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REDEFINITION OF THE EDGE | 01
WORKING ALONG THE EDGE OF THE PIER

STUDIO TUTOR
SITE

Lindy Roy
Christopher Street Pier, New York City, USA

New York City was for many years, one of the world’s leading ports. In the early 1950s, the docks 
in New York City, by far the country’s busiest, directly and indirectly supplied the livelihood for 
almost 10% of the city’s population. Currently, the waterfront is an integral part of the edge of 
west New York City. Pier 45, the Christopher Street Pier was one of the many piers that underwent 
a significant transformation in the mid 1900s. 

Between 1971 and 1983, the piers were the site of an enormous range of works by artists as 
different as Vito Acconci and Peter Hujar, Shelley Secombe and Morgan Greenwald, David 
Wojnarowicz and Arthur Tress, Gordon Matta-Clark and Frank Hallam, who photographed, 
painted and performed on these grounds.

The piers emerged as an iconic series of sites - symbolic of a unique stage in New York City’s 
history, where abandoned and derelict structures, used as props and inspiration by these artists 
and a result of profound economic change, became a mélange of urban ruin, sexual wilderness, 
and cultural frontier.

Nighttime experience at the pier is a pristine treasure, waiting to be explored. Currently, the 
pier at night has changed into a collection of solitary, dark spaces. There are numerous parks 
and walks along the edge right now, but they can get desolate, dark and unsafe at night. These 
places might be risky, but the view from the edge is spectacular.

A C A D E M I C  W O R K S 0403



Heat was the unseen hand, stirring molten resin into a living medium 
where wood, metal, wire, foil, and foam met their fate. I suspended 
these elements each chosen for its quiet defiance and watched the 
thermal dance begin.

Wood was the first material lost, as it expelled steam throughout the fibers, twisting and 
splitting in the grip of the burning resin. Metal edges began to melt slightly, as if they were 
becoming part of the memory of the past, glowed, and followed the transparent flood that 
was taking form over the gleaming matter.

Wire put up a brave resistance by bending in sharp curves but 
not breaking and charted its path through the hardening resin. Foil 
began to curl into bright folds, as its metallic skin had developed 
numerous folds and wrinkles that would begin to absorb light.

MATERIAL REACTIONS AND EXPLORATIONS
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LIGHT AS A MATERIAL

Connecting the past with the future. Giving a trajectory. A journey. An immersive experience. 

Understanding the functionality of different spaces: mapping the different functions and activities 
and giving them both permanent and semi-permanent builds to enable the activity that is inclusive 
as well as open to interpretation.

The idea was to break the edge of the pier by creating multiple but not physical thresholds. 
Working with the visual and psychological thresholds and taking into consideration the night 
views from the pier. Looking at the behaviour of two spaces with each other and behaviour of 
multiple spaces with each other. Simple geometries and geometric forms have been used to 
create ambiguous boundaries and give the multiplicity of choice to the user. When the boats 
come near the pier, the design moves underwater. And then it pops back up. The design is very 
fluid. Very mobile. And that’s where architecture mobility comes in. 

Something related to the history of the pier. Which stands as a memory. Something that respects 
history (a monument, an inscription) and provides a space to communicate freely, without any 
judgment. Sensitises and familiarises the people.

Architecturally, it is something that blends the water and the land. A play of light, shadow and 
reflection is involved. A museum and an urban landscape or urban escape. The thought is to look 
at time as a memory, a flashback, a reminiscence. And then a return.
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ECHOES OF THE MIWOK LEGACY | 02
HONORING THE PAST AND BUILDING THE FUTURE

STUDIO TUTOR
SITE

Maria Linares Trelles
Larkspur, California, USA

In 2014, Larkspur, California a burial site over 4,500 years old containing 600 human bodies was 
annihilated for the construction of a housing complex. The mound was the Coast Miwok’s who 
were the inhabitants of Marin and southern Sonoma Counties. Buried beneath a 4,500-year-old 
Indian burial ground and village site in Larkspur, California, where thousands bones of bat rays, 
waterfowl, deer, sea otters, grizzly and black bears — and 600 humans. Larkspur is currently 
undergoing a huge development transformation, with new projects and a new upcoming transit 
hub near the centre on the town. These new projects will definitely lead to the progress of 
Larkspur, but they will create an unimaginable damage on its past.

