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WHERE I COME FROM?
I am a NYC College of Technology student pursuing a 
degree in Communication Design (graphic design). I was 
always intrigue with logos, poster ads and 
magazine ads. I always wonder what goes into the 
process of designing something like that. When I first 
started, I didn’t know anything about adobe softwares, 
so i googled or watch videos on youtube.
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“Design can be art.

Design can be aesthetics.

Design is so sim
ple, 

that’s w
hy it is so com

plicated.”

-Paul Rand
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Exhibition design is never straightforward, 
but that is especially true within the high-
ly unconventional architecture of Frank 
Lloyd Wright’s Guggenheim Museum. 

Hanging a painting in a traditional “box” gallery can 
be literally straightforward, whereas every exhibi-
tion at the Guggenheim is the reinvention of one 
of the world’s most distinctive and iconic buildings. 
The building mandates site-specific exhibition 
design—partition walls, pedestals, vitrines, and 
benches are custom-fabricated for every show. 
At the same time, these qualities of the building 
present an opportunity for truly memorable, unique 
installations. Design happens simultaneously on 
a micro and macro scale—creating display solu-
tions for individual works of art while producing an 
overall context and flow that engages the curatorial 
vision for the exhibition. This is why the museum’s 
stellar in-house exhibition designers all have an 
architecture background. They have developed 
intimate relationships with every angle and curve of 
the quarter-mile ramp and sloping walls.

The Guggenheim is Wright’s one and only art 
museum. Approaching the museum holistically, he 
conceived of it as a comprehensive display sys-
tem, intending the museum to frame art objects 
naturally: continuous skylights on the ramps were 
designed to pour natural light onto walls that are 
set, like easels, at a 97-degree angle. He envi-
sioned paintings simply resting against the angled 
back walls, and the gallery was equipped with an 
integrated security system—the sloped apron-base 
that joins the gallery floor to the back wall was de-
veloped to keep visitors a safe distance away from 
artwork. [1] All of these built-in details were nice in 
theory, but even Hilla Rebay and James Johnson 
Sweeney, the first two directors of the museum, 
had their concerns. Since the inaugural exhibition 
in 1959, the skylights have been covered and 
substituted with artificial light and the artwork hung 
vertically—mounted off the back walls.

Since 1959, the Guggenheim has hand picked 
a select few esteemed architects to interpret and 
confront Wright’s rotunda, three of whom now hold 
the most prestigious award in architecture, The 
Pritzker Prize. Both Frank Gehry and Zaha Hadid’s 
offices designed their own retrospectives (in 2001 
and 2006, respectively), but prior to designing 
the display of their own work, the architects had 
each designed notable exhibitions at the muse-
um. In 1992, Hadid designed The Great Utopia: 
The Russian and Soviet Avant-Garde. Her design 
was characterized by sharply angled vitrines and 
a prominent red wall that zigzagged down the 
ramps. In 1998, one year after the opening of the 
Guggenheim Museum Bilbao, Gehry designed The 
Art of the Motorcycle. His design took its cue from 
the materiality and craftsmanship of the vehicle, 
cladding the face of the museum’s ramps with 
chromed stainless steel. The intervention accen-
tuated the curves of the rotunda, offering distorted 
reflections that revealed fleeting glimpses of the 

motorcycles and emphasized a feeling of speed. 
The installations embodied each architect’s signa-
ture aesthetic while actualizing very specific display 
solutions for the work on view.

The architects Gae Aulenti and Arata Isozaki 
chose a more minimalist approach to the ramps, 
establishing dramatic “moments” in the rotunda. 
For China: 5,000 Years (1998) Isozaki, archi-
tect of the GuggenheimSoHo (a branch of the 
Guggenheim Museum formally operating in lower 
Manhattan, 1992–2001), designed four statuesque 
sculptural banners that sliced vertically through the 
rotunda’s ramps. The banners were accompanied 
by a streamlined system of white vitrines, the co-
hesion of which facilitated the display of a wide va-
riety of works. Aulenti, best known for converting a 
train station into the main hall of the Musée d’Orsay 
in Paris, conceived of a giant sculptural installation 
for The Italian Metamorphosis, 1943–1968 (1994): 
triangular wire-frame structures that projected into 
the museum’s central void. As visitors walked up 
the ramps, the shapes appeared to transform, visu-
ally overlapping and collapsing.

Jean Nouvel fashioned a dramatic design for the 
2001 exhibition Brazil: Body and Soul, painting the 
rotunda almost entirely black and installing a large-
scale light projection that loomed over the space. 
Perhaps the most striking object featured in the 
exhibition was a monumental 18th–century carved 
and gilded cedar altarpiece that towered over the 
floor of the rotunda, reaching halfway to the oculus. 
The altarpiece’s arrival from Brazil was delayed, 
which meant that early visitors to the show got to 
witness its painstaking assembly as they walked up 
the ramps.

