking, a cognitive discipline used to listen to opposing ideas and thoughts to help generate 

new ideas. Virajita Singh’s inspiring seminar, Design Thinking & Innovation provided me with 

Design Thinking tools, drawing from principles of all design disciplines to solve systemic 

problems, both large and small and gave me the artistic confidence to make the dramatic shift 

from designer to artist as I prepared for my Directed Study and creative installation. Crossing 

disciplines including business, psychology, art, and design, I learned new theories, and 

expanded my knowledge, which is at the heart of my Creative Project.  
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Theoretical Influences 

 As interior designer, I am a catalyst and agent for change for my clients. Challenged 

daily with close working relationships with clients and team partners, it is imperative to listen 

well, participate openly and welcome new ideas and thoughts, to manifest change and 

transformation. In order to develop artistically, it was vital to research diverse theoretical 

thought and train my critical mind to think beyond what was safe and comfortable.  To feed 

my hungry and curious mind, I studied bibliographies to expand my library, devour new 

theories, and challenge my imagination. Although many social researchers, philosophers and 

artists inspired my work, three have changed the way I think. The intellectual and artistic 

workings of French philosopher, Gaston Bachelard, German researcher and philosopher, 

Sacha Kagan, and social sculpturist, Hildegard Kurt, influenced my work and the 

development of my own Creative Design Process. The intellectual theories and innovative 

ideas from the work of Bachelard, Kagan, and Kurt all reference in some manner the 

uncharted territory—the inbetween, which is at the heart of my creative thesis.  I borrowed 

theoretical threads from these three philosophers to weave together one rich tapestry of 

thought in order to develop my own Creative Design Process based on Relational Aesthetics.  

 

Relational Aesthetics-Blurring Artist, Audience and Art 

 Relational Aesthetics developed by French art critic, Nicolas Bourriaud views art using 

the whole of human relations and the interconnected social context. For Bourriaud, art is at 

the center and all-inclusive not exclusive, the artist is a catalyst and agent of change rather 

than at the center. This holistic and relational view invites participation and interaction, 

creating a social environment (Kim-Cohen.com). I designed my gallery installation using 

Relational Aesthetics as my guide to create a social environment that invited interaction and 

discovery. As artist I was not at the center but rather the catalyst creating visual curiosity and 

theoretical possibility for my audience. 

 

Gaston Bachelard-Daydream and the Poetics of Space 

 Theorist, Gaston Bachelard believes in the power of silence, as he describes as a lyrical 

quality to place, which he says has human-like qualities. Bachelard discovers meaning 

through silence, which he calls the Poetics of Space. Offering an interesting perspective, he 
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believes “poets will help us discover within ourselves”…(Bachelard 199), meaning or insights 

about familiar things; he calls this an extension of our intimate space. Poetry allows us to 

reflect and daydream, he says we learn, grow, and change as we move through the past, 

present, and future. This notion of daydream is something that Hildegard Kurt touches on 

during her classroom silence activity, which she uses to calm the active minds of her students 

in preparation for creative work. Bachelard’s use of daydream and Kurt’s use of silence, inform 

my research on the subject of the inbetween. Bachelard encourages us to read a room, and by 

doing so, we reflect upon ourselves as we take in the room, which is also a quality appreciated 

by the writer, Virginia Woolf, as referenced in her book A Room of One’s Own (discussed in 

Chapter 4).  Bachelard suggests that we observe, look around and take in all that we see and 

feel in a place, and that in and of itself, will inform place. He states, “There is nothing like 

silence to suggest a sense of unlimited space. Sounds lend color to space, and confer a sort of 

sound body upon it. But absence of sound leaves it quite pure and, in the silence, we are 

seized with the sensation of something vast and deep and boundless. It took complete hold of 

me for several moments I was overwhelmed by the grandeur of this shadowy place. It asserted 

itself like a person” (44). Through the practice of creative mediation and silence, I was able to 

do my best creative work. 

 

Sacha Kagan-The Unity of Knowledge Through Trans-Disciplinarity 

 Sacha Kagan argues that the arts can foster aesthetic sensibility on three 

interconnected levels: topics, processes, and values. It is this comprehensive interconnection 

on all levels that makes his aesthetic sensibility so viable. His broad brush embraces cultural, 

social, economic, political, and ecological levels and includes learning, research, collaborative 

work and community service. Kagan’s theory of trans-disciplinarity indicates the relationship 

between the disciplines, across disciplines and beyond all disciplines and can be interpreted 

not a singular but multi levels. Kagan takes cross-disciplinary thinking to a heightened and 

multi-dimensional level. The unity of knowledge, or field of research is very complex whereby 

this theory combines several levels of reality at once, and implies Integrative Thinking 

(discussed in Chapter 4). Allowing unity through diversity, this does not replace disciplinary 

research rather as Kagan describes,  “complements disciplinary research in a new and fertile 

way” (204).   
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Trans-discipinarity crosses boundaries as we take bits from the irrational side of chaos 

and bits from the rational side of order to achieve the warm middle state, the fertile ground 

Kagan describes. This notion of the inbetween traces back to the early eighteenth century 

paradigm of the picturesque, which binds the beautiful with the sublime, commonly seen in 

landscape paintings. As artist, the warm energy of the middle allows me to tap my imagination 

in order to create transformational change for others and me. Step 2-Illumination requires 

trans-disciplinary work to build the foundation and illumine the inbetween for the remaining 

steps in the creative process. Evolution and change is developed in this fertile state. Kagan 

looks to Edgar Morin, a French Sociologist, who believes that imagination is at the heart of 

social and political reality. Morin and Kagan are both interested in the singular as it relates to 

the whole, the unity of knowledge. 

 

Hildegard Kurt-The Art of Shaping 

 Social researcher from Berlin, Hildegard Kurt’s Plastike Techne, is a brilliant way to 

look at the transformation of change, which she says is created through the art of shaping. Kurt 

describes the art of shaping as the magic point where change occurs during the movement 

from chaos to order—the inbetween. Step 3 in my Creative Design Process works through the 

fertile ground to include the unity of all information and knowledge. Similar to the art of 

working with clay, the artist begins with a block of clay and begins to reshape and mold it, and 

the middle stage often becomes messy, unruly and a bit misshapen. Eventually, the clay is 

formed into a work of art, hence, the art of shaping. Kurt’s reference to the messy and unruly 

stage (similar to Kagan’s fertile ground), allows for the opportunity for transformation and 

reshaping. Kurt and Kagan talk about the tension between opposing forces and moving across 

disciplines. The German social activist artist, Joseph Beuys (discussed in Chapter 3) originally 

developed the Plastic Theory in the 1960’s, using unconventional materials and reshaping them 

to make a social statement. For Kurt and Beuys, change is the result of the active flow 

between two opposites: irrational to rational, art to science, and organic to geometric. My 

design process includes this duality, the tug and pull of ideas and concepts used in Step 3-

Ideationa and Step 4-Experimentation. Ultimately, it is the duality of opposition that creates 

and stimulates innovation and change.  
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 Kurt invites us to participate in active silence, similar to a meditation, in order to 

prepare our minds to be open to thought and complex discussion, in this way we become the 

artist. Building on Joseph Beuys’ belief that “every human being is an artist,” (Beuystv- 

YouTube). Kurt declares that thought, which she refers to as form, is developed in the 

invisible mind. So if we think it, we can create it. We must continue training our minds for 

this good work, in order to fine-tune the tools to transform. Kurt also believes that this is not 

new form but form that exists and just needs to be reshaped. Intrigued by the reshaping of 

form, I explored Kurt’s theory during Steps 3 and 4, building models and prototypes and 

resizing and shaping the collection of geometric shapes in the Discovery Room (discussed in 

Chapters 4 and 5). 

  Using Relational Aesthetics as my theoretical foundation to design and install my 

Creative Project, allowed me to build upon this holistic and human-centered view, be a 

catalyst for change and provide a social environment that illumines the inbetween and ignites 

creative discovery. As master weaver creating a rich tapestry, I borrowed theoretical threads 

from Bachelard, Kagan, and Kurt to weave together my own Creative Design Process, 

intertwining poetics of space, trans-disciplinarity, and the art of shaping. The theoretical sounds 

of silence align with the physical properties of developing and exploring the inbetween to 

create change. 
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Chapter 3 

Artistic Influences: 
Looking Beyond the Obvious 

 
 

What we seek, at the deepest level, is inwardly to resemble, rather than physically to possess, the objects 

and places that touch us through their beauty. 
        -Alain de Botton 

 

 

John Burroughs-Active Observation of Art and Culture 

The American naturalist and essayist from the late 1800’s, John Burroughs, invites us 

all to saunter and wander in nature, look around, and notice the small things, the unexpected. 