The project is divided into three parts: one for the public, one for the Miwok tribe and one for 
the archaeologists and researches to find new pieces of indigenous land. This space has been 
constructed for the Miwok tribe to embrace their culture and perform their rites and ceremonies, 
such as their annual fall harvest festival. Elders or spiritual leaders likely led these ceremonies, 
which could include prayers, songs, dances, and other symbolic acts to honor the deceased and 
facilitate their passage to the spiritual realm. There would be these researchers and officers, 
who would show up at a site whenever the damage was going to be done. They would study the 
soil, see what artefacts were there and further investigate what could be done to preserve this.
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CONCEPT

Our project seeks to establish a connection with Studio Museum 127. The upper mass of the building hosts an outdoor terrace area 
for artists and their families to gather, providing a place to relax and enjoy the outdoors while promoting artistic inspiration and 
opportunities for learning and growing as an artist through collaboration.

STUDIO 1:1618 | 03
ARTIST HOUSING

STUDIO TUTOR
GROUP

Galia Solomonoff
Julian O Donnell, Sanjana Patel

An affordable retreat for artists, our housing project is located in West Harlem, New York and 
conceptually divided into three distinct parts. The base contains a cave-like language that 
expresses organic shapes and materials creating a sense of mystery and intimacy, while 
providing essential functions including gallery space, library, and open amphitheater. The lower 
portion provides a nurturing environment for artists and encourages interaction between artists 
and engagement with their work and their community.

The core of the project is comprised of open floor plates that are designed to provide visibility 
to all users, as well as being conducive to interaction between users. This layout encourages 
users to work collaboratively, and provides a space for artists to share their work, as well as 
communicate with other artists in a shared environment.
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MAIN CIRCULATION CORES

The apartment building has three main circulation cores 
made of pre cast concrete, which move throughout the whole 
building. In keeping with the overall design language of the 
building, they have a circular form with a spiral staircase and 
an elevator at the centre.

Their access covers the three main entry points into the 
building - the main street on Convent Avenue, and the 
secondary streets of West 127th and west 128th.
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CONCRETE AND TIMBER AS ONE

The project rises through three poetic layers, each material infused with purpose and 
alive to its role in the artists’ world. A rugged pre-cast concrete plinth carves out the 
cave-like base - rough-hewn and firmly grounded, sheltering the gallery, library, and open 
amphitheater where artists first meet the raw pulse of West Harlem’s streets. Its dense 
mass cradles mystery and intimacy, drawing the neighborhood into shadowed spaces 
of quiet encounter and shared inspiration, rooting the entire structure in the earth’s 
unyielding embrace. 

Slender, glue-laminated timber glistens like a series of woven branches. Rising above the 
large, solid base, the timber beams carry the floors of the apartments up into a light-filled 
flexible framework, allowing each unit to look out onto internal streets and vast common 
views. Warm wood grain softens all edges, creating space for interaction, conversation, 
and hiding places where light changes form with the time of day. Where heavy concrete 
gave way to timber, the building has lost its weight - in fact, the building has risen from 
the communal warmth of life in the public realm to being an artists’ sky-filled sanctuary 
with family and the shared aspirations they provide nurture. The transformation of material 
represents the shift from base to loft, and correlates with the intrinsic unity of the Studio 
Museum 127.
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ARCHITECTURE AS A RELIGION | 04
STRUCTURES OF LABOR, LEARNING AND LEGACY

STUDIO TUTOR
SITE

Ziad Jamaleddine
Staten Island, New York, USA

Once a site of labor and care, the Staten Island Farm Colony holds the memory of those who 
worked not for wages but for survival. Its crumbling walls and overgrown paths echo the rhythms 
of cultivation, discipline, and communal life. This land, once home to the city’s poor and aging, is 
reimagined not through erasure but through continuity - as a place where hands still build, where 
knowledge is still passed on. The narrative of the Farm Colony is one of transformation without 
forgetting: architecture that acknowledges what stood before, while planting new roots in the soil 
of shared purpose.

This project is a construction skills school embedded within a waqf structure, designed to serve 
a multi-cultural, multi-generational community. It includes open workshop space for wood, metal, 
and masonry work and learning spaces for technical training as well as collaborative learning. 
The site invites participation of the Islamic community, seniors, and broader local citizens, with 
spatial organisation that invites intergenerational teaching and shared craft practice. Financial 
viability is maintained through waqf-influenced renting and reinvestment models so that the 
building runs independently but with enduring communal ownership and access to education.
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WAQF DOCUMENT

In the Name of Allah, the Most Gracious, the Most Merciful

This waqf establishes the Farm Colony ruins as a site for building construction 
education, ethnic craftsmanship, and the development of cross - Islamic centres and 
their community.