In 2002, Hani Rashid and Lise 
Anne Couture, of Asymptote 
Architecture, experimented with 
playful materials in their design for Moving Pictures, 
an exhibition of photography, video, and film. On 
the top ramp of the museum, they clad tall inclined 
walls with bright blue pyramid foam, creating small 
cave-like theaters in the museum’s bay galleries. 
The material not only provided soundproofing but 
also served as a bold design accent, much like the 
dark industrial felt employed by Enrique Norton, 
of Ten Arquitectos, and Meejin Yoon, of Höweler + 
Yoon, for The Aztec Empire in 2004. The architects 
enveloped Wright’s bays, deploying serpentine 
walls to accommodate variously sized artifacts with 
a range of humidity-control and lighting require-
ments. The felt covering absorbed both light and 
sound, effectively rendering the museum mute.

The distinctive exhibition design of each of 
these architects was ultimately a system of highly 
functional design interventions. The installation of 
these environments has been a perennial feat by 
the Guggenheim’s in-house design, construction, 
and fabrication teams. Their collaboration with 
each architect has produced a series of holistic 
atmospheres that have set the stage for viewing 

multifarious art objects. Rather than suppress the 
unique qualities of Wright’s museum, each of these 
reinventions of the space amplified its singularity. 
The building never fades into the background.

Architect Zaha Hadid aspired to fill the void 
of the Guggenheim rotunda with another spiral 
structure: an interpretation of Vladimir Tatlin’s 
seminal Monument to the Third International 
(1919–20). In a portrait taken of Hadid by the 
Guggenheim’s chief photographer, David Heald, a 
model of this unrealized element of her design for 
the 1992 exhibition The Great Utopia: The Russian 
and Soviet Avant-Garde, 1915-1932 stands on a 
table in front of her. I first saw this photo when a 
cropped version of it was featured in the essay that 
Troy Conrad Therrien, Curator, Architecture and 
Digital Initiatives at the Guggenheim, published 
on this blog just after her passing earlier this year. 
Looking at the full image, my eyes were immedi-
ately drawn to what appeared to be several small 
paintings laid out on the table. Innocent curiosity 
turned into a full-on quest that led me deep into the 
Guggenheim’s archives.

Hadid was the first architect who was afforded 
the opportunity and challenge to design an exhibi-
tion in the Guggenheim Museum. At the time, she 
had yet to complete Vitra Fire Station, her first built 
work, but was already acknowledged as a force 
to be reckoned with in the field. Curated by Philip 
Johnson and Mark Wigley. In that show, paintings 
of her competition entry for the Peak Leisure Club 
in Hong Kong were exhibited alongside the models 
and drawings of well-established architects: Coop 
Himmelb(l)au, Peter Eisenman, Frank Gehry, Rem 

Koolhaas, Daniel Libeskind, and Bernard Tschumi.
When the Guggenheim extended its invitation 

to Hadid, the museum was embarking on the 
most elaborate logistical endeavor in its history: 
The comprehensive survey of Russian and Soviet 
avant-garde art marked the first time that the 
museum’s Frank Lloyd Wright spaces and 
Gwathmey Siegel Tower galleries were used as 
a single entity. Designing for the combined spac-
es promised to be a daunting task, but Hadid 
rose to the occasion. She was a fitting choice, as 
Constructivist and Suprematist artists had greatly 
impacted her practice. 

Nine Guggenheim Exhibitions 
Designed By Architects

Hadid’s work was included in the Museum 
of  Modern Art’s landmark exhibition 
Deconstructivist Architecture (1988)
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STRONG SUITS

I would say my strong suits are:

Logo Design

Photoshop



WHERE AM I NOW?

LOGO’s



Cut Master
BARBERSHOP

LOGO’s



Quaker Oats Granola Bar 
Rebrand Design
Brief
Quaker Oats Granola bar rebrand gives the packaging a 
more current or modern state that allows it to stand out from 
its competitors. The design is more creative than a cartoon 
feel, which will appeal to wider demographics. The product 
is easy identifiable and not boring to look at with the balance 
of colors.

Problem
The current packaging was too boring and it appeals only to 
children with its cartoon look. The packaging was out dated 
and need a new design. 

The current packaging had a long red strip from top to bottom 
of the box, which captures the eye, but the overall look didn’t 
appeal to me. Also with the red, it had a gradient sky blue, 
which gives it a lack of composition.

The logo had the same color red in it and it didn’t sit well with 
me. I decided to change it to give it a more modern feel.

Solution
Rebrand Quaker Oats Granola bar in order to attract a wider 
demographics by upgrading the visual design and color. The 
new branding represents a new, innovative and refreshing ex-
perience that will stand out from its competitors.

FINAL DESIGN
Designer: Ron Ramlall | COMD 2412 | Problem & Solution
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WHERE AM I GOING?

INTERNSHIP CORPORATE 
AMERICA