Burroughs talks about how the eye is informed but is sharpened by thought and the sharper 

the eye the more we discriminate and become active observers. As we look with keen eyes we 

begin to notice more, and thus have greater appreciation for our environment. Burroughs 

says, “So far as seeing things is an art, it is the art of keeping your eyes and ears open…The 

observer puts all the powers of his mind in perception; every faculty is directed outward; the 

whole mind sees through the eye and hears through the ear (in Walker 8).” While doing 

research, I used Burroughs’ keen sense of active observation to view art, sculpture and room 

installations in a new way. Using a more critical eye, I was able to further develop my skills of 

observation to look beyond the surface, to find meaning and insight. Attending gallery 

openings, museum exhibits and studying artists and their work was instrumental in my 

learning to become a more active observer. 

 

Artistic Influences-Inspired by the Visual Arts 

During my undergraduate studies in interior design and art history I developed a 

curatorial eye and a love for art and all things beautiful. Over the last thirty years I have 

embraced unique opportunities to better hone these skills while challenging my design eye. A 

few years ago, beginning to feel musty and unchallenged by the safe routine of good design 

(creatively average, not memorable design), I was searching for a design-lift to acquire new 

thoughts and innovative ideas. This quest for creative stimulation and discovery lead me to 
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the Liberal Studies Program to expand my horizons and study unfamiliar artists of today, 

revisit established artists and discuss new theories built upon age-old traditions as well as 

learn new provocative art theory. Our culture was changing and I was ready to dive into this 

curious state of flux. My first seminar, Art and Culture was an intense immersion into the 

analytical observation of art and culture. Exposed to a plethora of books, I acquired new 

terminology, and began my research of artists who teach, inform, lead and make a difference. 

I was specifically looking for artists as agents of change.   

 The visual arts, including art, sculpture, photography, design, architecture, video and 

film, are conduits for transporting the audience through time. Whether consciously or not, we 

interact with visual art forms and find ourselves being swept away. The artist masterfully 

invites the spectator to momentarily depart the present state and enter into the art realm. We 

are invited to become active participants with the art form and thus, magically, have a 

conversation with the art. It is as if we, the spectators, are the artist’s alter-ego. My gallery 

installation combined visual arts inviting conversation and discovery. Immersed in the art 

world, I continued to study visual artists from all art forms with diverse stylistic and 

philosophical perspectives. Sparking my own curiosity and imagination, I began to experience 

self-discovery, shifting from designer to artist, as I explored ideas for interactive participation. 

Although many artists influenced my work, the ones who made the greatest impression  

on me were artist Marcel Duchamp, social activist artist Joseph Beuys, conceptual artists 

Christo and Jeanne-Claude, artist Goshka Macuga, and film-maker Woody Allen. 

 

Marcel Duchamp-Abstracting and Reflecting Shape 

 Marcel Duchamp (1887-1968), a French-American painter and sculptor, described artist 

participation this way: “All in all the creative act is not performed by the artist alone; the 

spectator brings the work in contact with the external world by deciphering and interpreting 

its inner qualifications and thus adds his contribution to the creative act” (77-78). Duchamp 

was known for being unconventional and exploring his own path. His Portrait of Chess Players, 

1911, (Figure 6) represents geometric shapes abstracted and shown in multiple views using 

fractured shapes. It is unclear where the shapes begin and end, almost appearing as they 

continue and multiply to infinity. 
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Figure 6. Marcel Duchamp, Portraits of Chess Players, 1911 

marcelduchamp.net/Portrait_of_Chess_Players.php 

 

 

 

 

 

 

 

 

 

 
Figure 7. Marcel Duchamp, Nude Descending a Staircase, No. 2, 1912 

marcelduchamp.net/Nude_Descending_a_Staircase.php 
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 Duchamp’s modern classic, (Figure 7) Nude Descending a Staircase, No. 2, 1912 explores 

the abstraction of the figure’s movement in monochromatic browns and ochre, creating 

rhythm. Duchamp plays with the static quality of movement through repetition of conical 

shapes suggesting a figure descending the staircase. I chose to explore the visual aesthetic of 

infinity using geometric shapes reflecting in the mirrors of my Discovery Room. The 

monochromatic use of Duchamp’s browns and use of shadow make this painting evocative, 

which roused my interest in playing with neutrals using a hint of color as an accent for my 

own installation.  I chose to use black and white with an accent tint of the color peacock. The 

blurring together of audience and art, as described by Duchamp, and the manipulation of 

shape and form became the creative intention for my installation in order to spark the 

imagination and create discovery. I valued how, during my own visits to the gallery as 

spectator, I would transcend in time to connect deeply with the art, igniting the gray area, the 

inbetween. 

 

Joseph Beuys-Acting as Agent for Change 

  In the 1960s social activist artist, Joseph Beuys, developed the term social sculpture to 

express his conviction that art has the ability to transform society. Beuys believed that society 

as a whole is one large work of art to which each person creatively contributes. As mentioned 

in Chapter 2, he also developed the Plastic Theory, using and reshaping (like Kurt) 

unconventional materials to make a social statement. He believed that decisions and actions 

should be deliberate and consciously thought out in order to contribute to a sustainable 

future for our society. Social sculpture includes physical structures and objects, as well as 

language, thought, and action through artist involvement and audience participation. I created 

my installation as Social sculpture which invited audience interaction and curiosity with the use 

of reflecting mirrors and geometric shapes within the Discovery Room and models displayed on 

Lucite ledges along Gallery Wall Two. 

Beuys’ 7000 Oaks, drew spectators in as participants just like Christo and Jeanne-

Claude’s The Gates in Central Park, New York City (discussed later in this Chapter). Beuys’ 

environmental-action project in Kassel, Germany, inaugurated at Documenta 7 in 1982 and 

lasted five years. The environmental project physically changed the landscape with tree 

plantings by improving the city while developing a community effort and partnership. 
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Brought from a quarry thirty miles away, basalt markers were paired with each tree. The 

planting of 7,000 Oak trees was a symbolic beginning, an element of regeneration, which 

represented environmental and social change.  Beuys’ visionary work, involving people, 

places, and social issues explored the transformative powers of art and the artist. He saw that 

each tree was a monument, a living part, as a symbol to life, art, and culture. Dia Art 

Foundation provided the initial financing of the project and today it still continues today in 

New York City. The project became an educational outreach program and encouraged urban 

awareness and involvement. People were invited to participate on several levels by planting 

trees as well as walking among them, a form of social action. Like Beuys 7000 Oaks, it took a 

team to install my temporary gallery installation. The Discovery Room, an 8X10 finished room, 

was partially constructed off-site and completed on site by two skilled carpenters who 

carefully installed 208 individual 12X12, mirrored-tiles on the plywood sub-structure of the 

walls and floor. My design team of four, including me, curated and hung the photography, 

displayed the working 3-D models along the ledges, and arranged the geometric forms in the 

Discovery Room. Gallery construction details and installation will be discussed in Chapter 5.  

 
 
 

 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 

 
Figure 8. Joseph Beuys, 7000 Oaks, Kassel, Germany, 1982-1987 

web.mit.edu/allanmc/www/cookebeuys.pdf 
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In support of the theory of Relational Aesthetics (mentioned in Chapter 1), Beuys is a 

catalyst and agent for change. Influenced by the 1960’s Fluxus Movement, (a group of 

International artists blending different artistic mediums and disciplines), Beuys was intrigued 

by the idea of flow and process. He believed that the personal experience between art and 

audience has the power to move us, and that it brings about change through the interactive 

relationship. The experiential quality of Relational Aesthetics becomes more memorable than 

just viewing art the traditional way within museum walls. Beuys’ work is an example of social 

sculpture as it brings about anthropological relationship between people and the landscape. 

He states, “Creativity, to him, was a science of freedom. All human knowledge comes from art; 

the concept of science has evolved from creativity. And so it is that the artist alone is 

responsible for historical awareness; what counts is to experience the creative factor in 

history. History must consequently be seen sculpturally. History is sculpture” (Beuystv-

YouTube). 

Philosopher Yi-Fu Tuan describes visual prominence that is created when place is 

dramatized, as shown with Beuys’ 7,000 Oaks.  Tuan believes there exists an evocative power of 

art and architecture, arguing that, “We design space to create place. Beuys’ work in Kassel, 

Germany transformed space into place through the planting of 7,000 oak trees. “Human 

places become vividly real through dramatization. Identity of place is achieved by dramatizing 

the aspirations, needs, and functional rhythms of personal and group life” (178).  

