
 Eindhoven University of Technology

MASTER

From industrial site to cultural identity
a research into industrial sites

Corsi, C.

Award date:
2017

Link to publication

Disclaimer
This document contains a student thesis (bachelor's or master's), as authored by a student at Eindhoven University of Technology. Student
theses are made available in the TU/e repository upon obtaining the required degree. The grade received is not published on the document
as presented in the repository. The required complexity or quality of research of student theses may vary by program, and the required
minimum study period may vary in duration.

General rights
Copyright and moral rights for the publications made accessible in the public portal are retained by the authors and/or other copyright owners
and it is a condition of accessing publications that users recognise and abide by the legal requirements associated with these rights.

            • Users may download and print one copy of any publication from the public portal for the purpose of private study or research.
            • You may not further distribute the material or use it for any profit-making activity or commercial gain

https://research.tue.nl/en/studentTheses/4b37af11-b3c4-4f6c-be8b-05cbef771c9a


MuSeu
MuSeu



1

| Design Book |

Graduation Studio 
“From Industrial Sites to Cultural Identity”

David Gianotten
Barbara Kuit

Maarten Willems

Caterina Corsi
CC    0923817

27th January 2017



2

FROM INDUSTRIAL SITE TO CULTURAL IDENTITY

A RESEARCH INTO INDUSTRIAL SITES

Graduation studio Transformation 2016/2017



3

FROM 
INDUSTRIAL 
SITE TO 
CULTURAL 
IDENTITY



4

TRANSFORMED SITES

ABANDONED SITES

REFERENCE CITIES



5



6



7

The graduation studio ‘Transformation – 

from industrial site to cultural identity’ is 

my first graduation studio as a professor at 

the Eindhoven University of technology, the 

university where I studied myself about 20 

years ago.

At the start of the studio the aim of studio 

was formulated as follows: ‘This Graduation 

Studio looks at the transformation of Industrial 

buildings or plants that are located within 

the limits of growing cities and progressing 

societies. How can these often obsolete 

buildings be saved from demolishing and 

be transformed to buildings that represent 

the future Cultural Identity of the cities they 

are part of. The studio investigates the 

unique qualities and challenges of Industrial 

Buildings, and identifies the possibilities of 

transforming these buildings in the cultural 

buildings of the future; the transformation 

from highly protected industrial space to 

highly public cultural space.’ 

This aim has proven to be productive and 

has been a good starting point for many 

interesting research findings and design 

approaches. Based on the research findings, 

and the collective and individual development 

of the aim, the students were able to produce 

ambitious projects on industrial sites all over 

the world imbedded in a strong worldwide 

perspective of transformation and cultural 

identity of cities. Each individual project can 

be seen as an individual trajectory shaped by 

the individual backgrounds of the students, 

and at the same time as part of the collective 

thinking and work of the overall group.    

However the word transformation has 

proven to have had a double meaning in this 

graduation studio. Next to the joint research 

and individual design projects the main value 

of the graduation studio has been that the 

collaboration between the students, and 

the collaboration between the students and 

the tutors, has transformed us all. It has 

transformed us from a group of individuals 

that didn’t know each other well to a collective 

that inspires each other to new achievements 

collectively and individual, from students that 

started graduation to a group of architects 

that are ready to operate within the complex 

environment of design practices, from tutors 

that never worked together and didn’t 

know each other’s methods to tutors that 

seamlessly guided a large group of students 

with a variety of opinions through a collective 

and personal development trajectory, and 

most importantly from a group of individuals 

with different cultural backgrounds and 

opinions to a group of individuals with 

great respect of each other’s opinions and 

approaches.

I hope this was a journey all of us will 

remember and a good start of some exciting 

architectural careers. I’m grateful for the 

large amount of energy all the students put 

into the studio and the openness they have 

shown related to their individual professional 

and personal developments during the full 

year. I’m also grateful for the collaboration 

with Maarten Willems and Barbara Kuit who 

have given different perspectives, have made 

me acquainted with the current mode of 

operation of the TUE and have given open 

and honest feedback. Transformation and 

inspiration are 2 terms very closely related.

David Gianotten - ADE

OMA Managing Partner - Architect

PREFACE
BY DAVID GIANOTTEN
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WHO I AM
by Caterina Corsi

Born in Rome, Italy, the 5th December 1991, I 

started living and studying in the Netherlands 

as of September 2014 in order to experience 

a technical-based approach in architecture, 

very different from the cultural and conceptual 

character of the Italian education. I completed 

my bachelor’s degree in Architectural Science 

at the University of Studies Roma Tre, Rome, 

Italy. Topics related towards renovation, 

requalification and transformation of the 

architectural heritage into cultural points 

of interest has characterized my personal 

educational development. In my opinion, 

it is a contemporary topic which takes into 

account issues that will characterize our 

career as architects in the nearby future. 

Since I am convinced by the relation between 

architecture and social issues, the topic of 

cultural identity reflects my deep personal 

interest. Design requires an in-depth 

understanding of the surrounding social 

environment in order to be successful. Finally, 

I achieved a relevant footprint in my academic 

career which enabled me to consider the 

graduation project as the ‘manifesto’ of my 

personal attitude in architecture.

