
those works. Today, the New Architect faces new canons of social equity, access as well as always returning to beauty, in addition to as well as the avoidance of exploitation and typolog-ical issues, all to yield a better fate for the users. These paradigms come from broader schools of thought, expanding beyond the breadth of Rome’s wonders, and venturing home, to the equally valid archi-tecture of Phil Freelon, Zaha Hadid or Eduardo Neira. 
ê

I suppose I fall under the category of an architect, or at least an archi-tectural thinker. I used to agree with the theological notion that I had complete will over my life, and viscerally still agree. But I was born with traits and constructs which are unchanging — my location at birth, my heritage and instincts. I think it would be irresponsible (and ironic) to discard the opportunity to be the “architect” of my own life. Although my circumstances could’ve precluded me from being at Yale University, I am here now not solely because of my efforts. Without my Grandma admiring my Grandpa’s paisley tie at a party in Haiti; without a young, Catholic school-primed Abuela hot-wiring a car to reach Abuelo in Cuba, I wouldn’t have arrived two generations later to my humanity, at my here and now. A here and now of perpetual homeostatic self—repair and self—discovery; grasping for identity equilibrium in the generational seas of my abstruse, ancestral nar-ratives. All the while, trying to rise and identify a reality for others when I still am designing who I am, bearing the burden of crafting and defining a post-ontological New Architect.

 Sydney Maubert

RULE OF 
THREE

I worked in a small architecture 
office for three years. During that 
time, I helped design a single family 
home, a beach house, and a small 
resort master plan, all for high-end 
clients. While the projects were suc-
cessful, they did not make me happy. 
The city, the people, and the work 
was quite contrived and drove me to 

eventually apply to graduate school.

à
Three months before applications 

were due, my partner and I collabo-
rated on a competition entry, hoping to 

include it in our portfolios. We invited a 
friend to join, making a group of three. 

From conception to submission, the project 
took three weeks. We received great news of 

the results (we made it to the third round as 
finalists) just in time to update our portfolios. 

We submitted them, along with our applications to 
schools, in January and received word back three 

months later in March. 
à

Of the four schools I applied to, I got accepted into 
three. The one I didn’t get into was the one my part-
ner did. I really wanted to go to that school, mainly 
because of the town — the streets, the people, and the 
food made me happy when I visited a year prior and I 
expected it would be the same for the next two years. 
She decided to attend this school as I chose another, 
three hours away.

à
Three months after COVID hit, my school decided 

it was going virtual; hers was not. We spent the 
three months of summer living with my par-

ents, packed our bags — hers, mine, and the 
dog’s — thereafter, and moved out east to 

her school’s town. Despite the quaran-
tine, economic setbacks, and a virtual 

semester, this has been a great expe-
rience. I was right — the streets, the 

people, and the food has brought 
me joy. We’ve been here for three 
months now and I can say I am 
truly happy. I wonder would it 
have been the same if things 
went differently? Without my 
disdain for work, without the 
virtual semester, without my 
current context, would alter-
nate forces have coalesced 
to grant me happiness to the 
same intensity I've experi-
enced here? I suppose happi-

ness is fated to some degree, 
guided by cosmic forces out-

side of my control. I'd like to 
think my journey to the now — 

this very spot on the couch, on 
the third floor of an apartment 

shared by three roommates, in a 
town I've so longed to be a part of — 

has been a collaboration between will, 
fate, and serendipity.

Rogelio Cadena

 

AN ECONOMY OF EFFORT
On a few occasions, I’ve heard people give the advice, “Don’t do it if you’re not going to put 
it in your portfolio,” usually in reference to overwhelming project deliverables or detailed 
digital models. While I think there is some credence to the idea of minimizing work that will 
never be seen, I would like to dwell instead on the bifurcation of the academic architectural 
project into a before and an after, a process and a presentation. This separation into pro-
duction and product can perhaps be useful, allowing us to consider the two as discrete ex-
periences to be compared, rather than a single indivisible entity. Of course, school projects 
can have a great variety of outcomes — they can turn out well, or poorly, or somewhere in 
between, and perhaps that is the point: if it’s possible to have a successful presentation 
of work, is it also possible to have a successful process? In other words, if the result 
can be analyzed and evaluated, can we also examine that which precedes it? 

ä
Maybe one way to look at the idea of successful process is as an economy of 
effort, not in the general sense of the word “effort,” but as work expended 
on unenjoyable and extraneous tasks. In this framework, the devel-
opment of a project is understood not as an immutable sequence of 
prescribed events, but as a field of concatenating opportunities to 
choose from — potential decisions with consequences, yes, but 
not all of which are beyond our control. There is a freedom, 
an agency even, to focus our energy on the methodologies 
we find useful or delightful. I want to be careful here: I’m 
not advocating for doing less work per se, but for being 
more thoughtful about how we engage with our proj-
ects — to be cognizant of our interests, limitations, 
agendas, and ambitions. While the term “economy” 
is often only associated with a kind of frugality,  
I see it as folding into a broader practice of carefully 
managing energy, time, resources, and expecta-
tions amidst varying conditions. 