Once a site of agricultural labour and collective living, the Farm Colony will now 
serve as a center for construction training, material production, and sustainable 
building practices. A lumberyard and construction workshops will form the economic and 
functional foundation of this waqf. The waqf comprises the Farm Colony ruins, which 
shall be reclaimed and revitalized as a center for education and trade. 

Out of the existing ruins, five buildings are to be reused, wherein two are to be given 
to the Landmark colony and three are to be used by the school. Four other buildings 
are to be dismantled and used by the Landmark Colony, but their material is to be used 
by the school, keeping in mind the physical & historical essence of the Farm Colony 
by trying to integrate the ruins into an active learning environment. Instead of 
being discarded, the remnants of past structures will be repurposed into classrooms, 
workshops, and housing for students and artisans. 

The waqf ensures that every structure built on this land comes from within, using 
materials processed in the lumberyard and skills acquired through hands-on training. 
This system guarantees that the site remains a self-sustaining hub of construction 
and education, constantly producing skilled workers and does not rely on external 
industries but instead creates its own closed-loop system of education and production. 
The remaining ruins are to be stabilized by the school and used by the Landmark 
Colony. The lumberyard and workshops will be the primary assets of the waqf, storing 
and processing raw materials for on-site construction and functioning as training 
grounds for apprentices. Trainees will gain expertise in carpentry, masonry, and other 
essential trades such as woodworking, carving and furniture work, allowing them to 
contribute directly to the waqf’s expansion. 

Community spaces and additional facilities will be built using locally processed wood 
and stone, reinforcing economic self-sufficiency by renting out the community spaces. 
The waqf will be governed by a board of administrators, including representatives from 
MAS, ICSI, and Islamic community members, ensuring ethical management and sustainable 
growth. The trustees will oversee operations, allocate resources, and ensure that the 
waqf remains true to its purpose of responding to the spatial needs of the Islamic 
community. 

A key feature / secondary asset of the waqf will be the Sunday market, a weekly 
gathering where goods produced within the workshops - such as furniture, handcrafted 
items, and construction materials - will be displayed and sold. This market will 
generate revenue to sustain the waqf, while also serving as a social and economic space 
where artisans, students, and the diverse, ethnic Islamic community can engage in trade 
and cultural exchange. The waqf’s structure allows for incremental growth, ensuring 
that the workshops, and public spaces can expand in response to demand. By dedicating 
this land as a waqf, it is entrusted to the service of the Islamic community, with all 
revenue and benefits reinvested for its continued improvement. 

May this endowment stand as a testament to faith, stewardship, and progress, ensuring 
that its impact endures for generations to come.
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THE EVIDENCE BOX

For the archival study of the Farm Colony’s history, I created an evidence box that tells a story of time 
and transformation. Four drawers are stacked vertically, unfolding in four distinct directions where 
each movement offering a revelation, a fragment of memory suspended in wood and glass.

Behind the acrylic cover, cut precisely to frame a window onto the past, one can trace the gradual 
shrinking of the Colony’s footprint over decades - its buildings, courtyards, and open spaces 
slowly contracting as functions diminished and nature reclaimed edges. Each drawer becomes a 
layered perspective, making visible the passage of years, of use, and the persistence of place amid 
abandonment.

The box turns history into an evidence, where memory, loss and continuity converge, making space 
both an archive and an artifact. Each timeframe held something different: the first drawer collect 
archives of the first settlers on Staten Island - where the Dutch came and put their roots down. The 
second drawer reveals the Colony at its peak - sprawling wards, bustling courtyards, and communal 
halls alive with early self-suficient purposes. The third captures mid-century decline, with vacant 
wings and overgrown paths signaling the shift from self-sufficient farm to welfare institution. The 
fourth exposes the hollowing - key structures demolished, voids widening as social functions faded 
and the beginning of the senior housing project.

Through this device, the Farm Colony emerges not as static history but as a living sequence—each 
pull of a drawer pulling time forward, forcing us to touch the weight of what endures.