 Offering multi-level interpretation, and interactive participation, social activist artist 

Beuys inspired me to understand the complexity of the environment as he made visible the 

link between art and culture (demonstrating Kagan’s theory of trans-disciplinarity). Beuys’ 

work inspired me to look at how I can reshape and transform new ideas and discover 

possibility in my own work. His visionary work involved the efforts of the community and 

became memorable events, a goal I strived for with my installation. 

 

Christo and Jeanne-Claude-Framing Perspective with Art and Landscape 

 The Gates, Central Park, New York City, 1979-2005, by Christo and Jeanne-Claude, 

husband and wife team, was a monumental environmental art installation of 7,503 vinyl gates 

with free-flowing nylon saffron colored fabric panels anchored to steel bases. Christo and 

Jeanne-Claude’s installation spanned 23 miles of walkways, over the duration of 16 days and 
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drew in thousands of spectators to be actively engaged, to stop and pause and then perhaps 

continue on through the park or participate by walking through The Gates. The light filtered 

between The Gates, created shadows as the fabric billowed in the breeze, making for an 

unforgettable and beautiful sight.  W.J.T Mitchell, distinguished professor of English and Art 

History at the University of Chicago, describes the experience of walking through The Gates 

this way: “This formal feeling of the whole in the part is what arrests and entices the beholder 

simultaneously, one moment urging the walker to stop at each gate, to use it as a frame for a 

new vista, to pause and reach up to the saffron veil just high enough for an adult to reach on 

tiptoe, and then to be propelled onward, to stride through” (Harris and Ruggles 42). This 

dialectic conversation between framing and sight and site reveals the visibility and invisibility 

of landscape. And it is this tension between sight and site, which creates new and exciting 

visual perception and keeps the viewer wanting more. Christo and Jeanne-Claude explored 

the duality of opposing forces adding an interesting dimension to their work. 

 

 

 

 
 
 
 
 
 
 
 
 
 
 
 
 

 
Figure 9. Christo and Jeanne-Claude 

The Gates, Central Park, New York City, 1979-2005 Photograph by: Wolfgang Volz 
christojeanneclaude.net/projects/the-gates#.Uwqw03mNtmw 
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 Christo and Jeanne-Claude designed grand works of art to create joy and beauty. Their 

environmental works became public art events, communal projects between artist and 

audience, both during construction and after. Although planned to be temporary, the projects 

became quite a feat of engineering. It is just breathtaking to imagine the monumental scale of 

The Gates, which included a vast number of drawings, scale models and preparatory works. 

 Mitchell describes The Gates as a beautiful framing of the landscape, which he calls 

“showing seeing…they make seeing show itself, put it on display, and make it accessible to 

analysis” (Harris and Ruggles 9). He likens it to the eighteenth century Claude Glass (a hand-

held framed glass, often tinted) used for framing and viewing the subject. Used to manipulate 

the vision, the Claude Glass altered the viewer’s perspective, similar to the way Christo and 

Jeanne-Claude manipulated the framing of the landscape with 7,503 vinyl gates. Mitchell 

describes how artists direct the view of the audience, noting, “vision is neither simply a 

phenomenon of the eye and the mind, nor is it a pictorial representation created to mimic or 

analyze the visual experience. Vision is instead a three-part entity in which viewer, viewed, 

and space together constitute the visual field existing always in a state of tension” (Harris and 

Ruggles 15). The art of showing seeing is exactly what I set out to do with the installation 

through my collection of photographs, process journals, working models and prototypes. 

Inspired by the art of framing and the age-old use of the Claude Glass, I used mirrored walls 

and floor in the Discovery Room, to manipulate the viewers’ perspective. This three-part entity 

that Mitchell describes is represented in my installation as well. 

 

Goshka Macuga-Weaving the Artist Story 

 Polish born artist Goshka Macuga created It Broke From Within, 2011, a multi-media 

installation at Walker Art Center, which received international acclaim. The centerpiece of 

the exhibit, a wall-to-wall tapestry representing the white pine Chippewa National Forest in 

Minnesota, in which Macuga interspersed a collage of figures and symbols, was unforgettable. 

Representing the history of Walker Art Center and the broader complex history of the United 

States, the large black and white tapestry hung magnificently on the back wall of the gallery. 

The creative installation by Macuga was a weaving of past directors, Tea Party activists, a U.S. 

soldier on his return from Vietnam, and the artist herself, which invited me to find meaning 

with the symbolic representation of past and present. As a symbol for American Democracy, I 
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felt as though I was woven right into the inner threads as I found my own meaning and 

personal connection to the work of art. If the forest can survive the logging of 1882, so can I 

survive the social complexities of today. 

  

 

 

 

 

 
 

 

 

Figure 10. Goshka Macuga, It Broke From Within, 2011 
walkerart.org/calendar/2011/goshka-macuga-it-broke-from-within 

 

 Approaching the tapestry, I felt dwarfed by its magnitude, as though I was only a speck 

of sand against the looming forest. Macuga drew me in like a magnet, slowly pulling me back 

in time. Face-to-face with this gigantic wall tapestry, I lingered and sauntered inspired by 

Burroughs active observation. Challenging my mind and curiosity, which was the feeling I was 

hoping to provoke from my own audience. I began sketching ideas for a full-scale installation 

for the, a room to be constructed of walls and floor(no ceiling) that would sit proudly within 

the gallery space, inviting the spectator to approach it with curiosity. Admiring Macuga’s large 

scale black and white image on the back wall of the gallery inspired my work as I developed 

prototypes and working models using a large bold image to draw the viewer into the work.  My 

experience viewing this work of art reconfirmed that I get to choose my own creative destiny 

and weave my own tapestry—a tapestry rich with creative ideas, personal relationships and 

stories.  
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Woody Allen-Juxtaposing Past, Present and Future 

 Woody Allen’s film Midnight in Paris, 2011, a brilliant masterpiece of time traveling, 

provoked me to study how the artist transports the audience through time and self-discovery. 

Gil, played by Owen Wilson, Allen’s alter ego in the film, struggles to find himself as writer 

and romantic and travels to Paris with his fiancée. Drawn away from present time, the magic 

and romance of Paris lured him subconsciously into the Golden Age of the Roaring 20s, with 

the likes of Ernest Hemingway, F. Scott Fitzgerald and Cole Porter, serenading him deeper 

into sub consciousness. Masterfully blurring fact, fiction, story, and reality, Allen created an 

ambiguous, imaginative journey through time. Through the subconscious mind, Gil moved 

forward and backward in time, almost as in a daydream (to reference Bachelard). 

 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 

 
Figure 11. Midnight in Paris, 2011, Written and Directed by Woody Allen 

Roger Arpajou/Versitil Cinema & Gravier Productions, Courtesy of Sony Pictures 
http://www.aceshowbiz.com/images/still/midnight_in_paris08.jpg 

 
 This disturbing and confusing crossover from one time to the next (a compelling force 

with many of Allen’s films) sparked my intrigue with time travel, inner discovery and self-

exploration. This film inspired me to add a new research lens to my quest for igniting 
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imagination and creativity. Relating to Gil as the struggling writer, I was experiencing my own 

creative struggle moving from a linear-minded designer to a more organic and explorative 

artist. Like Gil, I too sought to explore an imaginative journey through time. During my trip to 

Paris in the fall 2012, I was lured by the romance, feeling like Gil being swept away by the 

spell of Paris. Experimenting as photographer, I framed architectural treasures while 

capturing the spirit of the city as part of my creative journey. Looking through the lens of my 

Cannon SLR, I snapped away ferociously, manipulating perspective by juxtaposing past and 

present. Arriving before the crowds appeared, I magically captured The Louvre looking 

through The Pyramide du Louvre and instantly knew I would use this image as part of my 

installation. 