January 27th, 2017

WHO WE ARE
VISION ON THE STUDIO
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TUTOR LEADER
by David Gianotten

David Gianotten is the Managing Partner-

Architect of OMA. In this role he is 

responsible for the management, business 

strategy, and growth of the company 

worldwide. As Partner-in-Charge he also 

oversees design and construction of various 

projects, including the Taipei Performing Arts 

Centre, the masterplan of Feyenoord City 

and the new Stadium Feyenoord, the CIFCO 

building in Beijing, the Prince Plaza Building 

in Shenzhen, the KataOMA resort in Bali, 

and the New Museum for Western Australia. 

While stationed in Hong Kong David was 

responsible for the in 2013 completed 

Shenzhen Stock Exchange headquarters 

in Shenzhen, the final stages of the CCTV 

headquarters in Beijing, and OMA’s 

conceptual masterplan for the West Kowloon 

Cultural District in Hong Kong. David joined 

OMA in 2008, launched OMA’s Hong Kong 

office in 2009, and became partner at OMA 

in 2010. Before joining OMA he was Principal 

Architect at SeARCH in the Netherlands. 

David studied architecture and construction 

technology at the Eindhoven University of 

Technology, where he is currently a professor 

in the Architecture Design and Engineering 

department.

27th January, 2017

TUTOR
by Maarten Willems

In 1988 I graduated as an architect / 

engineer from the University of Technology 

in Eindhoven. Subsequently I worked for 11 

years in several leading architectural offices 

(e.g. Cepezed, Henket).  In 2000 I returned 

to the University in Eindhoven, this time as 

a lecturer and tutor at the chair Architectural 

Design and Engineering. I am primarily active 

in core lecture series, from 1st year to Master, 

and tutoring in projects and graduation 

studios. Besides this I have published in 

various professional magazines and journals 

over the past 25 years. In my writing, my 

research as well as in my educational work 

my main area of interest is reflected; the 

realm where technology and architecture 

meet. I sincerely believe that architecture 

can contribute to make the world a better 

place. To achieve that I passionately try 

to encourage students to see the beauty, 

diversity, complexity, impact and richness of 

spatial design and assist them to discover 

and develop their own individual position 

with regard to the discipline of architecture.

27th January, 2017

TUTOR
by Barbara Kuit

After graduating from the TU Delft, I spend 

one full year just travelling, purely driven by 

studying architecture, this brought me to 

Mali, Ghana, West Africa, India & Indonesia. 

After this, I lived for 10 years in London, 

where I both collaborated with a local firm 

transforming listed buildings into five star 

hotels with Philippe Starck, and after that 

worked for Zaha Hadid for several years, on 

projects including the Contemporary Arts 

Centre in Rome and Wolfsburg Science 

Centre. Already moonlighting at the time, I 

co-founded Information Based Architecture 

in 1998, this led me to living and working 

in China for several years, and included 

the design and realization of the 600m tall 

Canton Tower in Guangzhou, China. From 

experience, I know that as an architect you 

should not be afraid to step out of your 

comfort zone and make a transformation 

from time to time. To me, there is a power to 

architecture that can make the difference. I 

see it as the obligation of architects, including 

myself, to face contemporary problems, and 

keep on working to contribute to innovative 

architectural solutions.

27th January, 2017

WHO WE ARE
VISION ON THE STUDIO
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The Graduation project ‘Transformation: from 
industrial sites to cultural identity’ is struc-
tured through a research group period and 
an individual progress of the design of the 
project itself. The transition from one phase 
to the other is defined by the development of 
the project brief, where, taking the research 
as a starting point, the scenario of the design 
approach is set up. 

The Latin origin of the word transformation 
suggests to look at the meaning of the word 
‘formation’ together with its prefix ‘trans’. 
Trans – formation is thus defined as ‘the ac-
tion of change the state of being formed’. 
The real interest comes through when it is 
possible to narrow down the topic in relation 
to both architecture and life. 

Is there a meaningful difference?

Previously, the definition of transformation in 
architecture and life was based on a funda-
mental difference, related to its environment. 
If in architecture, transformation is a dynamic 
action in a fixed settlement, in life it is a dy-
namic action in a dynamic environment. 

Throughout a wider knowledge and referenc-
es, it has been necessary to re-consider the 
mentioned statement, especially considering 
the term ‘dynamic’ in a diverse perspective. 
It is a force that motivates and affects devel-
opment or stability. 

This definition appears clearer considering 
the discipline of chemistry, where the nu-
merous interactions motivate and affect the 
subsequent one. A body in nature can be 
seen as a building in the building settlement: 
it transforms and because of this, it leads 
transformation into its environment.

Fig. 1, Transformation in Architecture and Life

Settlement Objects

Variant# Variant#

Variant# Variant#

Origin

Environment

In life
transformation as dynamic action in a dynamic environment

Not only applyed action,
it is also the result of the time 
changing.

Original settlement Transformation 
of some elements

Transformation 
with existing

In architecture
transformation as dynamic action in a fixed settlement

Modifying some elements, 
the entire volume change while keeping the existing

INTRODUCTION
DEFINITIONS
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Fig. 2.
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The above reflection doesn’t want to deny 
the difference of the transformation topic in 
life and in architecture, but it helps to get a 
better grasp of the influence of the change of 
the buildings in its surroundings. 
The topic of change amongst the existing 
constructions, it is actual and contempo-
rary especially nowadays, since cities are 
overcrowded and their need for evolution is 
always present. Many abandoned sites in 
the cities boundary are claimed as cultural 
heritage, while some others are not objects 
of attention neither consideration yet. The 
example of ex industrial sites now in disuse 
provides a clear picture to everyone. Some 
municipalities have been able to rescue the 
brown land creating new locations which be-
came, after time, crucial places in the city. 
In order to do so, the design has been able 
to merge the innovation within the identity of 
both culture and previous function.  