1600 - 1800     First settlers on Staten Island

1800 - 1900     Emergence of Richmond County Poorhouse in Staten Island

1900 - 2013     Establishment of New York City Farm Colony

2013 - 2025     Builing the Landmark Colony
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BEACH INFRASTRUCTURES | 05
ORAL INFRASTRUCTURES OF RELATION

STUDIO TUTOR
SITE

Joseph Zeal Henry
Orchard Beach, Bronx, USA

Orchard Beach, sometimes referred to as “the Bronx Riviera”, is a created shoreline as well as a 
cultural landscape. Orchestrated in the 1930s by Robert Moses, it was built using imported sand, 
seawalls and a massive bathhouse as a manifestation of modern recreation. But the beach’s most 
persistent identity does not come from the planned vision, rather it comes from the people who 
have gathered there for generations. 

There is something that pulls them back to that space. Each summer, families gather provisions, 
radios and umbrellas and navigate their way to Orchard Beach to carve out temporary territories 
along the crescent shoreline. Repeated over generations, this process has transformed the 
beach into a living archive of community. The elder generations once visited as children and now 
bring younger generations of family back to that same sand. This return is a minor gesture, yet 
it holds an implicit refusal to disappear. Thus, we can identify Orchard Beach not as a forgotten 
outskirt but a place that matters — a commonality in which even the narratives, memory and 
presence somehow are infrastructure.

The gesture of return at Orchard Beach signifies relation, situated in the continuum of generations, 
communities, land, memory and place. It stands in opposition to the privatization and exclusion 
that so many of New York’s shorelines have been designed to represent. In a city where much 
of the waterfront has been imagined as a site of financial development and subsequently for 
exclusive leisure, Orchard beach is a site of accessibility. 
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The film begins with a simple gesture: the return. 
Each summer, people come back to the same sand, the same shoreline - repeating a movement that is at once ordinary and monumental. In these returns, Orchard Beach becomes more than a constructed shoreline.
Memory enters next.
Carried not through monuments but through voices and stories. A crescent of land and water, a stage where these gestures unfold. But within that vastness, it is the voices of individuals that matter. 
In the interviews, elders describe why they return, why this place continues to call them back. Their words form a counter - archive, one that holds the lived history of the beach in a way no planning document or map can. The montage of archival footage connects the past to the present. In the interviews, elders describe why they return, why this place continues to call them back. Their words form a counter - archive, one that holds the lived history of the beach in a way no planning document or map can. The montage of archival footage connects the past to the present. 
Footage of the beach in the 1940s, of swimming, games and crowds, remind us that these gestures are not new. 
They have been carried across generations, sustained despite neglect and change. The official archive shows the beach as an achievement of public architecture, especially with Robert Moses talking about his dreams and ambitions for New York City. Yet the counter - archive, revealed in the They have been carried across generations, sustained despite neglect and change. The official archive shows the beach as an achievement of public architecture, especially with Robert Moses talking about his dreams and ambitions for New York City. Yet the counter - archive, revealed in the 
film through memory and community, insists that the real infrastructure of Orchard Beach lies in these gestures of return, of gathering and of storytelling through generations.
The film does not try to resolve the complexity of the past. Instead, it holds fragments together: the present gesture of return, the reason for the beach’s existence, the remembered voices and the montage. Each layer points to the same question: how do small, recurring acts - returning each The film does not try to resolve the complexity of the past. Instead, it holds fragments together: the present gesture of return, the reason for the beach’s existence, the remembered voices and the montage. Each layer points to the same question: how do small, recurring acts - returning each 
summer, and each weekend, telling stories and passing on memory, shape space as powerfully as walls, roads or buildings.
The film centers at return as a gesture - families and communities returning to Orchard Beach each summer, layering presence and memory onto the beach. I want to develop this gesture into a particular material, and rather than creating something monumental or static, a site that returns and The film centers at return as a gesture - families and communities returning to Orchard Beach each summer, layering presence and memory onto the beach. I want to develop this gesture into a particular material, and rather than creating something monumental or static, a site that returns and 
layers, I want to work with fragmentation as a project that assembles, like return is not always lasting, but resists being permanent. 
Yet, the elements will provide an experience that can encourage repeated, adapted and communal use. As a first approach, this could manifest as modular forms; small pavilions, canopied seating, tidal markers that over the years could be claimed, repositioned or translated by visitors. Yet, the elements will provide an experience that can encourage repeated, adapted and communal use. As a first approach, this could manifest as modular forms; small pavilions, canopied seating, tidal markers that over the years could be claimed, repositioned or translated by visitors. 
The materials themselves could embody temporality and memory, speak of the passage of time and support gestures: wood that weathers, stones that bear traces of time and textiles that can be remade in each season. The point is to hold memory in material, and allow the space to archive 
gesture rather than wipe the slate clean.
I am also thinking of surface as a medium of return: ground planes inscribed, stamped and embedded over time with patterns, imprints or objects that show evidence of presence. I am also thinking of surface as a medium of return: ground planes inscribed, stamped and embedded over time with patterns, imprints or objects that show evidence of presence. 
Just as an archived film conveys the layering of history in the present, the material surface of a space could build layers of past and present through embedded memory. And the word embed could also translate into something that goes under the ground and buries itself, in a way working 
with the duality of above the ground and below the ground.
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THE PERFORMER’S NEST | 06
INFRASTRUCTURES OF RESONANT EXCHANGE