 

 

 

 
 
 

 
 

 
 

 

 
 

 

 
 

 

 
 

 

 
 

 

 
 

 

Figure 12. Pyramide du Louvre & Musee du Louvre, Paris, 2012 

Lucy Penfield Photograph 
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My Gallery Installation-Sparking Imagination and Creating Discovery 

 The preparation leading up to the final installation required lengthy artist research, 

vast hours of design time and deep theoretical contemplation. All of the back-story and 

creative process was necessary to create a memorable installation. These great artists and their 

incredible works of art inspired and prepared me to create my own installation. While 

studying art on the two-dimensional page and viewing it first-hand in the gallery, I found 

myself slipping into a dream-like state. These daydreams, philosopher Bachelard says, 

“transport the dreamer outside the immediate world to a world that bears infinity” (Danze and 

Sonnenberg 214). Bachelard ponders French poet Charles Pierre Baudelaire’s use of the word 

vast in regard to immensity, stating that “man’s poetic fate is to be the mirror of immensity; or 

even more exactly, immensity becomes conscious itself, through man. Man for Baudelaire is a 

vast being” (Danze and Sonnenberg 221).  Baudelaire was influential as an evocative poet and 

art critic of the nineteenth century. Summing up, I wove together my own story, borrowing 

artistic threads from Marcel Duchamp, Joseph Beuys, Christo and Jeanne-Claude, Goshka 

Macuga, and Woody Allen. I became the daydreamer, exploring Baudelaire’s poetic fate, the 

inner immensity, in an installation that included:  

• blurring audience and art,  

• abstracting and reflecting shape,  

• using time travel, juxtaposing past, present and future,  

• weaving the artist story,  

• reshaping and transforming ideas,  

• framing the perspective,  

• creating a communal event,  

• constructing a temporary installation,  

• acting as change agent,  

• sparking imagination, and 

• creating discovery.  
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Chapter 4 

 

A Creative Design Process: 

My Journey from Discovery to Celebration 
 

 

Gaining Confidence: Designer Blossoming into Artist 

 A Room of One's Own, by Virginia Woolf, inspired my creative work with her bold and 

articulate invitation for women to leave the common room and find a room of one’s own. Woolf 

ascertained that something powerful happened to women as they go into a room to write. She 

said that women have spent so much time inside for centuries that the walls are infused with 

their creative energies. As if the room came alive, Woolf described it as having personifying: 

“they are calm or thunderous; open on to the sea, or, on the contrary, give on to a prison yard; 

are hung with washing; or alive with opals and silks; are hard as horsehair or soft as feathers” 

(87). Akin to Bachelard’s book Poetics of Space, Woolf’s A Room of One's Own invites the reader 

to reflect on our own thoughts without reservation. Hence, I set forth to do just that with my 

Discovery Room, which became a self- expression of my creative journey with images reflecting 

in the mirror-tiles to infinity, as if the walls could talk (and tell my story). 

 Equally influential, Edith Wharton, one of the first women decorators of the early 

1900s and a Pulitzer-Prize winning novelist, believed in the harmony of design. Wharton said, 

“Decorative art is not an exact science. The decorator is not a chemist or physiologist; it is part 

of his mission, not to explain illusions, but to produce them. Subject only to laws established 

by the limitations of the eye, he is the master of the domain of fancy, of that pays bleu of the 

impossible that is his privilege to throw open to the charmed imagination” (39). For Wharton, 

the decorator’s mission was to enhance lives by transforming space into place (just like 

Bachelard). Influenced by Wharton’s pursuit for creative excellence, I continued to push 

myself to create imaginative work shifting from designer to artist. The mirror-tiled room 

within and my large-scale photographs were designed to provoke curiosity and discovery and 

produce illusions (as proclaimed by Wharton).  

 During my three-year long graduate study I was constantly reminded of the influential 

work of Woolf and Wharton as I floated between designer and artist, going through my own 

transformative change. Experiencing this creative transformation, I felt like Philippe Petit, the 
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high-wire artist faced with both certainty and uncertainty, as I navigated through the journey 

of my creative work. Colum McCann describes the high-wire artist in his novel, Let the Great 

World Spin, as he loses himself on the wire, “There was an arrogance in it, he knew, but on 

the wire the arrogance became survival. It was the only time he could lose himself completely” 

(240). It was as if the tight-rope walker’s very existence became neutral, neither here nor there. 

This was the same unsettling state of flux and discomfort that I felt as I shifted from the 

confidence of designer to the temporary insecurity of blossoming artist. For me it was an 

undefined territory, the inbetween. Eventually just like the tight-rope walker who reached the 

other side, I blossomed as an artist with confidence. Ironically, I personally experienced 

exactly what I was hoping to physically represent in the installation. During the tentative state 

of flux, I used my new confidence-building toolkit from Harkins’ seminar, Designing 

Professional Futures, to ground me, including: daydream and meditation exercises, journal 

writing and sketching ideas. Rosamund Stone and Benjamin Zander’s book, The Art of 

Possibility, was an uplifting source. Stone says we each have a blank slate in which to create 

and define ourselves, transforming our own world. She describes the field of light, the creative 

spark that we have as artist, which ignites positive thought and possibility. Drawn to this field 

of light, I felt a spark ignite within as I began to develop my own Creative Design Process.  

 

Process Journals: Telling the Creative Story Through Discovery 

 My Creative Design Process began with my journals. The art of journaling is 

something I have been doing for a lifetime, but for the last few years I have filled pages and 

pages of sketchbooks with doodles, quotations, theoretical concepts, artistic influences and 

idea sketches. Travelling with a journal allowed me to document creative ideas and concept 

sketches along the way. Refer to Part II, which contains sample pages from my process 

journals, which document a chronological progression of class notes, peer discussions and 

inspiration, which helped me to uncover theoretical underpinnings within my work.  Initially 

my ideas seemed random and disorganized on paper, but upon further study and analysis, I 

found a common thread between seemingly unrelated things--the gray area--the middle state 

between the unknown and known.   The initial journey began with my quest to understand 

the creative process, but this became a more difficult task than anticipated.  The creative 

process is hard to define, and is experienced differently for each person. As Jonah Lehrer in 
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his book, Imagine, described, “It’s often only at this point, after we’ve stopped searching for 

the answer, that the answer arrives. (The imagination has a wicked sense of irony). And when 

a solution does appear, it doesn’t come in dribs and drabs; the puzzle isn’t solved one piece at 

a time. Rather, the solution is shocking in its completeness. All of a sudden, the answer to the 

problem that seemed so daunting becomes incredibly obvious. We curse ourselves for not 

seeing it sooner” (7). This was exactly the state in which I found myself, straddling that gray 

middle, (it was as if I was my own guinea pig).  

 

Framing a View: The Three-Part Entity of Vision 

 The aha moment occurred for me while flipping through and studying the pages in my 

process journals. I realized that I was framing my thoughts and images in the same way that I 

viewed subject matter through the lens of my Cannon SLR (Single Lens Reflex) camera. The 

images on paper and the images framed by my viewfinder represented similar principles of 

bridging time, past, present, and future. Full of intrigue, curiosity and possibility, I studied 

my photographs to find a common denominator, meaning and insight and hence began the 

unfolding of my creative journey. Inspired by culture, art, architecture, design and color my 

travel photographs from England, France, Italy, and Morocco represented this blurring of 

time and place. Time seemed to crisscross and overlap as I framed ancient architecture with 

modern sculpture beyond and reversely, modern art looking beyond to ancient architecture. It 

was this tension and juxtaposition between the two that became intriguing and creatively 

exhilarating. I became interested in the relationships between form, framing and view. The 

three-part entity of vision became the backbone to my installation. 

 

6-Step Creative Design Process: A Fusion of Design Thinking, Systems Thinking,  

and Integrative Thinking 

 Creative work is organic and has a life of its own. As designer working in a creative 

field, I have experienced first-hand the reality that creativity can just happen, and that it cannot 

always be forced. But can we help it happen in an intentional way?  That is what I sought to 

find out in the Design Thinking and Innovation seminar taught by Virajita Singh. During this 

seminar I developed my own 6-step Creative Design Process to provide an organized 

approach to the organic and fluid nature of creativity. My approach was a fusion of:  
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• Design Thinking,  

• Systems Thinking, and  

• Integrative Thinking.   

 Design Thinking is non-linear thinking. In his book, Change by Design, Tim Brown, 

CEO of the design firm IDEO, notes that “people who practice design thinking rely heavily 

upon imagination, insight and inspiration” (169) and that “design is about delivering a 

satisfying experience . . . about creating a multipolar experiences in which everyone has the 

opportunity to participate in the conversation” (192). Design Thinking is collaborative working 

with people across departments practicing different roles and points of view. The step-by-step 

process of Design thinking inspired me to clarify my own steps used during the Creative 

Process, allowing for greater success and innovation.  