The graduation project ‘From Industrial Sites 
to Cultural Identity’ is very contemporary 
though and challenges the students to read 
beyond the surface. Step by step, the ac-
knowledgements will drive the design choic-
es, each one with its relevance: the under-
standings of ‘How/Why/Where it was and it 
has changed’ as well as ‘its overall impact’ 
are key factors in the development of the 
design challenge. Furthermore, its relation to 
the cultural identity reflects the inter-relation 
within the human being environment, an un-
deniable inter-change between architecture 
and society. Nevertheless society relates to 
culture, the term cultural identity is wider and 
complex. 
My personal insight suggests to consider it 
is ‘an ensemble of characteristics which are 
recognizable as part of that particular cul-
ture’.

Now, the question is if it is possible to take 
into consideration a culture apart from its 
context. There is a variety of reason to an-
swer positively to the mentioned statement, 
but relating to the topic of transformation in 
architecture, it is interesting to mention the 
cultural identity in constant relation to its con-
text. The context in itself is ground of numer-
ous facts, events and scenarios which define 
its culture.

Holding back to the graduation studio task, 
the dualism between transformation and 
cultural identity, lead the design challenge 
towards countries tagged as ‘developing’. 
What does developing mean for an urban 
context? It’s a change in a new direction, ei-
ther positive or negative. When the context is 
developing, a transformation takes place as 
a result of a cultural change. 

What if it is possible to trigger through cul-
tural transformations the development of the 
context? What if the condition of ‘developing 
context’ changes because and by the cultur-
al transformation designed?
 
This is a case of particular interest for the 
personal project design task.
In this case, the context doesn’t need to be 
restrictively ‘developing’, but ‘open to devel-
opment’: a ground able to host innovation 
together with preservation. Transformation 
as innovation and preservation as in relation 
to the cultural identity. 
The analysis of the atmosphere of the city 
enables to evaluate the relevance of the 
transformation, according to its location. The 
interrelations between social and cultural fea-
tures in a specific location lead the program 
and the development of the design. 

The choice of both location and design task 
are driven by the research of the abandoned 
sites nevertheless the personal preference. 
Even though it is possible to imagine the 
struggle with the choice of an ex industrial 
sites in a continent abroad without any pos-
sibility to visit and have a direct reflection on 
its atmosphere, my personal interest have 
lead the choice towards the Antiga Fabrica 
de Tecidos Labor, Mooca, San Paulo. Aside 
the difference criteria analyzed throughout 
the research phase, its beauty and history as 
well as its location have been striking for me. 
The vibe and feeling perceived have built up 
my personal curiosity about the possibilities 
of its development together with the city it-
self. Nevertheless the challenge might pres-
ent various difficulties, the motivation of the 
project site choice enable myself to aim for a 
successful outcome.

INTRODUCTION
DEFINITIONS
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Fig. 3, Screenshots from Beautiful Chemical Reactions

Phase 3#

Phase 2#

Phase 1#
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About Brazil

The interest towards Brazil has characterized 
my personality since many years ago, with-
out any particular reason but always felt as 
an irrational call. The research and in particu-
lar the mapping exercise, enable me to feed 
my curiosity about the Brazilian culture and in 
particular about Sao Paulo and Mooca. 
Academic and visual acknowledgments, 
such as books, movies and various papers, 
have given the idea of a country character-
ized by a strong contrast between multiple 
issues, where the actual contrast is the key 
to read things together and get the overall 
image of their culture. 
A strong passion leads everything: tastes, 
flavors, colors, rhythm, violence, sounds, im-
ages, and the contrast between them seems 
to be the key to understand the co-existence 
of all the parts at the same time. 
Even though it is possible to criticize their 
system, the observation and the analysis of it 
have pointed out strong features character-
istics of the above mentioned country. It has 
been definitely worth it to look at the city and 
neighborhood level in order to grasp their 
hidden gems. 

The research has always been driven by the 
definition of cultural identity and transforma-
tion explained at the beginning of the text. 
The more the research have been defined, 
the more the definition of them have become 
wider and wider but at the same time, nar-
rowed and clear in relation to the decisions 
about my design task.

Fig. 4, Mood-board About Brazil

WHY - WHAT - HOW
DECISION MAKING PROCESS
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Fig. 5.
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Contextual ‘Ingredients’

The previous statements have been elabo-
rated together with few other topics which 
will be clearly explained few lines below. The 
different tasks proposed during the research 
phase of the graduation project affected both 
the personal and academic spheres. The 
transformation of the frames captured during 
the daily excursion of the 24th of March 
2016, pointed out the dualism of my insight 
to the surroundings which characterizes also 
my whole personality. Since then, I have de-
veloped a particular interest in the research 
of the ‘other face’. Moreover, the acknowl-
edgments provided by the mapping exercise 
have led my curiosity towards a more con-
textual literature research driven by specif-
ic key-words such as: urban public space, 
street/asphalt children and informal art in 
Sao Paulo. Nevertheless these topics reveal 
main social issues of the country, it is inter-
esting to look at them as gems for a future 
development. Indeed, when cultural prob-
lems are completely revealed, it is possible 

to catch the needs and the positive features 
deriving from it. 