ä
As such, an economy of effort isn’t merely forgoing 
unhelpful drawings or only modelling what will 
be seen in the render, it’s about recognizing that 
projects inhabit more than just fictive space — they 
impinge on a number of larger realities, including 
our personal lives and the world at large. Maybe a 
collection of detailed vignette drawings can be a more 
enjoyable way to convey community engagement than a 
site plan, or maybe a found poem can articulate a vision 
more concisely than ten iterations of a parti. Maybe we 
can reconsider the transactions of time, money, and health 
that a project might seem to demand. In each case, we are 
asked to take stock of what matters to us — that is, where we 
want to concentrate our work. An economy of effort seeks to find 
the balance between a reductive excision of everything unproduc-
tive and an uncritical pursuit of every possibility, imbuing the proj-
ect’s process of becoming with a kind of intention. It precludes neither 
anticipation nor experimentation, weaving whatever luck, fate, and happy 
accident might bring into a bigger story, a direction if you will.

ä
This still leaves the question of how we know when we’ve “made it.” The 
success of a completed project might be evaluated by its legibility, coher-
ence, beauty, or recognition, for example, but are there any similar criteria 
for evaluating p rocess? Maybe we can think about what we learned — the 
things that we want to (never) try again; or maybe we should be more holis-
tic and reflect on our emotions — like how gruelling (or fun?) a project felt. 
The very idea of an economy implies a degree of fluctuation though, which 
complicates any kind of measurement. Because projects exist in shifting 
contexts, how we assess and understand their economy must respond to 
this dynamism. Maybe we just have to accept that successful process is 
an imprecise, moving standard, something we can only pursue but never 
quite achieve. Still, perhaps an economy of effort is just another way to 
look at our projects with a bit more care, purpose, and healthy doubt.

ä
Or maybe this is all just bad advice.

 
Jerry Chow
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UNSOLICITED 
ADVICE FROM DAD

James Mayer

Success is the hopeful outcome of any endeavor, 
but it might not match your initial vision.  

You choose a goal, you research it, you reflect on 
the different approaches you might take,  

and then boldly settle on a direction.

Seeking perfection is ideal but can lead to fear 
of failure if you let it prevent you from moving forward. 
Keep on going, you may stumble on something useful.  

Positive results may not be perfect but may still be 
considered a success.

I worked in the restaurant industry for many years. 
Cooking involves so many variables  

that can negatively affect the result.  
Almost always, I could eat my mistakes.

Imperfection is a demanding teacher.  
Reflecting on your goal, the process you 
used to achieve it, and the outcome will  
together lead to more effective action.

"Success is not final, failure is not fatal:  
it is the courage to continue that counts."

Winston Churchill

THE MYTH OF  
MERITOCRACY:  

FATAL OR FATALISTIC?

Carlos Eduardo Paredes 
Viewing success as fated inevitability serves to reinforce our  
understanding of social hierarchies. Believing that those who 
have succeeded have done so because they were fated to by virtue 
of their exceptional abilities only serves to reinforce the myth of 
meritocracy — the idea that those at the top deserve their success 
because they worked hard for it or were the most gifted individuals.1 
This interpretation of success falls into what Brazilian critical 
theorist Paulo Freire’s idea of “fatalism,” wherein we accept the 
world as is and believe that our positions are fated through a 
“mythicization” of the world.2

ã
The typical understanding of success is exemplified best by the 
myth of meritocracy. Through this interpretation, success becomes 
a fated ordeal; you can only achieve it if you are destined. You must 
be born with the proper talents, and these talents must be utilized in 
industrious ways. This myth constitutes our collective understand-
ing of the way billionaires have obtained wealth; they earned it be-
cause they were smart and worked hard; they were born with excep-
tional gifts and an exceptional work ethic. For example, the belief 
that higher IQs translate into greater economic success has been 
historically used as a quantitative metric to justify the myth of mer-
itocracy, but as evidenced by data, higher IQs do not consistently 
translate into economic success.3 In this way, IQ served to buttress 
the argument that only the most intelligent people could rise to the 
top and achieve economic success. And since they achieved their 
success because they used their natural intelligence productively, 
any wealth or power that came from it was inherently deserved. 

ã
But what does the myth of meritocracy show us when it is inverted, 
flipped on its head — how can it help us understand failure? The myth 
of meritocracy might not present a terribly problematic concept of 
success in itself, but its application towards an understanding of 
failure reveals its darker side. The logic is as follows: if those at 
the top deserve their success and wealth, those at the bottom also 
deserve their failure and poverty. Poor Black and Brown students 
have lower educational outcomes than their affluent white peers. 
But this is not the result of their own inability. Rather, it is the result 
of inequitable educational systems — which stem from a history of 
“injustice and oppression”4— where affluent white students have the 
access to well maintained, high quality classroom and instruction in 
high school, while impoverished Black and Brown students attend 
remedial classes with a teacher-to-student ratio of 1:39.5 If the myth 
of meritocracy is applied as a conceptual lens here, then one would 
have to argue that they merit their failure.

