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ARCHITECTURE AND DESIGN

2025

FIELD RECORDINGS 
 
THE GUGGENHEIM 
 
STAGING AREA: A BARN RAISING  
 
THE HAVELI IN MEXICO CITY 
 
 
 

PLEASE DO NOT CIRCULATE



EDUCATION

2022 —25 Princeton University — School of Architecture
  Master of Architecture

2015 —19 University of California, Berkeley — College of Environmental Design
  Bachelor of Art (honors): Architecture and Environmental Design Research

SKILLS & SOFTWARES

Rhino, V-Ray, full Adobe suite, Grasshopper, Javascript, HTML, CSS, React, Polycam, photogrammetry, 
ArcGIS, Procreate, hand-drafting, model-making, painting, sewing, digital and analog photography, digital 
and machine fabrication, on-site building fabrication, woodworking, laser cutting, Zünd, CNC milling

PROFESSIONAL WORK

2024— (current) Designer — Besler & Sons (Princeton, NJ)
Design of a barn building for Art Omi (New York). Design and fabrication of a furniture set, model kits, and 
various other objects for accompanying exhibition from March to July. Assistant designer for upcoming Venice 
Biennale 2025 curated by Sylvia Lavin. Book designer and researcher for forthcoming edited volume “Beyond 
Provenance,” with Erin Besler and Sarah Hearne, published by Park Books (Switzerland).

2022—24 Fabrication Specialist — Princeton University, School of Architecture (Princeton, NJ)
Proficiency, maintenance, assistance, instruction, inventory, and oversight of every fabrication machine and 
material in the School of Architecture workshop including Zünd and CNC machines.

2023  Designer  — MPdL Studio (Princeton, NJ) 
Research and design for alternative housing prototypes based on modularity, longevity, economy, and 
construction efficiency.

2021—22 Freelance Designer — various (Oakland, CA)
Independent contractor for buildings, exhibitions, art installations, and performances. Worked on design-
build project in San Jose during construction phase. Primarily contracted by Marin Academy, John Murray 
Productions, and Geremia Design. 

2018—22 Design Assistant  — Nina Ball & Mikiko Uesugi (Oakland, CA)
Worked for artists Nina Ball and Mikiko Uesugi on performance design and spatial installations. Drafted 
construction documents, models, renders, paint elevations, and participated in on-site fabrication. 

2019—21 Set Designer — various (Oakland, CA)
Collaborated with directors, choreographers, and other designers on live performances with cohesive visual 
identity. Select collaborators and contractors include Oakland Theater Project, California Shakespeare 
Theater, Shotgun Players, and the Berkeley Art Museum and Pacific Film Archive (BAMPFA). 

2018—19 Scenic Design Fellow — Shotgun Players (Oakland, CA)
Year-long fellowship researching projection technology and materiality for performance. Built digital models of 
theater architecture to be used for institutional reference.

YOHANA ANSARI-THOMAS

email  yohana@princeton.edu
phone  (708) 267 7102

2016—18 Event Photographer — SUPERB Productions (Berkeley, CA)
Shot photography and videography for public concerts, films, comedy events,  and more in collaboration with 
various other departments. Edited and submitted content with rapid turnover deadlines. 

TEACHING, PRINCETON UNIVERSITY

F24-S25 Architecture: Undergraduate Thesis with Jay Cephas
F23  Architecture: Core I Studio   with Monica Ponce de Leon, Erin Besler, and Mitch McEwen
S23; S24 Introduction to Urban Studies  with M. Christine Boyer
S23  English: American Television  with William Gleason  
F22  East Asian Studies: Japan Film Media with Franz Prichard

TALKS, EXHIBITIONS, & PUBLICATIONS

forthcoming Contributing author for “Beyond Provenance.” ed. Sarah Hearne and Erin Besler, Park Books, print.

2024  “The Coming Community” architecture model, displayed at the Solomon R. Guggenheim Museum, 
June 2024. Model aquired by institution. 

2023—24 Editor for Rumor Review, an architecture criticism magazine based out of Princeton’s School of Architecture. 