Urban Public Space

The analysis of Mooca shows the following 
situation:
- The building settlement is characterized by 
dense urban blocks which rarely present a 
void inside;

- The new high rise condominiums are fa-
vored by a wider open air space in the close 
surroundings, which is fenced and therefore 
not accessible by anyone apart from the res-
idents;

- The only urban voids clearly recognizable 
are the streets and the infrastructures;

The introduction of Asphalt Children clearly 
explain the change of the urban settlement 
of the city and its use subsequently the new 

high rise constructions phenomena spread 
also outside the downtown area. 
In the past years, the small scale buildings 
were favoring a closer relation to the street 
environment: many residents considered the 
street as an extension of their living place, 
thus the streets were alive and fertile ground 
for social interactions. Lately, there is a com-
plete overturn situation: the high-rise con-
structions and their fences limit the street 
to a strictly ‘passage’ function. The street 
becomes the backside of the building settle-
ment and it is not anymore the vibrant hearth 
of the neighborhood. 

Nevertheless the mentioned process of ‘de-
nying the street’, some local interviews have 
pointed out the need of a return to the past 
time, where people achieved a better quality 
of life. 

Fig. 6. Plots and Voids

Fencing the open space while denying the street_Mooca neighborhood

WHY - WHAT - HOW
THE OTHER FACE
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Fig. 7
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Street children

Even though it is well known the phenome-
na of the ‘street children’ in the Latin Amer-
ican countries, At Home in the Street  as 
well as Asphalt Children give and interesting 
perspective about the topic. The denial of 
streets process has accentuated the issue of 
a rising criminality in the urban environment, 
now “stage of the social contradictions” 
(Andreoli & Do Santos, 1998). On the oth-
er hand, throughout the children’ voice, the 
street appears as a ‘learning space’ which 
has its own social structure and ethic. 
The so-called street children have been often 
described as ‘invisible children’ who lives in 
‘invisible spaces’. 

What if the street returns to be ‘The Subject’ 
and ‘Input’ towards development? What if 
the street becomes the tool to welcome the 
young generation providing a new attraction 
place?

Informal Art

The topic about the street is linked to an-
other well-known and developed chapter of 
the Brazilian, especially Paulista, culture: the 
street art. 
According to Deco Farkas, in art Treco “The 
public space can’t be a place for no – expe-
rience, only to walk by”. The artist express-
es clearly his entertainment in painting the 
streets during the weekend: with his style he 
is willing to exaggerate elements and features 
to be recognized as “Not part of the reality”. 

The art, being formal or not, is a way to ex-
press yourself and communicate your insight 
to the others, who become spectators of 
the artist point of view. Since the street has 
always been perceived as ‘learning space’, 
it seems also to appear the most preferred 
urban public space where to communicate 
your vision. 
Therefore, the informal art is a positive 

movement developed throughout the urban 
settlement and always much appreciated by 
the citizens. 
Such a strong cultural character needs to be 
respected and, if possible, developed even 
more. Together with the other features men-
tioned above, the street appears the place 
characterized by a delicate balance between 
history, youth and art. Furthermore it hosts 
cheerful daily occurrences such as, for in-
stance, music events, food markets and car-
nival parades. 

Fig. 8, Youngsters sniffing glue in downtown square in Sao Paulo

WHY - WHAT - HOW
THE OTHER FACE
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Fig. 9, Oscar Niemeyer mural
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Fabrica de Tecidos Labor has been found-
ed by the year 1907. Originally property of a 
rich coffee grower in the Barau region, José 
Ferreira de Figueiredo, it has been sold to 
Giovanni Crespi, parter of the company Cre-
spi&Co with his brother, Rodolfo, who has 
found the Cotonificio Crespi, one of the most 
relevant factories in the area and the whole 
city. 

The industry has been in use for about eighty 
years and only in the 1987 it has been actual-
ly definitely closed. A publication of the 1913, 
so called ‘Impressões do Brasil no Século 
Vinte’, strongly communicates the overall en-
thusiasm towards the location, with its “mag-
nificent buildings” and the quality of the pro-
duction. As following, the article mentioned 
the great prize won by the factory during the 
Exposição do Rio de Janeiro in 1908 togeth-
er with a gold medal for the exposed articles. 

The Fabrica spreads over 20,000sq and 
consists of different buildings according the 
variety of functions indispensible for the in-
dustry’s production process ( administration, 
spinning, weaving, dyeing, finishing, machine 
shop for repairs machines etc.). Inside the 
plot, some courtyards separate the building 
blocks from the external wall but all the var-
ious fragments appear internally connected 
through a system of corridors.At the cross-
ing corner between Rua da Mooca and Rua 
Barão de Jaraguá, it is still visible the old Vil-
la, residence of the former owners. In par-
ticular, this construction presents some old 
architectural features, which is interesting to 
point out.

After the closing date, the location has been 
abandoned for about thirty years and only in 
2014 has been recognized as part of the cul-
tural heritage of the city of Sao Paulo. 
The factory settlement has never been re-
used in its entirely but some parts have been 
occupied with night clubs, called ‘Fabrica 5’, 
art studios and exhibition halls. A portion of 
the plot it currently used as parking lot. 

