Down on the Boardwalk
Alex Tatusian

Do you feel conflicted by that contradiction?

I do. Very much so. And | resolve that conflict by
believing that a healthy student is a better student.

So if my gut reaction is "stay up all night", in the end
it's probably not going to yield a better result. Just

to say, | remember when | was younger discovering the
magic of the all-nighter. All of a sudden this packing

in of work, that | was trying to anxiously complete by
midnight, disappeared—and you can just relax into it.
It is a fantastic thing. But it's probably a lesson | should
never have learned. But once you learn it, no matter
the case, you can't unlearn it—and that's how you think.

The last time | visited my family in Orange County,
California, | noticed the benches lining the beach.
Anyone that grew up in a beach community would
recognize them. They're usually made of smooth
stone or painted metal, on a concrete platform describ-
ing the perimeter of the beach. People trailing fresh
sand and water sit on them, as do people walking by.
The benches are genuinely public: offered for anyone
present at the beach. They bring people together
who would otherwise not sit on the same bench or
even interact in the same place: “clean” people and
“dirty” people. Those from the city and those from
the beach. If sand makes these bodies different, then
the bench makes them all the same.

Is it problematic that many graduates are inclined
to quickly jump back into the academic framework,
ultimately generating a system where students

are studying to become teachers in a closed, self-
referential cycle?
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For designers interested in designing zones of integra-
tion and equity (in projects like housing schemes

and city plans), we also have to begin to consider the
meaning of equality in public space. For all designers’
proclaimed interest in “liminal zones” and “interstitial
space,” it's tough to find designed spaces that enable
diverse groups of people to enjoy the same public
spaces without disagreement, or to simply be in the
same place at the same time.

| think that if you are only focused on practice, then
you are not keeping conversant with ideas, and you're
not recycling things through students that you
discover in the real world. So | think there is some-
thing actually stimulating about the dynamic of
that model. It gets problematic when the faculty
members notice those people who become
devotees and recognize that they jump when
they say jump and then it’s these student
who are identified as ideal employees—who
will probably work for not quite enough
money because the relationship has been
set up by an aesthetic agenda—which is
absolutely problematic.

Natural settings have a way of eroding class and
identity markers that find a higher contrast in the city.
On the beach bench you’ll find a sublimely intermediate
degree of cleanliness, a fluid zone that makes dirty
people cleaner and clean people dirtier. In beach towns
there’s always a little sand in your pants, between your
toes, in your car. Older people carry salt crystals in their
wrinkles from age, sun, and—yes—smiling! In a disturb-
ingly affluent county, it's acceptable to drive a car
that’s falling apart or wear wet or salt-bitten clothing.

In the media ‘Starchitects’ are praised
for their work and success, and in many
cases their achievements are the result
of committed, underpaid labor of young
interns. Why do you think so many
architecture students keep on making
the decision to work at these offices?
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It seems obvious that exposure to dramatically dif-
ferent people and settings affects lasting positivity

in people’s lives. Research into the power of regular
integration to strongly improve our understanding

of and behavior toward one another has existed since
it informed the Brown V. Board of Education decision.
But stunningly, by many measures America is more
segregated now than it was in 1954. And, while we are
a far cry from the days of Jim Crow, many politicians
gingerly test Supreme Court rulings on LGBTQ rights
every day.

It's because they’ve been brain-
washed. We all have this image of
the architect as somebody who
makes fabulous work, maybe has
social impact—who knows—but who
certainly yields beautiful things, gets
published and all of that. You begin
to think “l want to be like that, | want
to do that”. For me, | just see all

of my truly fabulous and talented
colleagues from my time at Cooper
Union, who went out into the world
and have become totally irrelevant.
And so | am interested in all of you
talented people being relevant. And

pIGew aiow

oyoayoo e
‘ydom 9231d
S JO 110S dWOS
2 143, Bupjew sem
| Kes ysnf pjnom | swi} buoj e 10} Yuly} | 9snedaq
1es | sbuiy) Bunjew sem | uaym
S Jey} } sem usaym xuiy} o}
1,, 10Ys 10} ‘eak ‘ooe|d e
L1 WYB1 “, 40m 0} Bujob
duwieys joy siy} yum axi
1 ‘payom pep Aw aoe|d
pey | ‘udsyly sem | UsYM N

Is it possible to extract a public design ethic from this
little bench on the beach? How can we make spaces
for diversity, where different bodies come together, and
the politics of health, ability, fitness, wealth, and nudity
are made innocuous?