2023  Yohana Ansari-Thomas and Hermine Demael (authors). “Burning Aesthetics: Dissidence and the Pyrocene in 
present-day Iran.” Paper presented and panel discussion at the Carpenter Center for Visual Arts, part 
of Harvard University’s Department of Art, Film, and Visual Studies Conference: “Atmospheres of 
Violence,” Cambridge, MA, May 4th, 2023.

2022—23 Co-coordinator, curator, and moderator for Princeton University’s Salon Series:
“Misfire” with Daedalus Li (exhibition and performance). March 10, 2023.
“Tabula Rasa” with Sarah Oppenheimer and Carlos J. Soto (artist talk and Q&A forum). February 6, 2023.
“Making an Archive” with Jean Louis Cohen, Megan Meulemans, and S.E. Eisterer (workshop). December 7, 
2022. 
“Architecture is Submissive” with Citygroup (open-forum debate and discussion). November 9, 2022. 

2019  “Tanzwurster.” UC Berkeley Arts + Design Showcase, issue 3. Griffith Moon Publishing, Print.

2018  “Solid—Void Trilogy.” College of Environmental Design Annual Workbook, Print.

AWARDS & OTHER RECOGNITIONS

2024  Princeton University Howard Crosby Butler Travel Fellowship (in support of M.Arch thesis research in India)
2022—25 Princeton University Graduate Fellowship
2021—22 Massachussetts Institute of Technology xPro Certificate in Full Stack Development
2018  UC Berkeley College of Environmental Design Circus Award for Exceptional Work in an Architecture Studio
2018; 2017 UC Berkeley Mask and Dagger Memorial Prize for Extraordinary Contributions to Theater, Dance, and 

Performance Studies (two-time recipient)



Integrated Studio taught by Michael Meredith.

ON THE COMMUNE STUDIO:

 The members of Field Recordings have 
formed a commune held in the nursery farmlands 
of Saratoga Springs, New York. We are designing 
a system of coexistence centered around the joy of 
music; it is a home, a camp, a festival, a makeshift 
club, an ad-hoc party. We invoke the existent logic of 
the 112-acre parcel to introduce a variety of spaces, 
places, systems, and ecologies while imagining new 
relationships between their everyday activity and the 
longevity of the land. 
 The material and structural ethos of 
our architecture integrates easy assembly and 
disassembly, passive and semi-passive energy 
systems, and minimal-to-low impact on land. The 
buildings implement light-frame structures and 
envelopes informed by textile logics. We strive to 
work with readily available materials, and we make 
decisions and exceptions based on the health and 
happiness of our community and the Earth.

ON THE BUILDING:

 The hammam is a place to bathe, dance, 
sweat, observe, disappear. A place for shared 
intimacy, catharsis, relaxation, experimentation. A 
place of shifting axes, ritual, deviation, and song.
 Timber, plywood, tiles, canvas, caribeners, 
pipes, and ratchet straps form the bare bones by 
which two module types emerge. Their sequenced 
construction produce a building that enables further 
improvised expansion and alteration, simultaneously 
subverting strict conscriptions of program. Its current 
iteration forms a three-room procession that leads 
visitors to a water spring, one of several found on the 
site. 
 The system of modules repeat continuously 
to compose a field of discrete difference. Fabrics 
hung at equidistant anchor points subdivide the 
space, creating softer thresholds. Module Type 2’s 
geometry axially reorients one’s body in space, 
visually obstructing access to what occurs within 
each room.
 

FIELD RECORDINGS (2023)



















Integrated Studio taught by Jing Liu.

INFO:

 Adaptive transformation proposal for the 
Solomon R. Guggenheim Museum (New York) in 
collaboration with Shaun Lien.
 The brief, provided by the institution of 
the Guggenheim Museum, asked us to reimagine 
the Guggenheim with newly imbued life, without 
removing its fundamental function: the display of art. 
 The model was ultimately acquired by the 
Guggenheim and displayed in the museum in June 
2024. 