The buildings of the site show numerous 
damages but it is still possible to admire 
its beauty, especially regarding the brick fa-
cades and accurate finishing of the open-
ings. Since its former use doesn’t seem to 

have caused particular damages, it is evident 
that the buildings are consumed by the time 
and the weatherization. Therefore, it is need-
ed a combined intervention taking into con-
sideration both restoration and demolition. 
Respectively, one will enable to bring back 
the old charm of some of the constructions 
and the other will allow a better use of the 
plot thanks to the new buildings and a sys-
tem of open air spaces. 

WHY - WHAT - HOW
FABRICA DE TECIDOS LABOR
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Fig.10, Fabrica de Tecidos Labor
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Fig. 11-12, Fabrica de Tecidos Labor
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Fig.13-14, Fabrica de Tecidos Labor
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The story of the surroundings and of the 
current abandoned site is strong and fasci-
nating. The senses which lead our perspec-
tive in receiving the actual information just 
cannot be denied. This mindset is leading 
the development of the project, at the mo-
ment.  Moreover, the idea of elaborating the 
task as an experience through various spac-
es throughout senses, searching for a har-
monic compromise between the contrast of 
the new and the old, is becoming more and 
more suggestive. 

The choice for such country and culture is 
still something to be revealed. The uncertain-
ty about the reasons of this ‘irrational call’ 
is constantly turning my-self into a doubtful 
person, because, even though I am aware 
of the distance both physically and culturally 
speaking, I perceive a close affinity to it. From 
a personal point of view, the need of discov-
ering the hidden reason for my attraction to 
Brazil will definitely be the driving element in 
the research phase as well the design one. 
The most striking achievement will be to de-
sign a space of quality for the social com-
munity, while enhancing the most attractive 
local features which drive my own personal 
interest in the area.

The goal is to invite people to enter, to spend 
time in the location and leave it few hours 
later with the image that they belong to it. If 
the project is able to be and become so by 
the time, there is a possibility of development 
and integration in the society. The ambition 
is thus related to a strong connection with 
the people, not only the users, but also the 
neighbors, those that couldn’t choose for 
being close to the site but must to deal with 
it. Eventually, the designed complex might 
become a pumping hearth of the area as 
chosen spot for innovations and cultural ac-
tivities. 

Fig. 15

WHY - WHAT - HOW
PERSONAL AMBITIONS
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Fig. 16
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Research Question

The strength of the street is thus being ‘the 
stage of social contradictions’ together with 
‘the learning space’ of the young generation. 
The challenge of the project development is 
to merge the mentioned topic of the street 
with the ‘path of experiences throughout 
senses’ presented in the paragraph above. 
In conclusion, it is now possible to formulate 
the proper research question, which will lead 
the design task:

How to use elements of the street culture to 
design a space 

which belongs to the social community?

The street 

This theme exist in relation to the building 
settlement, therefore the research about it 
will be strongly connected to the ensemble 
of the urban space. The main interest is fo-
cused about the definition of the ‘street’:

How is it possible to transform an ‘in be-
tween’ space to actual ‘subject’ of space?

In this phase, the research will focus on the 
architectural point of view, investigating the 
shapes, the balance between plots and 
voids, the circulation system, the materiality, 
the contrast between light   and shadow, the 
structure of the path itself. 

Different architects have analyzed the topic, 
thus the use of literature and visual referenc-
es will help to explore the subject. Moreover, 
it is relevant to carefully investigate the event 
so called Video Guerrilha, which can be eval-
uated as case-study. Indeed, every year Rua 
Augusta, in Sao Paulo, hosts the art night 
event, characterized by visual and interactive 
attractions. Video Guerrilha is an example of 
transformation and requalification project: 
from the red light district, Rua Augusta be-
came a cultural center of live music, art and 
thriving urban culture. 

Fig. 17, Mood-board

WHY - WHAT - HOW
RESEARCH QUESTION AND DESIGN TOOLS
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Fig. 18
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Fig. 19, Mood-board

Youth Calling

Mooca neighborhood is mainly inhabited by 
elderly people, who moved in the area to 
work in the many factories that were arising 
during the late nineteenth century. At the mo-
ment, it is possible to notice a wide variety 
of schools in a relatively small range; further-
more the Museum of Immigration and the 
University Anhembi Morumbi with its Library 
and the Theatre Gamaro are less than two 
kilometers distant. 

The portion of the neighborhood where is 
found the site location is thus in between the 
city center and the more vibrant area of the 
university. This consideration provides fertile 
ground for the development of a space en-
joyable for both young and old people. 

The research about this topic needs to be 
addressed from a social insight, in order to 
understand the needs of both generations 
without creating conflicts and constraints at 
the same time. 
The case study previously presented could 
provide a useful insight also relating the men-
tioned subject. 

Street Art

As stated in the previous paragraphs, the in-
formal art have captured the city of Sao Pau-
lo. Everywhere in the streets is possible to 
admire these vulnerable pieces of art, which 
are the actual voices of the people. Indeed, 
the street-art becomes the tool of communi-
cation in protests and political movements. It 
is definitely striking to notice how the street 

belongs to this kind of art: a powerful layer 
which changes the image of the urban walls. 
Thus, is my personal interest to provide a 
space, a 
workshop where artists can develop their 
skills and return to the street to actually paint 
their ideas. 
The workshop could enable them to ex-
plore new techniques or develop their own 
‘school’, teaching their techniques and phi-
losophy behind it. 