STUDIO TUTOR
SITE

Jayden Ali, Chloe Munkenbeck
Battery Park, New York, USA

The project looks at performers in Manhattan, not just as entertainers, but as part of the 
city’s everyday life and of a larger urban system. In New York, street performance exists in 
a complicated relationship with regulation, weather, pedestrian flow, tourism, visibility, and 
informality. Performers depend on foot traffic, but they also need moments of pause.

Situated in Battery Park, the project has a set of spaces that work together as a kind of support 
system. There is a place for the public, for performers to change and prepare, to store costumes 
and musical equipment, and a larger recreation space that can shift between co-working, 
practice, performance, and café or restaurant use. The project is about making visible a kind of 
urban life that already exists, but is often unsupported. It is about giving that life a place, while 
still letting it remain open, changing, and connected to the city.
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MATERIALITY AND USABILITY

I started shaping the design around Battery Park. I was drawn to it because it already had a 
duality of a quieter and a louder public presence, but still holds a strong relationship to gathering, 
movement, and seasonal activity. It felt like a place where performance could be supported 
without being overwhelmed. The project is built from a set of spaces that work together as a kind 
of support system. There is a place for the public, a place for performers to change and prepare, 
a place to store costumes and musical equipment, and a larger recreation space that can shift 
between co-working, practice, performance, and café or restaurant use. I wanted the building to 
feel useful in multiple ways, not only during performances but also in the in-between moments 
when people are resting, waiting, or simply spending time there.

What became especially important is that the architecture is not closed off from the public. There 
are platforms that allow people to interact with performers even when no performance is taking 
place, so the building can stay active and porous. I wanted those moments to feel informal 
and open, almost like the architecture is encouraging a kind of everyday exchange between 
performer and audience. It is not only about staging performance; it is also about creating a 
shared civic environment around it.

Materially, the project starts to take on another layer. The surfaces are made of colored glass 
and mirror, so the building shifts depending on light and movement. During the day, it reflects 
pieces of the park, the people, and the sky. At night, it lights up, almost like a quieter echo 
of Times Square. That duality matters to me because it allows the building to feel different in 
different conditions — reflective in one moment, luminous in another. It gives the project a public 
presence without making it feel heavy or fixed. Instead, it becomes something that can glow, 
fade, and change with the city around it.
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SCHINDLER’S STUDIO I 7.1
A STUDY OF SPACE AND MATERIAL

STUDIO TUTOR
CASE STUDY

Steven Holl, Dimitra Tsachrelia
Kings Road House, California by Rudolph Schindler

Reading about Schindler, I understood that there was a certain aspect of his work that 
was unique to him. And that was his expertise to individually and personally design the 
spatial experience of every house by approaching every space in a different, unorthodox 
way. His ability to use detailed and articulate construction methods along with a 
willingness to adapt to new theories related to modern lifestyles made an impression 
on me. 

His design philosophy, which he called “Space Architecture,” prioritized the sculpting 
of interior space over the exterior form. Spatial relationships and an emphasis on the 
interior experience of the building / space – that is the learning that I got through 
studying him. It is a question of space shaped through materials, and a solution that is 
a subtle interplay of the materiality, light, proportion and structure.

CHOREOGRAPHING SPACE

Studying Rudolph Schindler and his Kings Road House, I focused 
more on how he choreographs the interior spaces through 
structure, material, and light - rethinking domestic life as an 
interlocking sequence of rooms, courtyards and thresholds rather 
than fixed or labeled rooms.
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CONCRETE WALLS, ANCHORING SPACE

Casting the pre - cast concrete walls at model scale made me understand 
their weight and presence as thick volumes that anchor Schindler’s studio. The 
concrete surfaces define the limits of each space while framing views outward, 
turning walls into both structural and spatial devices. 