 Systems Thinking, a holistic approach to thinking strategically is more business-

minded. By means of Systems Thinking I learned to use relationship maps, system diagrams, 

and modeling tools to develop ideas and generate new thoughts. Step 2 Illumination and Step 

3 Ideation explore tools from the Systems Thinking toolkit.  

 Integrative Thinking described by Roger Martin in his book, The Opposable Mind, as 

“The ability to face constructively the tension of opposing ideas and, instead of choosing one 

at the expense of the other, generate a creative resolution of the tension in the form of a new 

idea that contains elements of the opposing ideas but is superior to each” (15). This is the 

quintessential quality of creativity and innovation: to dream up a new solution or idea as a 

result of blending together many great ideas. Step 3 Ideation, Step 4 Exploration and Step 5 

Evolution exhibit Integrative Thinking.  

 Step 6 Celebration is the coming together of all three: Design Thinking, Systems 

Thinking, and Integrative Thinking. It showcases the best of each of these practices. 

 

My Unique 6-Step Creative Design Process 

 The Creative Design Process can be used by anybody faced with a design challenge or 

interested in solving a problem. It took fifty years for scientists to validate Higgs boson, the 

elusive God Particle, that is the key to the working universe. These scientific forces of Higgs 

boson, like a puzzle, are mysterious, electromagnetic fields that can be compared to the 

undefined and vague process of the creative journey. Magically, creativity sometimes just 
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happens. It takes time, exploration and experimentation to make innovative discovery. To 

make some sense out of the puzzle of creativity, I developed my own 6-Step Creative Design  

Process, which includes: Discovery, Illumination, Ideation, Experimentation, Evolution, and 

Celebration. As shown in the diagram below, the steps overlap from one to the next and move 

back and forth in a fluid and organic manner. 

       
Figure 13. The Creative Design Process Diagram 

 

Step 1: Discovery 

 Discovery is a provocative invitation to bring feelings and thoughts to the surface. 

Active observation is the essence of discovery as the mind senses and body senses come 

together. Today, innovation expert, David M. Kelley, Founder of IDEO, asks us to turn up the 
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super active part of our brain, to put the brain on high alert (David Kelley-YouTube TED 

Talks). The discovery process requires patience, perseverance, good listening and observation 

skills. I filled many process journals with sketches and theoretical influences and spent 

countless hours of research during this first step of the process, spanning two years of my 

graduate studies. Considered the foundational step, all else can be built upon it once a solid 

footing is established through research, interviews, and process journals. This blue-sky phase 

where anything and everything is possible is my favorite part of the process.  

 

Step 2: Illumination 

 Illumination is the fusion of the memory of antiquity, the pleasures of today, and the 

reverie, longing, and daydreams of tomorrow. Weaving threads of information and interlacing 

time periods, the artist is well on the road to imaginative and creative thought. The challenge 

or goal rises to the surface and is identified as the artist gathers new information, searches for 

meaning, and interprets the discovery. Unexpected insight usually occurs at this stage. 

Considered a significant step in the process, Illumination sheds light on important 

information and questions are answered or further developed. I studied my travel 

photographs for common threads of inspiration and began to develop my 6-Step Creative 

Design Process during this phase. 

 

Step 3: Ideation 

 Ideation is a result of this creative inner immensity (as described by Bachelard and 

Baudelaire) within us, the infinite possibility that leads us to creative imagination. Creative 

brainstorming results in mind maps, doodles, sketches, word associations, storyboards, and 

collages to fill process journals. Ideation and the next two steps, Experimentation and 

Evolution, are dynamic, intertwined and exciting. It is not always clear what step the artist is 

actually working within at any given moment. Just like the Creative Design Process, the artist 

moves to and from each step, navigating the inbetween, the gray and undetermined state. The 

Ideation stage for Kagan is the fertile ground, and for Kurt, where the Art of Shaping occurs. 

To quote William Butler Yates: “People who lean on logic and philosophy and rational 

exposition end by starving the best part of the mind” (Brainyquote.com). During Ideation, I 

sketched like a mad woman developing room layouts for the gallery installation, preparing 
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color studies using markers and collage, and practiced word associations using mind map 

techniques. My head was creatively spinning day and night. 

 

Step 4: Experimentation 

 Experimentation, the most innovative step, takes us into the deep hole of possibility. 

Practicing integrative thinking is at the heart of this step, blending opposing ideas, 

considering crazy thoughts and bringing it to life.  Two-dimensional ideas develop using 

three-dimensional models. This process involves detailed sketching, building prototypes, and 

producing rough unfinished versions of the design. I stocked up with art supplies and 

practiced my skill at building, gluing and constructing small models of the Discovery Room. I 

continued to explore with color, scale, and proportion with geometric forms. During this 

phase, I experienced a happy accident, which resulted in the idea for the mirrored-tile walls 

and floor in the Discovery Room. I used reflective Mylar as a backdrop in one of my models and 

was fascinated by the forms reflecting to infinity. There was no turning back.  

 

Step 5: Evolution 

 Evolution is moving through pandemonium to reach a calm place of order, a place of 

transcendence. To quote Isaac Asimov, “The true delight is in the finding out rather than in 

the knowing” (Goodreads.com). This phase builds upon experimentation, using tools to refine 

and adjust prototypes, and curate ideas, while the artist still keeps the imagination fire 

burning. Sometimes it is difficult to know if the artist is in the experimentation or evolution 

stage, and moving to and from these steps is a natural occurrence. Importantly, this is the 

critical time to get feedback, test the models, and continue taking risks. The artist’s work is 

about to be presented and installed, it is now the time to pull out all the last stops to create 

the best work possible. I could see the light at the end of the creative tunnel and I was beyond 

giddy with excitement. I prepared my final model for the Discovery Room and made my last 

edit for the gallery wall of photographs. I was ready to prepare for the installation. I purchased 

the 12X12 mirrrored-tiles, lumber, paint, and construction materials. Signage materials, 

posters and artist cards were ordered.  
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Step 6: Celebration 

 Celebration is the time to unveil the artwork, launch the event, and produce the show. 

Although our creative journey is never quite finished—there is always room for change, 

growth, and refinement--this is the time to celebrate the artist’s achievement.  Magic occurs as 

all the creative steps come together. I was ready to prepare for the final installation: hang the 

photographs, build the Discovery Room, and place the models and sketches on display on the 

Lucite shelves. The 6-Step Creative Design Process is fully illuminated during this step. It was 

finally time to put the icing on the cake and enjoy the celebration as I launched the gallery 

show at Rapson Library. We were open during Library hours for all students, faculty and 

visitors to observe and interact with the installation, inviting curiosity and creative possibility.  

 

The Gallery Installation 

 The gallery installation, Igniting the Inbetween, was a visual representation of my unique 

6-Step Creative Design Process, including: photography, three-dimensional models and the 

Discovery Room to illuminate the creative journey from designer to artist. Inspired by both 

Woolf and Wharton, I created a room of one's own, the Discovery Room to ignite curiosity.  

Defined by Merriam-Webster, to ignite, means to set fire, to arouse passions, or to excite. The 

seductive quality of arousing passion offers a provocative invitation to bring to the surface 

ideas and thoughts that might otherwise be suppressed. Setting fire to my own imagination 

inspired me to arouse creative discovery in others. 
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Chapter 5  

 

The Gallery Installation:  

Step by Step 

 

 

 

Planning the Installation 
 As earlier noted, I orchestrated the gallery installation, Igniting the Inbetween at Rapson 

Library. By contrast to The Gates, my installation was five days long not 16, spanned 1,000 

square feet not 23 miles, and drew in 100 spectators not thousands. Experienced with 

installations for my own interior design clients, I was familiar with the details involved with 

planning and coordination. However, I had never done a temporary installation in a public 

space like Rapson Library, so the learning curve was daunting. Each new installation offers its 

own challenges and frankly, this was a unique and complicated installation.  

 Three months in advance my advisor, Roslye Ultan introduced me to Arts and 

Architecture Librarian, Deborah Boudewyns, who graciously agreed to show my work for a 

week in January 2014. We discussed the logistics for set-up, display, lighting, gallery hours, 

and space requirements. Marching full speed ahead, Roslye and I mapped out a calendar plan 

for the remaining Directed Study, I hired a contractor to assist me with the Discovery Room 

construction, requested price bids for printing and mounting large scale photographs, 

recruited my installation team, contracted graphic designers to assist with the artist 

monograph, and preserved time for the coordination, construction and set-up of the 

installation. It took a talented team for whom I am forever indebted; their patience, 

perseverance, attention to detail, and never give up attitude made it all possible. Each person 

was involved in some manner of the Creative Design Process and became an integral part of 

the Celebration. I am grateful for the talent and creative contribution of my design team, 

advisor, library staff, delivery concierge, carpenters, and gallery photographer.  