This section is of particular interest because 
appears as a merging element between the 
‘Youth Calling’ and the ‘Discovery of Sens-
es’, answering both requests in one activity. 

WHY - WHAT - HOW
RESEARCH QUESTION AND DESIGN TOOLS
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Fig. 20, Mood-board of Surreal Images .The Five Senses

Discovering the Senses

The subject proposed is supported by the 
idea of the thriving characters of the Brazil-
ian culture merged with the personal interest 
about perception and atmospheric spaces. 
The interest towards the sensorial anatomy 
has characterized my childhood as well as 
my entire life. If in the early age I was at-
tracted by the knowledge around the body 
perceptions, in the following years the five 
senses have always been the tool used to re-
member people, places, objects, everything. 
In order to achieve a relation between the 
five senses and the architecture it is relevant 
to list each proposed activity in correlation 
to one of the five senses. In this way, it is 
possible to match one by one the different 
activities and structure carefully the circula-
tion system between the different spaces. 
Some technical issues such as sound, light, 
materiality and smell screens need to be re-
searched and designed. 
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According the topics proposed, it is clear a 
strong relation between each subject and 
their research need though to overlap slightly 
by the time. The ‘Oficina Sensorial’ is a proj-
ect which needs attention to details, not in 
the actual construction elements but in the 
overall structure of the spaces. 

The area of the project site is composed by 
a complex of buildings really different from 
each other because of the former function 
hosted in each unit. Its conformation sug-
gests to keep the complexity and the mix-
ite of the various buildings and to play with 
paths in order to experience the variety of 
elements which address the cultural identi-
ty of the site and the city. Therefore it must 
be defined the strategic plan of intervention: 
which buildings need to be kept and which 
can be demolished. 

In order to achieve a high quality product it 
is useful to set a personal schedule in rela-
tion to the use of the time during the next 
months. In the stage of the project devel-
opment, I have always found hard to strict-
ly structure the use of my time since the 
numerous changes in the working in prog-
ress. Therefore I am only able to identify 
some phases in relation to the type of work 
planned but the actual personal progress it 
is something to discover at the end of the 
project itself. In the timeline, the vertical lines 
divide the different stages: research about 
the four topics previously presented, trans-
lation of the concept into volumes, elabora-
tion of spaces and the overall architecture, 
finalization of the design products.The length 
of the lines grows according the intensity of 
the expected workload and the dashed line 
represents the intensity from a personal per-

spective, a reference to the personal timeline 
designed at the beginning of the graduation. 
Finally, nevertheless it is possible to imagine 
a wide range of drawings in order to achieve 
the goal, it is still needed to figure it out which 
key drawing/model/product is able to high-
light the design together with my personal 
language (thoughts about a rich perspective 
section and hand drawings). 

Fig. 21, Personal Timeline of the Design Process

PERSONAL TIMELINE
DESIGN PROCESS



37

Project Information and References

A final project design it must be able to relate 
to the economic and political environment 
around it. At the moment, it is not possible to 
clearly define the client type and the project 
costs evaluation, but it seems reasonable to 
express the wish for the future development. 
My personal interest is to propose a public 
domain design, where there is a strong rela-
tion with the local environment also from the 
material choice side. In this way, it should be 
able to cut the project costs as much as pos-
sible, since the Government doesn’t seem to 
address the public domain issues lately. The 
key element is that ‘it must be a free entrance 
location, where there is the possibility to rent 
some sections of the place’. It must become 
a treasure for the community as well as for 
the economy of the city, starting to convert 
Mooca in an actual interesting place for both 
locals and foreigners. 

The development of the design needs to be 
supported by acknowledgments received by 
local people, in order to better understand 
whether the directions of the personal ambi-
tion is still relating to the site location or just 
feeding its own expectations. 
Personal contacts have been successfully 
achieved with a master architecture student 
from the University of Sao Paulo, USP, Gabri-
ela Deleu, who have been closely interested 
to help me in gathering the documents of 
the current situation of the location as well 
as giving me an overview of her reflections 
about her own culture. In particular, a friend 
of her, Maria Mercedez Ruiz has been enor-
mously helpful by sending her master thesis 
in architecture which was based on the res-
toration and renovation of the Fabrica de Te-
cidos Labor. The Argentinian M.M. Ruiz has 
kindly supported my choice of the location 
underlying its particular interesting character. 





MuSeu
| Graduation Book |
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The begin colloquium has been an important 
step for the development of the story leader 
of my design process. Through an in-depth 
group research and mapping, some elements 
of the context took my complete attention 
and, together with the development of the 
personal ambition, the main ingredients of 
the design where already clear by that time.  
The fascination perceived from both country 
and location has been the starting point of 
the concept development process. As stat-
ed in the Personal Ambition paragraph of the 
project brief:

“The story of the surroundings and of the 
current abandoned site is strong and fas-
cinating. The senses which lead our per-
spective in receiving the actual information 
just cannot be denied. The overall analysis 
pointed out a strong sensorial character of 
the culture: through the five senses it is fi-
nally possible to grasp the different facets 
of Brazilians as an ensemble. This mindset 
is leading the development of the project, at 
the moment.  Moreover, the idea of elaborat-
ing the task as experience through various 
spaces throughout senses, searching for a 
harmonic compromise between the contrast 
of the new and the old is becoming more and 
more suggestive.”