PROJECT STATEMENT:

 There exist many Guggenheims: the building 
as authored by Frank Lloyd Wright, as well as 
several other versions whose changes, surgeries, 
renovations, and expansions have been guided by 
other institutions and directorships. And there is the 
Guggenheim that belongs to the “public.” We want 
to celebrate this Guggenheim by offering a part of its 
material constitution, the rotunda, back to the people. 
The rotunda is an icon; few interiors hold heritage 
status. We will cherish the rotunda. We will charge it! 
And to do so, we will cut off its head. 
 In exteriorizing the rotunda, the central 
space severs from its institution, and in pours the 
elements. A new wall made of concrete canvas is 
erected to offer enclosure and climatic control for 
the art. A series of trusses position radially along the 
thin volume. The connections between the existing 
ramps and the new trusses offer structural relief to 
the cantilevered ramps that prior existed in a state of 
constant vibration. The joint allows the cantilever and 
truss to rotate in independent directions relative to 
one another. The interstitial space between the ramp 
and the new wall expresses this translation between 
what existed before and the new structural, material, 
and geometric language. 
 Our intervention transforms the Guggenheim’s 
material politics towards a different aesthetic in which 
architectural decay from climatic exposure is held 
in an embrace. To usher in a new attitude towards 
preservation, we embrace incompleteness, absence, 
reuse, and adaptation in the face of uncertainty. Our 
Guggenheim is a palimpsest: written and rewritten, 
mediating endlessly between the building as a 
system and as a ruin. It is another Ship of Theseus; 
exposed to the elements, obliterated, and then born 
again.

THE  GUGGENHEIM (2024)
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Ground Floor Plan



Ramp 6 Floor Plan



Keynotes

1
2
3
4
5
6
7
8
9

10
11
12
13
14
15
16
17

Concrete Canvas, 1/2" thick approx.
(N) Truss w/ laminated steel plate members
(N) Beam connecting (E) shear wall and truss
(N) Double glazed low-e glass system
(E) Roof Assembly
(N) Steel guardrail, 42" tall min.
(N) Steel plate for joint connection
(E) HVAC Ducts and recessed can lights
(N) Circular steel plate as movement joint, 17.5" dia.
Web member extends beyond concete canvas
Metal plate to fasten canvas; plate follows ramp profile
Pin joint, 7.5" dia.
(N) Pin joint support, verify size w/ S.E.
(N) Steel plate to be bolted to (N) concrete foundation
(N) Steel plate above dashed
Steel members connecting trusses
Custom grommet for concrete canvas, to be attached to steel angle Joint connection details.







Professional work with Besler & Sons.

PROJECT TEAM:
 
Erin Besler (Principal)
Yohana Ansari-Thomas
Ana Rico Rubio
Rob Williams

INFO:

 The design and construction of a Barn 
building, furniture, and a parallel research exhibition 
installed at Art Omi’s architecture park in upstate New 
York. Exhibition opens March 15th, 2025, whereas 
the Barn will begin on-site construction in July 2025. 

PROJECT STATEMENT:

 As an architectural barn raising, this project 
is a collective endeavor where materials, information, 
and skills are exchanged on-site. Installed at Art Omi’s 
outdoor architecture park, the project takes the form 
of an exposed timber frame that merges various barn 
types from the region, focusing on the barn as a unique 
artifact where distinctions between architecture and 
building, amateurs and professionals, nature and 
culture, and individuals and collectives break down. 
The project encourages reflection on the role of the 
architect in this contemporary moment by challenging 
the hierarchy purported in the field of architecture 
and instead emphasizing skill sharing, labor in the 
field, and social engagement. It offers a model for 
architectural practice that recognizes the value of 
collaborative, non-professional contributions to the 
built environment. Drawing on the material histories 
of barns, the project invites community participation 
through a series of choreographed events, from 
raising workshops to lumber gatherings, creating 
a space for exchange and fostering new forms of 
engagement with architecture.

 My particular responsibilites were (1) to 
design and iterate on the barn, (2) the design and 
fabrication of the table and chair furniture set, (3) 
exhibition design for the accompanying show at Art 
Omi’s Newmark Gallery, (4) making renders, and (5) 
the design and fabrication of a series of paper toy 
models.