Because when traditional markers of class distinction
if that means becoming a little bit are removed—perfect cleanliness or dirtiness, or even
more savvy about how to manage clothing—we are forced to evaluate one another by
your business sense, time, knowledge other standards: less immediate, less visual standards,
of how things work—so be it. Do it. and more social ones.
| want all of you to be the ones leading
firms like KPF, not relying on the
business people. And as long as you
think that there is that divide between
making money and producing
genuinely good quality work, and that
you need to choose between one or
the other... I've seen it thousands
of times. Little office, maybe getting
a kitchen renovation, oh my gosh
and maybe you get an addition... ugh!
Its uninteresting! I've really gotten
cynical about running your own office
that barely keeps you afloat while
striving to get a house that could
possibly be published. Those ambi-
tions, compared to what you can
be doing in the world, are so tiny!
So small!
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On The Ground

The Dean’s Council, including former Dean Stern, was in attendance
at Claire Weisz's lecture on September 22nd. All enjoyed the White
tans at the r that foll |

Dean Berke kicked off her first Building Project open house on Monday,
September 22nd, in what locals are now referring to as Vlock Village, CT.

The 2016 Fall Rudolph Open is underway. Scouting reports are non-
existent, but based on team names watch out for Return of Salami
Boys, THE CLAP, Soy Vey, and Sarah Palin Parasailing. Succulent
Peaches was winning the poster game as of press time.
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Inclement weather led to the first indoor 6 on 7 last Friday.
#winteriscoming
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Outlines had their first meeting on the 7th floor on Friday afternoon.
All allies and pronouns are welcome, stay tuned for next meeting.

Undergrads: If you're reading this it's too late. Send your thoughts
our way next week.

First Years’ second review: Students push rock up Science Hill, watch as

. . it rolls down.
Are we, as students in Architecture "™ "

school, making “architecture”
or rather, “something that
represents architecture”?

Curious second year Dylan Weiser jumps in on last week’s Gage v.
Schumacher facebook debate: “Waiting to read this thread as a full page
in Paprika. The headline will probably read: Schumacher and social
media spark debate among students at YSOA.” Decent guess, Dylan.

Advanced Studios are MIA for Travel Week. Keep tabs on their instagram
hashtags:

#MichaelYoungandAlive #glacierihardlyknowher #trollpatrol
#sheepdeprived #YSOeh #McKennaGetanEhmen #OhMcKennada

No, even for us architects,
we don’t make architec-
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are doing "better." So we secretly wish that you are
spending all night, because it will maybe yield more
work. So | suppose we are all apart of this process...

forces you to think otherwise.

The term Work has a range of definitions, disparate
in nature and connotation. As both a process and a
product, Work has managed to take oyg r lexicon
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A goal of this issue of Paprika is to open the conversa-
tion between the Artists and Architects here at Yale.
We all experience Work and have our own methods of
Work. The following excerpts are from our studio visits
with many of these Artists.

For this particular project, by not doing digital work,
I'm kind of taking a stand; of course, the “digital” and
digital equipments are of our time, but in terms of the
presentation of a work, | question the digital projector
as much as | do this guy [16mm film projector]. It brings
much character to the work, but more importantly,

Kassandra Leiva
Architecture ‘19

Responding carefully to ambiguity, you draft a plan for
conceptualized space. Put it away in a side-pocket of
your mind. Amongst a pile of papers
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stay true to myself. Here we are making these things
that almost nobody else cares about other than
yourself. It's such a personal endeavor and development
and | guess people who come here tend to be very
similar, in what they value.

Stephanie Gonzalez-Turner
Painting and Printmaking ‘17

The ultimate goal is to turn [my artworks] into physical
forms that have dimensionality. A lot of it is trial and
error, in every step of the process—starting out with
areally concrete idea of why this language interests
me, and how | want to use it, but very quickly, finding it
constantly undoing itself...which is ultimately good,

| think. It's how it moves beyond a thesis.

That the work would transcend the thing that invented it.
Right, process can accomplish that. For people like

me, who are figuring out the material they're working
with, there’s so much learning involved in that, and

the city, from the other

interns, from the architects, from the work ethics, and
even from the menial tasks. | realized that it is through
this ridiculous dedication to work that the Japanese
develop spaces with such ineffable sensibility.