Their synthesis will give to the heritage area a 
new transformed life. Together with the anal-
ysis of the site and its context, the ‘street’, 
as a collector of history and human activity, 
became the key element of the project. The 
choice of the ‘street’ as ‘pumping heart’ of 
the design reflects also the need of a close 
relation with local people, their needs and 
interests, addressing the tourists as relevant 
users but not subject of main attention. In-
deed, the not-local residents are invited to 
interact with the local life and experience its 
sensorial striking character in order to keep it 
alive and sustain, economically speaking, the 
maintenance of the building complex.

Summarizing, the key – elements of the de-
sign are:

Street as Void of Activity and Sequence;

Five Senses, as Hearing, Sight, Smell, Touch 
and Taste and their spatial impact;

Relation between Users and Visitors as Sep-
aration and/or Interaction;

Even though the topic of the street seems 
easier to grasp, especially in the translation 
into design tool and its spatial quality, it is 
important to remember the need to enhance 
its character of movement and sequence of 
atmospheres led by the five senses. 
In this way, the spatial relation between the 
atmospheres and activities deriving from the 
sensorial realm and the street needs to be 
addressed. At the same time the investiga-
tion of the interaction and spatial proportion 
between locals and visitors represent the 
main design tool of both the directions and 
the internal distribution of the building com-
plex.

INTRODUCTION
ABSTRACT
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In order to achieve a public domain design in 
strong relation with the surrounding context 
and its citizens, I decided to address the Mu-
nicipality of Sao Paulo as client. The Fabrica 
do Tecidos Labor is already part of its asset 
since it has been declared Cultural Heritage 
since 2014.  
The choice hasn’t been easy to make, es-
pecially because of the difficult economic 
and politic situation in Brazil. From the point 
of view of an outsider such as myself, I rec-
ognized the need of a closer insight before 
being actually convinced by the mentioned 
choice. 
Renan Fretes, a student of business man-
agement at the University of Technology of 
Eindhoven originally from Sao Paulo, has 
been helpful in addressing the issue. Thanks 
to an interesting talk with Renan, I have been 
told about the difference in finance choices 
between the Government of Brazil and the 
Municipality of Sao Paulo. It eventually be-
came clear the interest of the Municipality to 
invest in social and cultural activities to sup-
port the social community and their needs. 
Inviting the growth of young cultural associa-
tions and events, the Prefeitura de Sao Paulo 
hopes to bring the art and street culture clos-
er to the citizens and enable them to take the 
public open spaces of the city back to life in-
stead of abandon them to the criminal face of 
the city, which in undeniably a presence. On 
the other hand, the strategies of investments 
of the Government are driven by opposite in-
terests, which is coherent with the political 
wing on power at this moment of time.
Even though it is always a challenge to truly 
understand the mentioned issues, it is surely 
possible to affirm that, in the idealistic realm 
of the graduation studio, addressing the 
Municipality of Sao Paulo as possible client 
seems now a more realistic and valid choice. 
In conclusion, a possible collaboration with 
NGO’s or foreign support can be further de-
veloped in order to achieve the goal of its 
construction and achieve a wider range of 
users.

Once the client has been defined, it has been 
necessary to develop a circular system where 
the money invested from the Prefeitura de 
Sao Paulo for the transformation of Fabrica 
do Tecidos Labor could then return back to 
their pockets in order to be subsequently in-

vested to guarantee the maintenance of the 
building during the years. 
Since the design proposal is willing to achieve 
the character of public space for local peo-
ple, the building will provide workspaces free 
of charge as well of its entrance and public 
use. On the other hand, the workshops will 
dialog with the museum sensorial: the visi-
tor’s oriented space, deriving from the activi-
ties taking place in the oficina sensiorial. The 
museum, with a low entrance fee, will pro-
vide the whole, or at least part of, the amount 
of money necessary for the maintenance of 
the building complex. 
This circular system of relation between us-
ers and client, together with the attitude of 
the Municipality in relation to public invest-
ments, is promising in guarantee a success-
ful future for the location and its activities.

Fig. 22, Client / User Diagram

CLIENT / USERS
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The design proposal is based on one main 
statement where local people will ‘take over’ 
the management of the building complex. 
In this way, the citizens become both users 
and workers making the location part of the 
everyday life as was used to be in the past, 
as one of the first textile industry of the city. 
The local or not-local residents visitors, on 
the other hand, are invited to experience the 
both the space of the museum as well the 
‘street’, where the Oficina reveal its nature 
throughout elements and spatial solutions 
related to the senses. The street is the place 
where the interaction between users and vis-
itors become alive and vibrant. It represents 
the opportunity, for the users, only locals, to 
express themselves and their products; on 
the other hand, the visitors can finally have 
the chance to both receive information about 
the Brazilian sensorial culture through the 
museum and interact with the locals in one 
place.
The street is where ‘knowledge’ and ‘reality’ 
meet and can be shared in its experience. 

Since the initial statement, it has been rele-
vant to realize what ‘take over’ means more 
in-depth. In fact, in order to let people be 
manager of the activities the building will host, 
the design needs to be addressed propos-
ing a strategy of use, without having a fixed 
program. The latter will indeed be defined by 
the users according the different scenarios. 
Therefore, it is also necessary to address 
the various sense-oriented spaces only en-
hancing their characters without labeling the 
areas. In this way, the users will naturally be 
invited to enter the space linked to one of the 
senses without having the name of the sense 
in the entrance sign. 