 The last four weeks leading up to the show were hectic, juggling a busy work load at 

my design studio while also pressing hard toward the gallery deadline. I used the break 

between semesters to prepare for the January installation, make my final photography s edits, 

and design the monograph. Developing sketches for the gallery layout, building prototypes for 

the Discovery Room, and fine-tuning photo crops and the overall dimensions for the two 
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gallery display walls, kept me extremely busy. This intense design fervor and final curatorial 

work was the most enriching part of the Design Process.  Brimming with a feeling of 

excitement, everything and anything was possible. Late nights proved to be my most 

innovative time for ideation. I found that making a mock-up wall in my house was the most 

successful way to determine the placement and adjacency of the photos. I cut out small-scaled 

photos, taped them up and critiqued hours upon hours to get the layout just right. Two weeks 

before show time, I developed the calendar of events, collected all construction materials and 

supplies and secured my support team. The hardest work was yet to come. 

 Coordinating the logistics was like putting together a puzzle.  Mapping out delivery 

times around the library hours and University restrictions was challenging and lobbying the 

“man-power” to make it happen was overwhelming. At times, I was in over my head. Both 

professionally (managing my studio and demanding client projects) and personally (single 

parenting), my plate was full. In fact I was juggling many spinning plates at once in order to 

make the installation successful. Balancing the stress of too little time, not enough sleep and 

feeling pulled in nine directions created tension and heightened emotion. I decided not to 

cave in to the pressure, but rather seize the moment and channel the creativity in a positive 

way.  I believe that the final installation was creatively more exciting due to the rigor and 

intensity. I wanted to perform my best.  

 

The Installation 

 Monday, January 13, 2014, was installation day and the week leading up to that was 

frenzied, due to putting the finishing touches on every detail. Thomas Reprographics printed 

the eighteen large format photographs and the 8’x10’ photo-mural for the Discovery Room on 

white ultra-board (thick, hard mounting board) with a black edge and back. The quality of the 

photographs would be sharp and brilliant, sturdy enough to withstand handling and allow me 

to reuse them after the show. On that final Friday, it was exhilarating to see all the 

photographs lined up like soldiers in the printing studio waiting for the ink to dry. My jaw 

nearly dropped when I rounded the corner from the reception area of the print shop to see 

the 8’x10’ mural, displayed on top of the commercial print station. The exuberant feeling was 

indescribable: three years of work was coming together and I could see the light at the end of 

the tunnel. I could manage transporting the smaller 2’x2’ and 3’x4’ prints in my car but the 
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larger prints required hiring a commercial delivery service to handle the photo-mural. This 

was just one of the many curve balls fired my way.  

 Thomas Reprographics also printed the photo labels for the gallery walls, 5x7 artist 

cards and 11x17 posters to be placed in McNeal Hall, Rapson Hall and International Market 

Square (my office building). I was pleased with the quality of the printed materials. Although I 

had to print several sets of Artist Cards due to incorrect information, it was well worth the 

added expense. Late mailing out the invitations to my guests, I used social media to spread the 

word. This was all part of the learning process. 

 A week to go and I was still on the hunt for a large sphere for the Discovery Room. The 

sphere is the purest form, representing the universe and a compliment to the dome ceiling of 

the Galleria Vittorio Emanuele photograph used for the photo-mural. Relieved to locate a 

theatrical supply company that sold forms for stage sets, I ordered and shipped FEDX a 

hollow resin 24” two-part sphere, which would be painted gold. Three days before the 

opening, it arrived damaged in shipping--I guess it was not meant to be. My final resolve was 

to go see my custom furniture maker, Doug Grossman, in Lindstrom, Minnesota. A life-saver, 

Doug built two 15” and 18” cubes to compliment the smaller hourglass form, creating a trilogy 

for the room. I liked the way geometric forms reflected in the mirrored walls to infinity. 

Painting the forms a high-gloss metallic gold provided an historical element as juxtaposition 

to the modern shapes, a play on time travel borrowed from Allen’s Midnight in Paris. My color 

study helped me to determine the use of metallic/antique gold for the geometric forms and a 

peacock-blue tint for the wall-mural were inspired by the beautiful colors of Morocco, during 

my travels in 2010. The idea for a color-tinted wall mural occurred by happenstance late at 

night while building models out of magazine and book scraps. Playing with color washes over 

black and white images directed me to the idea of a wall-to-wall mural as the focal point. The 

wild card, the red Panton Chair, designed by Verner Panton in 1960, represents passion, fire 

and the lifeblood of all. I just couldn’t resist the sexy sinuous shape paired with the hourglass 

and sharp angular cubes. When viewed from all angles, the front of the chair is as interesting 

as the side. Originally inspired by the red exposed structural pipes of Centre Georges 

Pompidou in Paris, I was determined to use a red accent in the Discovery Room. The bold use 

of color, would draw in the audience from across the room.  
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 With all the major decisions and pieces finalized, I was just days away from the 

installation and  could now sit back and relax. I spent the final weekend gathering supplies, 

construction materials and tools for the big day. I was ready. Less than twenty-four hours to 

go, I received a call from my contractor who was backing out of the work.  

Behind on a large construction project, he could not afford to take two days away from the 

project to help me build and construct the Discovery Room. I was shocked to say the least and 

quickly set forth in panic mode. There was no possible way for me to build an 8’x10’ room 

without a carpenter--the sheer magnitude was too great—but by 4:00 PM, Sunday, January 

12th, I had a new contractor and carpenter duo on board who planned to purchase the lumbar 

and construct the room in sections off-site and then put it together in the Rapson Library. I 

was relieved, but filled with anxiety and trepidation. We had no finalized budget, I had never 

worked with Chris, the contractor, before and the clock was ticking. Chris had a laid back 

working style, which began to put me at ease, but I soon realized this relaxed manner 

presented its own complications. My alarm went off Monday morning, and it was full speed 

ahead. 

 The official installation day began at dawn, loading and unloading cars with a blue-sky 

day, blustery winds, and snow-laden stairs leading to Rapson Hall loading dock. It was a 

bitterly cold. The design team arrived, caffeine infused, with four cars loaded to the gills, a 

packed delivery van and carpenters trucks filled with construction materials and pre-

fabricated walls. We felt like the Beverly Hillbillies. To my dismay, the only elevator, a 

passenger style, did not accommodate the pre-fabricated 8’x10’ walls and floor. This certainly 

made for a prolonged and strenuous load-in by the carpenters. The design team had our own 

challenges transporting 300 12x12 inch mirror tiles, which were to be glued to the walls and 

floor of the Discovery Room. Each 4-pack weighed 6 pounds and the most efficient way to the 

library was up the loading dock stairs, winding through the back-side of Rapson Hall and up 

the front stairs into the library. We certainly got our work out in for the day. We brought in 

the eighteen mounted photographs which presented only a few minor problems until a gust of 

wind caught the 8’x10’ photo-mural dragging four of us down the sidewalk like a sail on a 

catamaran. Managing that to and fro through the hallways of Rapson Hall proved to be 

another challenge fit for a team of gymnasts, not designers. It was 1:00 PM and I felt like 

taking a nap. Instead, I met Roslye and Deborah at the top of the stairs by the library 
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entrance, with a flustered greeting by Roslye, “Well, how is everything going”? “Just great, I 

lied through my teeth.” 

 While the rest of the team unpacked and prepared for the installation, I did a gallery 

walk through with Roslye and Deborah. Exhausted with emotional anticipation and physical 

exertion, and feeling stressed and overwhelmed, I pulled it together as we walked through the 

gallery discussing the installation details. We located the artist table, discussed the format for 

hanging the photographs along the metal perforated wall grid, and reviewed the timeline. 

Needless to say, my self-imposed timeline was already down the drain; I anticipated the walls 

would be hung with photographs by mid-day. I had preserved two full days for the installation 

and Wednesday I had scheduled an out of town client meeting at the studio. We were under 

pressure to keep things moving along because we were restricted to work within library hours 

(shortened since it was still winter break). My world seemed to be crashing in. Roslye and 

Deborah adjourned our meeting and I joined the rest of the team to meet with the carpenters 

to discuss the plan for adhering the mirror-tiles to the prefabricated plywood walls braced by 

2x4’s, which were all painted gallery white to match the Library walls.  