I left my well-paying job in Hong Kong to pursue those
internships. Was that a foolish move? Certainly from an
economic perspective, but there was so much | would
not have gained had | stayed in Hong Kong. All of us
who are taking/have taken Intro to Planning know that,
in the real world, our profession is controlled by money.
But perhaps we all hope deep down that it isn't so. After
all, I chose architecture as a career precisely because

1 did not want to work in a cubicle for thirty years.

Amanda Iglesias
Architecture ‘18

Work is struggle. It's an hourly reckoning between
tensions: energy against exhaustion, inspiration against

pepper? Peppered salt? What is the interface between
oppositions? These questions existed at the composition-
al and two dimensional scale. As a graphic designer, | was
the master of my universe. But when architecture school
happened, | found myself contending with the universe.

The struggle of the architectural project is one of neg-
otiating creative and ideological frictions at the scale
of real life. Our tools—reading,writing, making, draw-
ing—bring no clear resolution. Rather, each is a medium
for grappling with the larger, more complicated
implications of our ideas. What are we claiming about
the world through our work? What are we criticizing?
What is worth fighting over, fighting for? As we design,
we define the parameters, and thus define—implicitly
or explicitly—our posture towards not only the world
but architecture’s significance within it.

What's at stake? What are the oppositional forces we
architects contend with? More importantly, do we even

And what you just said sounded very sincere, which
is awes—no not awesome! Its truly munificent!

S: You can also subvert it. If you decide to go a
different path, then you undermine it. | guess it's a
kind of way to live in life. To just go around under-
mining things, so people can never get too satisfied.
J: Do you see the impact of having a decentralized
spatial setting here at Yale, physically separating

all of the faculties into their own island, affect the
work of the students? | mean you Sheila were here
when it all happened under one roof. Are things
different now?

S: 1 think it's not so much about the work, but it
definitely impacts how you are thinking. When you
are in proximity there is more opportunity for
conversation. Because we were in the same building
I had conversations with Richard Serra and Chuck
Close. There was more cross over. It didn't affect
the work as much, but it helped you develop new
ideas and a similarity between these groups.

take the time to ask ourselves this question? If not,
then what are we doing? | believe that these questions
are the difficult but necessary work. It's not easy, and
it's not linear. Rather, it shouldn’t be easy, nor linear.

If it is, we are impoverishing ourselves from the unique
opportunity that architecture alone affords: working
as a way to struggle with the thousands of tensions

in our mysterious, weary, complicated universe. So, if
we don’t maintain the primary conviction of architec-
ture’s necessity in this world, then why are we working
damn hard?

Hasabie Kidanu
Painting and Printmaking ‘17

For me, part of the work becomes about just experienc-
ing it once, and having that memory rather than having
something that can be watched over and over. It’s like a
performance. It happens once all you have is just a
memory of it.

butthole.” And this one is “Puffy limbs in pink stiletto
bending down for the cigarette stub.” And that one

is a “Spiky haired Italian woman with a big purple
arm.” This one, “Refugee on a flat bike tire,” that one,
“Dead baby seal in church choir,” one in the back is
“A middle-aged woman piggy backing her drooling
husband,” that is “Pink patchy man wailing before the
three business men.”

How do you see making these as your career?

| think I'll always make art, but | don’t know if it will
become my career. | don’t know if | will be able to sell
my work, get into a gallery... you know. So | would like
to think that it is more a calling than a career. That
is why | started working in small scale. | came to realize
that when | was making large sculpture and installa-
tions, | could only do it because | was in a classroom
setting, where | have classmates and teachers to help
me. But what if they are not there, am
| going to stop making
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Jeongyoon Isabelle Song
Architecture ‘18
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a way for my art to

survive. That's one of the
reasons | resorted to these.
To materials that were more
available to me, and
small—cheap invaluable
materials that people,
including myself, tend to
overlook. That's the birth

of these works. Also people
people brush me off as this
cute Asian girl, making

cute little things. | was so
worried about that. | think
that’s why initially | wanted
to make big sculptures, making things

heavy in metal and wood. To prove to this world that
| am not just a petite Asian girl that would do cute
things. And it is frustrating, Whatever | do, there is
a prejudice.