STAGING AREA: A BARN RAISING (2025) 



Bar Render Plan



Furniture set Toy Barn Model Kit



Options Studio taught by Stan Allen.

PROJECT STATEMENT:

 Havelis were large manors built in the 
Indian subcontinent during the Mughal era. They 
derive their name from the Arabic “hawali,” meaning 
partition or private space. Defined by at least two, 
often three, courtyards, this type spread to Mexico 
via southern Spain by the 18th century and adapted 
to local contexts. In Mexico City, particularly in 
vecinidades (multi-family dwellings modeled on 
these aristocratic homes), courtyards serve as 
spaces for cooperative living. 
 
 This haveli, on the corner of Queretaro 
and Orizaba in Narvarte Poniente, has commercial 
spaces on the ground floor—a restaurant, café, 
and shops—opening onto the street. Two narrow 
corridors lead to the first and most public courtyard. 
The next three floors house four units: two two-story 
homes and two studios. As residents ascend via 
an exterior stairwell, open spaces shift in scale and 
intimacy, fostering opportunities to negotiate shared 
uses.  
 
 Courtyards often symbolize a spiritual 
center, marked by a fountain, well, or vertical axis 
to the heavens. Here, a cistern collects rainwater, 
filtering it for drinking through an aqueous-grain 
system. It is well-recorded that Mexico City, facing 
severe water shortages, paradoxically loses billions 
of liters to drains and floods. Thus, this project 
takes interest in how water infrastructure can be 
expressed through a domestic and communal 
framework.

THE  HAVELI IN MEXICO CITY (2024)
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Corner Elevation



(top) Diagram Studies
(bottom) Section (opposite) Ground Plan



First Floor Plan Second Floor Plan



Interior Perspective (Diagrammatic) Wormhole





48 49Individual Module A Stair for Cats; Metal angled-bar and pine wood

22 23Figure 1. “The Still Image as Noise.”

For Graphic Play 
Only
Summer 2021

Part of  the MIT Architecture 
department’s “Special Subjects: 
Architectural Computation” summer 
course, taught by Sahil Mohan.

0. TL;DR (Part A): 
Introductions

The work shown is an embrace of  the 
limitations of  technology as central 
to the spirit of  graphic play. How 
might software bandwidth, pixel 
compression, and data manipulation 
affect the process of  digital imaging 
and object-making? Each “episode” 
of  this four-part series creates 
conditions where visual information 
or stimuli is intentionally obscured 
or revealed as a way to contextualize 
our understanding of  2D and 3D 
information processing. 

1. The Still Image as Noise

When looking at the still image (fig. 
1) from afar, the various elements 
are clearly legible through their 
organization of  color. A closer 
inspection reveals the condensed 
information of  color at the pixel-scale 
blurs those clear contours. Zooming 
into any part of  the composition 
reveals that all these colors are 
dispersed throughout the entire 
composition. This color dispersion 
creates the sensation of  grain, or 
noise, in the image. This noise created 
by the color dispersion at the pixel 
scale affects how software is able 
to isolate those larger contours. In 
Photoshop, an attempt to isolate 
those elements by color results in 
inaccuracy, as the software lacks 
precision in its processing to properly 
isolate the color pathways. The result 
is incomplete information (see fig. 
2a-d).

2. The Moving Image as 
Recovery

In graphic imaging, a “destructive” 
action occurs when a transformation 
or manipulation alters the image’s 
information such that reverting 
backward is difficult if  not impossible. 
This second “episode” evolves the 
Still Image into a “Moving Image” 
with its own narrative. In the video, 
the Still Image (fig. 1) undergoes 
a metamorphosis. By the end, the 
original image is so obscured from its 
manipulations, it cannot recover and 
return to its original source. Figure 
3a-i shows stills from the video. The 
full video, which contains flashing 
lights and sound, can be seen here. 