 After lengthy deliberation over the best method to glue down the tiles, the carpenters 

decided the sticky pads provided with the IKEA 4-pack of tiles would be adequate. Confident 

with their knowledge and expertise, I was content with the decision. This naiveté and 

negligence proved to be the biggest mistake and ensuing nightmare. Over the next thirty-six 

hours, over seventy mirrored-tiles crashed and shattered along the floor, echoing through 

Rapson Library. It was a good thing school was not in session. I arrived every morning 

holding my breath in anticipation of shattered mirrors. Not only a costly mistake, this racked 

up hours and hours of additional installation time, carpenter labor hours and mandatory 

clean-up. The carpenters made countless supply trips and continued testing different 

adhesives. I did my best to maintain trust, respect, and a friendly attitude I could not afford to 

lose the second contractor team. I felt like I was walking on eggshells…or shall I say, shattered 

mirrors.  

 We experienced another set-back. Although, I showed the lead contractor the 4-pack 

of 12x12 tile, he did not open it up to confirm the size. The tiles were actually 11 13/16”x11 13/16”, 

which does not seem like it would present a problem. However, when placed side-by-side ten 

across and eight rows high, a 3” gap was left along all edges, creating a white painted strip of 
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rough plywood along the front edge of the entire room. This could have been prevented with 

an initial measure. However, we set forth creatively brainstorming, which resulted in a great 

solution: cut 3” strips from reflective scrapbook paper from Michaels, which I had used to 

make my 3D models. I did not want a visual break in the mirror reflection, so this proved to 

be successful and the audience would probably not notice the change of material.  

 Having delayed my Wednesday client meeting, we were now on the 4th day of the 

installation. We hung the photographs without too much drama and placed the 3D models 

along the Lucite gallery ledges, pairing them with the inspiration photographs. The show was 

visually coming together and a sigh of relief was in order. Until, a thunderous clang rang 

through the Rapson Library. I leapt to my feet to see the lead carpenter, Chris coming down 

the 8’ ladder to a puddle of white paint and an empty gallon paint can turned over on its side. 

He was touching up the plywood edges of the Discovery Room and the can fell off the top rung 

of the ladder, clanging to the floor. White paint splattered on the concrete floor and up along 

the 2x4 frame. We were lucky it was water-based paint. It required a team effort, but soon all 

was cleaned up and the Rapson Library was spotless.  

 Distraught by grueling installation delays, overwhelmed with work piling up in the 

studio and stressed out by disgruntled clients, I was at an all-time low. In addition to the 

installation at the library, I was juggling phone calls, emails and edits from the graphic design 

team for my artist monograph (book) that would accompany the show. We were up against 

printing deadlines and press time in order to get fifty monographs printed by the reception. 

Still making last minute design adjustments, color changes and final edits, the library WiFi 

was spotty, causing time lapses. It was Thursday, day four, and I was nearly at my breaking 

point, trying to hold it together with all the pressures. I approved the final layout and it was 

print time at Fresh Color, our print house. Due to scheduling conflicts, we extended the 

length of the show to run three weeks and moved the Opening Reception to a Closing just 

before the final weekend. Deborah graciously offered to host the reception sponsored by 

Rapson Library and University of  Minnesota.  I prepared a private walk-through with my 

family followed by a celebration dinner, which proved to be a great opportunity to practice my 

gallery tour for the faculty walk-through and Closing Reception. There was a silver lining after 

all.  
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 We made the final preparations and our last clean-up. The mirror-tiles were sticking to 

the plywood with the third fast-drying adhesive and the Discovery Room was looking amazing. 

Carefully positioning the geometric forms, we located the hourglass, two cubes, and the wire 

sphere. Positioning and shifting the shapes slightly forward and backward until the 

positioning was just right took some finesse. This was an exciting process, with each move a 

different reflection was seen in the mirror. The shapes were reflecting to infinity, just like I 

imagined. This was the most magical moment, the moment I was waiting for--the room was 

coming alive. I was ready to put the icing on the cake. It was time to place the red Panton 

chair in the room. Adding the fire red chair with its sexy sinuous shape into the mix of the 

metallic gold geometric forms was like adding the Yin to the Yang. The juxtaposition and 

tension created curiosity. Although it was tempting to enter the room to see my own 

reflection, I did not dare put any weight on the delicate mirror-tiles. We secured a sturdy 

black gallery cord with a Please Do Not Enter vinyl sign on the floor in front of the room. For 

safety and security, no one could enter the Discovery Room.  

 A focal wall, the entrance to Rapson Library, displayed a 30”x40” photograph of 

Moroccan Riad, Essaouira 2010, which was paired with a beautiful scroll-leg viewing bench, pair 

of turquoise lanterns and wall signage describing the show. During my travels to Morocco, I 

was walking along the beach in Essaouira at sunrise, and magically a Berber woman appeared 

dressed in a peacock blue robe at the top of the stairs to the riad, complementing the 

architectural colors. That visual moment would be imprinted in my mind forever and would 

set the stage for the element of discovery and possibility for the gallery show. 

 

The Gallery Show 

 Interested in the flow and process of creating art, I designed the gallery installation as 

an experiential opportunity between art and audience. The two long gallery walls displayed 

large-scale photographs, which invited viewers to step back and actively observe as described 

by Burroughs as the Art of Seeing. I was glowing as the Creative Design Process was coming to 

a full circle. During the reception, I observed the guests admiring the photographs, 

wondering where they were taken, inquiring about the architect of the building and 

inquisitive about the artist’s work. I chose well-known public buildings like Musee du Louvre 

and Duomo di Milano to entice audience interaction. The show was not only a glimpse into 
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my photographic collection and travel voyages, but also a walk down memory lane for many of 

the spectators. One of my goals was to make a connection between the audience, art and 

artist, creating a dialogue filled with curiosity and discovery while establishing the three-part 

entity of vision. There was a positive enthusiasm about the collection of photographs and I 

was even flattered by the number of requests to purchase them. The artist monograph was a 

big hit and guests were fighting for a copy to take home. I recall a wonderful conversation 

with a client who was moved by the way in which I framed the view of Musee du Louvre.  I 

referenced the influential work, The Gates in Central Park and the beautiful framing of the 

landscape with the 7,503 vinyl gates. Professor Jack Johnson recognized the sculpture, Disco 

Solare, by Arnaldo Pomodoro in Milano, as the same artist of a work of art he admired from a 

recent trip to Copenhagen. As the evening progressed, several friends gathered by a 

photograph of Centre Georges Pompidou in Paris and debated the beauty of the exposed 

structure and discussed whether the building fit architecturally within the neighborhood. We 

all thoroughly enjoyed the lively discussion. The evening highlight was a fiery discussion with 

Fred Aram, Morse Alumni Distinguished Professor deliberating theories of creativity. We are 

planning a date over coffee to continue our discussion. My greatest memory from the evening 

was eavesdropping on my daughter, Elizabeth, while she led a gallery tour with friends. 

Hearing her describe the creative process and theoretical undercurrents was exhilarating, my 

little docent was hard at work and I was grinning from ear to ear.  Treated to champagne and 

appetizers by the caterers was sheer decadence. Feeling like queen for a day, I was thrilled my 

design team could enjoy the festive celebration. 

 Recalling the great conversation and fun reception, I was glowing for days. Flooded 

with congratulatory emails and written notes, I will savor the memory in my mind forever. The 

hard work, passion to do great work, open mind, team collaboration and a steadfast style got 

the job done. I was filled with satisfaction, pride, and gratitude.  
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Chapter 6 
 

In Summary 
 
!

Discovery consists of seeing what everybody has seen and thinking what nobody has thought. 

-Albert Szent-Gyorgyi 

 
   

 Never underestimate the creative mind. We get in the way of our own greatness. The 

creative mind is hungry to learn, passionate about details, and curious about the unknown. 

Straddling that uncomfortable place of uncertainty and unfamiliarity, allows for the possibility 

of creativity and innovation. That middle space, symbolically the tightrope, stretches between 

order--that which we know--and chaos--that which we don’t know, that fuels creativity. We 

must take risks in order to create discovery. Like a rich tapestry, we intricately braid unique 

threads from the past, present, and future to create new possibility. This cross section of time 

sparks change and imagination, which offers insight, value, and meaning to the artist’s vision.  

 It is the bold straddle of the inbetween that I explored in my Creative Project and 

process paper. As the artist designing my Creative Project, I felt at times like Petit, the high-

wire artist straddling two points and like the Parisian lovers’ key plummeting into the Seine. 