M: One thing Pe

s. We do two set

in 36 Edgewood are we grad crit

of crits, for an hour and a half each. You are all
welcome to come, usually on the third and fourth
floors. Come and sit in and comment... thoughtful
comments of course!
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While his hermeticism can be seen as one of lunacy

it can simultaneously be seen as that of enlightenment.
The artist realizes his own finiteness in face of the
infinite, and in that recognition becomes empowered
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in his weakness. I made that little cut in the endless
miles of desert ground. His mind comforts his body as
he sees all that he had made and declares it is very good.

With the change in scale, however—such as that
between Rift (1968) and Double Negative (1969-70)—
this sensibility begins to waver. The shift in size brings
a shift in the tool used, from the handheld to the
mechanized; bulldozers and drills are employed to
allocate the mountains of dirt required to realize

the 240,000-ton displacement of desert sandstone'.
No longer does the body of the artist experience the
repercussions of working the earth, of carrying the
dirt from one place to another.

The result is the loss of “respectable confrontations”
Heizer claims to have with all of his work—the occasions
in which the materiality of his medium forces him to
submit to the limitations he has in its transformation2.
As such, the one-to-one relationship between force
exerted and work done ceases to exist as the artist
becomes capable of doing greater work than his own
physical limitations allow; man tastes limitlessness

and therein forgets his limitedness.

In architecture, the equivalent to Heizer's transition

is the removal of the architect from site. As architects,
we are preoccupied with design but often consider
building a negligible skill and task. Consequently, we
become blissfully oblivious (perhaps intentionally so)
towards the full realization of what our designs entail
when they transition from virtual to physical space.

Last May, the fifty or so of us had a taste—small, but
enough—of that realization. At a humble two-story
height and a square footage barely exceeding a
thousand, the Building Project was no goliath. And
yet as |—a person of five-foot-two stature—sweated
over wrenching out a single nail from the plywood
formwork—and as we—the twelve inexperienced
architecture students—attempted to build architec-
ture—it struck me that the building was, indeed, a
goliath: and that every building that | will ever design
will also be goliaths.

As each and every one of us goes through the three
years at Rudolph Hall—in the strange irony of architec-
tural education where we are for ever training to

build but never building to train—may that realization
occur and linger in our minds, grounding us to our
finite nature.

1 http://www.moca.org/visit/double-negative
2 Brown, Julia, Michael Heizer, and Richard Koshalek, Sculpture in Reverse
(Los Angeles: The M n of Cor 1984), 16.

porary Art, Los A |

Pierre Thach
Architecture ‘18

Our notion of work is, to say the least, clouded.

We live in confusing times. There’s a disconnect
between the public’s view of our work and the way
we perceive it ourselves. Ask any person on the
street what architects do you're likely to get

the answer that they build things. The word build

is significant. It implies that we still carry out the
same work as did the master-builder in a bygone

era. Our profession has since parceled into a complex
web of labor division.

The reality is that we no longer build. The actual

act of building has now transferred to contractors.
Never mind building, we don’t even design anymore.
Design is too charged a word. It hints at something
divine and sinister at the same time. It recalls la
Bastille, the Reich Chancellery, and Brasilia. We are
now beholden to public opinion. Thus we've become
friendlier and softer, convinced that we mean no
harm; we are but one of many stakeholders in

the integrated design process. Isn’t that a grotesque
enough evasion for you? We used to be involved in
all stages of a building, now we have become pawns
subservient to the capitalist system, spending much
of our time filling paperwork and attending meetings
rather than doing what we are trained for. We've
allowed ourselves to be bullshitted by the system
into thinking that if we change our job description,
we can increase our agency, that somehow we can
be more than what we used to be.

We are in denial. Unlike our fellow engineers, we
cannot cower behind the veil of scientific rationality.
No. We are storytellers. And as storytellers,
we've fabricated stories to reassure
ourselves that we have yet to be
vanquished by the current paradigm.
But that’s okay, because we live in
interesting times. We can satisfy
ourselves by reminiscing on Claire
Weisz's thoughts on the nature of our
work in her recent lecture:

“No architectural project is transforma-
tional. The most architecture can do is
that it changes us.”

So like amused little boys and girls on the

beach, let’s celebrate in our confusion and
cherish the moment. At least, we can live knowing that
we laughed about it.
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