ã
This idea that oppressors need to “mythicize the world” was ex-
amined by Paulo Freire. When the world is mythicized, its dynamic 
nature is obscured; instead of seeing the world as a problem — some-
thing to be collectively worked on and addressed — the world, and 
the structures that constitute it, is presented as a “fixed entity,” 
something that must be passively accepted by its inhabitants. Freire 
understood that our notion of not only success, but the world at 
large, was shaped by a consciousness that is “mythicized.” The op-
pressors deposit myths into the oppressed in order to  preserve the 
status quo. These myths create a lens through which we view the 
world, leading to a sense of "fatalism", or a belief that events and 
conditions are destined and inevitable. This fatalism is exactly what 
Friere argued would distort our understanding of the world. The 
social hierarchies which structure our relationships are not shaped 
through fatalistic success; rather they only appear that way when 
we understand them through the myth of meritocracy. 

ã
Paulo Freire’s contributions to our understanding of mythicization 
aid in clarifying what success is not. Success is not a fated ordeal 
reserved only for the most gifted and for the hardest working. It 
should not be understood through the myth of meritocracy that 
seeks to justify a fatalistic conception of itself, and, when inverted, 
also seeks to justify an understanding of failure. This definition of 
success obfuscates the interwoven causes of success and failure. 
It limits our scope and field of view. As we move away from it, we 
begin to truly understand success not as a static concept, but one 
which merits a complex and dynamic analysis.

 1.   Melina D. Anderson, “Why the Myth of Meritocracy Hurts Kids of Color” 
The Atlantic, July 27, 2017, https://www.theatlantic.com/education/ar-
chive/2017/07/internalizing-the-myth-of-meritocracy/535035/.

2.   Paulo Freire, Pedagogy of The Oppressed, (New York: Continuum, 1995), 43.

3.    Samuel Bowels and Herbert Gintis, Schooling in Capitalist America: Education Re-
form and the Contradictions of Economic Life (Chicago: Haymarket Books, 
2011), 123-124.

4.   Bettina Love, We Want To Do More Than Survive: Abolitionist Teaching and 
The Pursuit of Educational Freedom ( Boston: Beacon Press, 2019), 92-93.

 5.   Jonathan Kozol, Savage Inequalities: Children in America’s Schools (New 
York: Broadway Book, 1991), 80-81.

 6.   Paulo Freire, Pedagogy of The Oppressed, (New York: Continuum, 1995), 120.

Throughout the history of human intellectual life has remained the ques-

tion of fate and who controls it. Fate becomes either a romanticized idea or 

a parasitic one, all having to do with how the person interprets their level 

of control over their destinies. A person can romanticize fate if they adhere 

to the notion that there is a visceral, natural will over their lives that inev-

itably yields the best results, often explained by Abrahamic (or Christian) 

ideologists. However, there is an equally valid, opposing ideology that fate 

is parasitic, where the person fears having to relinquish partial or entire 

control over the outcome of their lives. To regain that sense of control, we 

impose time and place to attribute a specificity and positioning. Additionally, 

our social construct yields us an identity that affords us a sense of purpose. 

Today, I identify myself as an architecture student, a black woman, a hispanic 

woman, a daughter and a thinker, in no particular order. All of these identities 

compound or intrude on one another under the societal social construct I was 

born into, sometimes making me feel untrue to one identity or the other given 

that all of these social constructs bear different responsibilities. I think this 

phenomena occurs for many other marginalized people in architecture. So I 

am advocating and proposing for a “New Architect”, whose identity isn’t com-

promised by the past, but re-positions itself to endure and design a New Fate. 

ê

Fate and architecture are married by concepts of control. Theologians at-

tribute a God or gods to explain the global concepts of fate, time and place, 

some even referring to God as “The Great Architect”. The architect, as we’ve 

come to know him or her, has fused the ontological with the profane, exper-

imenting with the relationship between the user, identity and space, always 

playing closely to this analogy of having both godly and earthly faculties. 

For instance, Palladio is often referenced and heralded as a Paragon of 

architecture, for his canons of architecture, churches, alongside his non re-

ligious architecture. To dub the designation of religious designs, activities 

and rituals as completely removed and secular would be incomplete and 

untrue. Palladio, and many centuries of architects to follow and precede 

him, had a role in the fate of the people who enjoyed his design. Likewise, 

the nameless and faceless builders of the Pyramids of Giza have an 

unearthly jurisdiction over the centuries of users and visitors of 

THE ONTOLOGY OF THE 

NEW ARCHITECT: IS FATE  

VISCERAL OR PARASITIC?
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A LESSON FROM  
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BEWARE OF  
THE EVIL EYE
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