As both artist and client, I charted my creative journey only to be faced with mysterious twists 

and turns that challenged my perseverance, design theories and methodology. There is 

nothing more difficult than being one’s own client. I learned how to delicately balance the 

role of artist and client simultaneously, grew as an individual, and expanded my creative 

thinking. My Creative Design Process, a fusion of Systems Thinking, Integrative Thinking, 

and Design Thinking, can be used by designers, artists or anyone interested in solving a 

problem or faced with a design challenge.  My gallery installation in Rapson Library 

represented varying visual art forms, which exemplified my creative journey. Mind, body, and 

place, became united when imagination, creativity, and innovation were all ignited during my 

creative journey.   
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 Muddling through the murky waters was symbolic of the intersection between designer 

and artist. As designer, I planned and designed the show in a linear somewhat calculated 

manner. Professionally trained as a designer, I use my eyes to see and my mind to create, 

almost as if these two entities are separate. But due to unforeseen circumstances the artist side 

was called upon, requiring a more fluid and organic thought process. As artist, thinking on 

my feet utilized creative skills and design flexibility, pushing me to go beyond that which was 

comfortable and initially planned. Pushing beyond my comfort zone, to explore and 

experiment with creative thought, provided greater artistic work. I tested new skills and 

developed a new platform of thought. My own story changed. 

 Using active observation as artist, tapping all my senses, my creative world opened up 

allowing myself to think, feel, taste, touch and smell simultaneously. My observation became 

non linear; it was organic, fluid, fast and exciting. As artist, design ideas and thoughts were 

flowing like crazy, my curiosity peaked and like a drug, I wanted more design challenges. 

Blossoming as artist, I felt free to create, innovate, and use my intuitive mind. It was at this 

very intersection of designer and artist that the best and most creative work was created. 

 The process of designing the gallery show was exciting, intense and rewarding. My 

greatest obstacle, time, raised the bar for creativity. It was challenging to get enough time in 

each day to explore innovative ideas and random thoughts. Burning the midnight oil, 

sketching ideas in process journals, color mixing, building prototypes, and doodling mind 

maps, filled every free moment. In the silence and still of night, my artist side blossomed, 

uncovering the most exciting ideas. Navigating through that uncertain gray area like Petit, the 

high-wire artist, allowed me to jump-start my own imagination moving through to creative 

discovery. This inbetween was the powerful catalyst for dynamic change. Experiencing 

firsthand exactly what I was inviting others to do, I realized that I was transforming in front of 

my own eyes, while becoming my own agent of change. Pushed beyond almost my creative 

breaking point during the week-long grueling installation, taught me to stay focused and 

maintain a calm perseverance. Confronted with many challenges, I was tempted to give up 

and call off the show. However, pushing through the most difficult situations and design 

challenges proved to be the most valuable part of the whole experience.  

 The creative intersection of designer and artist has taught me to think critically, fine-

tune my voice, and develop my own creative platform. The journey marking the development 
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of my Creative Design Process at times felt like a puzzle that could not be solved. But like 

magic, it all came together in a mysterious fashion. It is my hope that students and 

professionals alike will use this step-by-step process to solve their own design challenges and 

strengthen their artistic endeavors. The cross-disciplinary process enriches creativity, 

blending critical thought with artistic thought. The fusion works.   
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A Creative Design Process from Discovery to Celebration 
Part II 

The Creative Design Process 
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discovery!
Discovery is a provocative invitation to bring feelings and thoughts to the surface. Active 

observation is the essence of discovery as the mind senses and body senses come together. 
The discovery process requires patience, perseverance, good listening and observation 

skills.  Considered the foundational step, all else can be built upon it once a solid footing is 
established through research, interviews, and process journals. This blue-sky phase where 

anything and everything is possible is my favorite part of the process. 
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Discovery - Process Journal Discovery - Marginalia 
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Discovery - Process Journal 

 
 

 
Discovery – Detail of Process Journal 
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illumination!
Illumination is the fusion of the memory of antiquity, the pleasures of today, and the reverie, 

longing, and daydreams of tomorrow. Weaving threads of information and interlacing time 
periods, the artist is well on the road to imaginative and creative thought. The challenge or 

goal rises to the surface and is identified as the artist gathers new information, searches for 
meaning, and interprets the discovery.  Illumination sheds light on important information and 

questions are answered or further developed. 
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Illumination - Tear-sheets 

 
 

 
Illumination - Color Study 
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Illumination - Artist Inspiration Illumination - Process Journal Sketch 
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ideation!
Ideation is a result of this creative inner immensity (as described by Bachelard and 
Baudelaire) within us, the infinite possibility that leads us to creative imagination. 

Creative brainstorming results in mind maps, doodles, sketches, word associations, 
storyboards, and collages to fill process journals.  The artist moves to and from each step, 

navigating the in-between, the gray and undetermined state. 
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Ideation - 3D Model 

 
 

 
Ideation – D e t a i l  o f  Process Journal 



 54 

 
 
 
 

 
Ideation - Final Storyboard 

 
 

 
Ideation - 5 Senses Mind Map 
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experimentation!
Experimentation, the most innovative step, takes us into the deep hole of possibility. Practicing 

integrative thinking is at the heart of this step, blending opposing ideas, considering crazy 
thoughts and bringing it to life.  Two-dimensional ideas come to life using three-dimensional 

models. This process involves detailed sketching, building prototypes, and producing rough 
unfinished versions of the design. 
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Experimentation - Discovery Room Prototype 

 
 

 
Experimentation - Discovery Room Prototype 
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Experimentation - Discovery Room Reflection Study Experimentation - Geometric Forms Study 
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evolution!
Evolution is moving through pandemonium to reach a calm place of order, a place of 

transcendence. This phase builds upon experimentation, using tools to refine and adjust 
prototypes, and curate ideas, while the artist still keeps the imagination fire burning. 

Sometimes it is difficult to know if the artist is in the experimentation or evolution 
stage, and moving to and from these steps is a natural occurrence. Importantly, this is 

the critical time to get feedback, test the models, and continue taking risks. The artist’s 
work is about to be presented and installed, it is now the time to pull out all the last 

stops to create the best work possible. 
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Evolution - Final Discovery Room Prototype Evolution - Final Discovery Room Prototype 
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celebration!
Celebration is the time to unveil the artwork, launch the event, and produce 

the show. Although our creative journey is never quite finished—there is always 
room for change, growth, and refinement--this is the time to celebrate the artist’s 

achievement.  Magic occurs as all the creative steps come together.  It is finally 
time to put the icing on the cake and enjoy the celebration. 



 61 

 
 
 
 

 
Celebration - Installed Gallery Wall One 

 
 

 
Celebration - Installed Gallery Wall Two 
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Celebration - Installed Discovery Room 

 
 

 
Celebration - Installed Discovery Room 
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A Creative Design Process from Discovery to Celebration 
Part III 

Gallery Installation 
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Gallery Wall One 
 
 

 
 

Gallery Wall One 
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Gallery Wall One - Detail 
 
 

 
 

Gallery Wall One - Detail 
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London Eye & River Thames, London 2008 Pyramide du Louvre & Musée du Louvre, Paris 2012 
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Centre Georges Pompidou, Paris 2012 

 
 

 
 

Pont des Arts & La Seine, Paris 2012 



 68 

 
 
 
 
 
 
 
 
 
 
 

  
Le Georges - Centre Georges Pompidou, Paris 2012 Galleria Nazionale d’Arte Moderna, Milano 2012 
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Duomo di Milano, Milano 2012 
 
 

 
 

Impalcatura del Duomo di Milano, Milano 2012 
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Galleria Nazionale d’Arte Moderna & 
Duomo di Milano, Milano 2012 

Arnaldo Pomodoro, Disco Solare, Milano 2012 



 71 

 
 
 
 

 
 

Discovery Room 
 
 

 
Discovery Room 
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Discovery Room - Reflecting to Infinity Rapson Library - Reflecting View of Armory 
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Discovery Room - Chair Reflection 
 
 

 
Discovery Room – Reflection  
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Gallery Wall Two 
 
 

 
 

Gallery Wall Two 
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Robert Delaunay, Rythme No.1, Musée d’Arte Moderne, Paris 2012 

 
 

 



 76 

Scalinata del Galleria Nazionale d’Arte Moderna, Milano 2012 
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Centre Georges Pompidou, Paris 2012 Centre Georges Pompidou, Paris 2012 
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Jean Tinguely, L’Éléphant La Fontaine Stravinsky 
Paris 2012 

Arte di Strada, Milano 2012 
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3D Model 
 
 

 
 

3D Model 
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3D Model 3D Model 



  
  
  
   

 81 

 
 
 
 
 
 
 
 

 
 

Lucy Penfield in Rapson Library 
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