3. The Object as Obfuscation

If  noise and destructive actions are 
qualities that obstruct the legibility 
of  a two-dimensional image, how are 
they translated into three dimensions? 
The Object (fig. 4) is created using 
geometric analysis of  the Still 
Image composition, extruding those 
geometries into solids and then 
introducing them to a twisted box 
as voids. The surface of  the object is 
then further manipulated, resulting 
in a topographic condition. The Still 
Image is reduced to low-contrast 
color channels and mapped onto 
the object. The noise from the Still 
Image obscures the ability to legibly 
understand the topographic details 
of  the Object in two-dimensional 
elevation (see fig. 5a-b). Thus, the 
object requires both its existence in 
three dimensions and the sensory of  
touch in order to be fully legible. 

4. The Render as 
Revelation

CAD Renders uniquely possess the 
ability to infinitely scale in and out, 
rendering microscopic details perhaps 
lost to the naked eye. Figure 6 shows 
this infinite scale. The invisible 
mycelium network of  meshes that 
compose the Object is rendered as 
a solid entity. Revealed here is the 
hierarchy of  size and scale for the 
various meshes that exist in order to 
compose the complex, topographic 
facets of  the object. 

Figure 7 renders the Object with 
a material that emulates warped 
glass with a refractive property that 
causes light to disperse. The voids 
derived from the geometric analysis 
of  the Still Image rematerialize as 
solids with fur-like textures, and each 
strand of  fur emits a small amount 
of  light, causing the light dispersion 
to obstruct our ability to see clearly 
through the object. At once we have 
something seemingly legible, glass, 
but its manipulation makes its interior 
spatial conditions illegible. 

5. TL;DR (Part B): Passive 
and Active Conclusions 

“For Graphic Play Only” builds on 
the provocations put forward by 
Hito Steyerl’s essay “In Defense of  
the Poor Image,” as well as Jennifer 
Gabrys’s “Digital Rubbish.” It 
evaluates the culture of  obsolescence 
and the systems of  digital design 
processes that have harmful material 
effects. An opportunity presents itself  
to examine digital processes as ruins 
of  physical, material objects and 
fields. What exists as clouds, .jpgs, 
.3dms, virtual realities, and so on also 
exists as landscapes of  microfishes, 
exhausted mines, and Superfund 
sites. If  the digital ruin is understood 
to be as material as its electronic and 
geologic counterparts, can we shift 
the designer’s attitude towards an 
embrace of  the low-resolution? 
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Tanzwurster

Professional Work: Set Design (2019—2020)

Recognition
The project shown was featured in “UC Berkeley Arts + 
Design Showcase: Issue 03” (2019), published by Griffith 
Moon Publishing. 

The design was developed over the course of  a year for 
a performance at UC Berkeley’s department for Theater, 
Dance, and Performance Studies. The process began with 
movement workshops during the Spring and Fall 2019 
semesters before a formal design was developed in the 
Winter of  2020. 

Construction on the design was halted and the performance, 
scheduled for May 2020, was ultimately canceled due the 
Covid-19 pandemic.

Performance Description:

In an homage to Pina Bausch, the space explores notions 
of  liminality.

At the start of  the performance, the space is void of  
performers. The audience must physically walk into the 
environment itself  in order to get to the aisle in which they 
can access their seats. The ground is littered with trash: 
broken wood, wire, cigarettes, aged chairs, memories. The 
lighting evokes the indirect sunlight of  an early dawn.

In the distance, a grand clock tower strikes six times and 
the performance begins.
 
The piece is composed of  several performance vignettes 
blending together; they occur simultaneously and 
separately. People fall in love, they laugh, they struggle, 
they fight. Chairs are thrown, balloons are popped, walls 
are scratched, wood is broken. The dancers interact with 
the environment as a space of  flux. The performance 
describes a certain time of  day during which a normally 
empty space is flooded with liminal interactions. It is on 
the threshold of  many different worlds. 

At the end, the space finds itself  restored to its original 
state of  disarrayed equilibrium. The clock strikes the same 
hour. 

26 27Figure 4. “The Object as Obfuscation” Top: Figure 5a. Plan Elevation

Topographic conditions 
are obscured and 
revealed depending on 
the orientation of  the 
object and the viewer.

Bottom: Figure 5b. Front Elevation

VISUAL MEDIA, OBJECTS, ETC.
MADE IN THE PAST.

VARIOUS OTHER WORKS
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