Through this process, I could read and feel how the heaviness of the concrete 
sets up a strong background for lighter insertions, and why Schindler trusted 
concrete to hold the house together spatially.

TRANSPARENT SKINS AND FILTERING LIGHT

In contrast to the concrete, Schindler’s wood and glass walls act as light, almost 
transparent planes that blur inside and outside. The sliding panels with canvas 
create a translucent screen, filtering light and softening the boundaries between 
the studio, the courtyard and the garden. 

Building these elements in the model helped me understand how thin partitions 
can still behave as volumes that hold light and air, with a play between the 
lightness of the screens, the transparency of glass and the concrete walls.

FURNITURE AS INTERIOR TOPOGRAPHY

Schindler’s furniture pieces almost operate as smaller volumes nested within 
larger volumes. This reinforces his idea of interlocking spaces at the scale of 
the body. In the model, the low tables, built-in seating, and storage are not 
decorative objects but spatial elements that extend the architecture. 

Their delicateness and proportion showed me how furniture can choreograph 
movement and occupation inside the studio, as if Schindler’s furniture was more 
of a volume inside a volume.
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JINGDEZHEN IMPERIAL KILN MUSEUM I 8.1
REPRESENTATION AND MATERIALS

STUDIO TUTOR
CASE STUDY

Ray Wang
Jingdezhen Imperial Kiln Museum, China
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2020 | Jingdezhen, China

Jingdezhen Imperial Kiln Museum
Studio Zhu-Pei

gold, wood, water, fire, soil - five themes - five sunken courtyards
varied in size and theme - reflecting old Chinese thinking about the earth 
associating with the porcelain making techniques of the past
interweaving two different historical phases
a new awareness and maturity
of a contemporary 
archeologyarcheology
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FINISHED / UNFINISHED

The two forces of nature, the two most obvious, yet contradicting forms – solid and void, are in many ways 
a representation of the two states of mind one finds themselves in. This also includes me. My reason of 
starting with colours and then adding monotonous shades, and then leaving the image unfinished is to try 
and highlight or not highlight the whole image. 

The blank numbers in the painting, for me, is something that leaves a trace of curiosity as the eye wanders The blank numbers in the painting, for me, is something that leaves a trace of curiosity as the eye wanders 
across the canvas. This leads to multiple permutations and combinations as to how a form, or a space is 
composed, a space being something intangible like our thoughts, or somethings like an actual physical 
space or a canvas. Once formulated, the canvas can be manipulated to include even more states of mind.

Multi Graphics and Representation
Columbia University GSAPP

Assignment 01
Sanjana Patel

GRAPHICS AND TEXT EXPLORATION I 8.2
TEXT EXPERIMENTATIONS AND GRAPHICAL ILLUSTRATIONS

STUDIO TUTOR Wael Morcos
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CONSTRUCTING ATELIER AQUA I 09
INTEGRATED BUILDING SYSTEMS

STUDIO TUTOR
TEAM

Berardo Matalucci, Samuel Berrigan, Aaron Campbell, Michael Esposito, Ayumi Sugiyama
Swezya Joshi, Eujin Kim, Alexandra Zhao, Sanjana Patel, Tsz Tung Kwang

As part of this technology course, we developed a full set of working drawings using Revit. The 
original design project was a studio project completed in the previous semester by a fellow peer. 
We translated the conceptual designs into buildable systems and reworked the design according 
to a new structural system. 

The package includes coordinated plans, sections, elevations, wall sections and detailed 
junctions that resolve the steel frame, precast concrete slabs, corrugated metal façade, insulation 
layers and interior finishes. Through this process, we focused on how the structure, the envelope 
and the spatial layout come together as a coherent technical proposal. 

Design credits: Dillys Onyenashia Olise. All base drawings have been taken with permission from the student.
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DETAIL DRAWINGS AND SYSTEMS

Given that the site was in Los Angeles, we wanted to develop 
systems that would be sustainable and interchangeable in the near 
future. Hence, not only did we try out metal joineries and details, but 
we also studied the shelf life of each material to determine which 
ones would blend in the program and yet have a longer shelf life so 
as to make this project more manageable. 

This involved comparing different cladding assemblies, insulation 
types, and fastening methods, and testing how easily components 
could be replaced, repaired, or upgraded over time without 
disrupting the overall structural and spatial logic of the building.
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