The dualism between the different environ-
ments of the Oficina sensorial and the Mu-
seum sensorial drove my research about 
the project name. The term ‘Seu’ , in portu-
guese, means ‘Yours’ which is coherent with 
the choice of a design where local people 
can express themselves. Moreover, accord-
ing the Oficina area, the word ‘Seu’ can be 
decomposed as: 

s-sensorial
e-espacio
u-usar

Thus, ‘a sensorial espacio da usar’. Finally 
the need of represents the Museum side in 
the name of the complex, led my choice to 
the complete name, all in portuguese lan-
guage, Mu – Seu.

During the development of the conceptu-
al framework of the design process, the 
research question has been subsequently 
evolved as follows:

How to use elements of the street culture 
to design a sensorial space of experience 
which belongs to Paulistanos while inviting 
not-local residents? 

In order to address the research in a more 
specific way, there are few sub-questions 
which have been particularly useful in the 
process:

How to design a street that is both a passage 
as well as a convivial urban space?

How to develop tools in order to spatially 
translate the five senses into architecture?

How to match the needs of the citizens with 
the curiosity of an outsider?

How to create a space where Informal and 
Formal Art collaborate in order to achieve the 
same purpose? 

The above mentioned questions have been 
explored during the concept development 
process through literature research, refer-
ence projects e personal investigation on the 
topic and its definitions. 
To answer the first sub-question, I focused 
on the meaning of ‘convivial urban space’. 
The term has been coined by Henry Shaftoe 
to “describe open, public locations where cit-
izens can gather, linger or wander through.” 
(Henry Shaftoe, 2008, pg. 4). The mentioned 
definition led my choice of develop a clear 
cut throughout the core of the existing build-
ing context, in order to give a strong direc-
tion of the ‘passage’. At the same time, the 
elements which interact with it, lend to the 
space a dynamic and alive character, which 
is proper of the everyday life consideration of 
the street itself. The second sub-question re-
fers to one of the most struggling point of the 

design. The spatial translation of such a the-
oretical perception needed to be addressed 
in different ways according the spaces. First, 
it was necessary to understand how the 
senses could be experienced in the street: 
which architectural or design elements would 
characterize the different senses in order to 
design the street as “urban convivial space”. 
Secondly, I had to figure it out which tools 
could derive from each one of the five sens-
es in order to lead the design process of the 
workshop spaces. 

I order to create a space of use and expe-
rience for the citizens, which has to be dis-
covered only once entering the complex, the 
question of ‘How to attract the curiosity of the 
outsider’ becomes a relevant matter which 
need to be solved. The third sub-question 
finds its answer in the exploration of differ-
ent gestures according the context. In fact, 
where the flow is mainly pedestrian, some 
visual connections will draw the attention up 
to make people enter in the complex. On the 
other hand, the flow on the Avenue Alcantara 
Machado, a five lanes highway, must deal 
with a stronger gesture which is noticeable 
also from the fast movement of the cars.

Eventually, the last sub-question refers to 
the fragile connection between the Informal 
and Formal environments, respectively the 
sensorial workshops and the museum side. 
During the design phase, some architectural 
solution will be proposed in order to physi-
cally and functionally connect the two areas 
nevertheless keeping their own strong iden-
tity.

CONCEPTUAL FRAMEWORK
RESEARCH PHASE
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A closer look to the project location enhanced 
its qualities as well as its limits. Building a 
peculiar maquette composed by horizon-
tal and vertical planes, respectively hosting 
floor-plans and sections/facades, combined 
by a set of pictures, it has been really useful 
in order to better grasp the different shapes 
and structures, its environment and general 
atmosphere. 

The location appears as a composition of 
different buildings, a patchwork of various 
entities, each with a particular value, bound 
together by the outside wall. Many of the 
constructions are clearly valuable and show 
themselves a strong reason to be kept and 
rescued in their beauty. It is particularly strik-
ing the structure of the main volume, the old 
shed where most of the production work 
spaces was placed. Its unique shape and 
rhythm is spread in the entire core of the 
complex for about 108m x 48m. From there, 

the adjacent buildings are characterized by 
similar solutions even though never equal. 
Characteristic of the main shed structure is 
its quality of outside roofed space. 
In the entrance alley, following the main gate 
on Rua da Mooca, another roof structure 
characterizes the passage.

On the other hand, both the mentioned 
structures need a radical intervention, espe-
cially the roof, in order to sublime their val-
ue. Therefore, I researched myself a solution 
which would both keep the structure and 
lighten the space below it. 

Observing the location from the outside point 
of view, the facades on Rua da Mooca and 
the one facing the Avenue Alcantara Mach-
ado, show definitely valuable elements to re-
store and enhance as much as possible. The 
bounding wall presents nice old fashioned 
windows and materialization which can be 

easily restored; on the other hand, some-
times it is needed a stronger intervention 
in order to stop the heavy mass and show 
some of the significant facades of the inner 
buildings. Furthermore, the façade on Rua 
Barao de Jaguara maintains the strong ma-
terialization of bricks but the boundary wall 
of the complex is almost completely blind 
and very closed off from the street, while the 
buildings right inside have still qualities to be 
visible. 

The following analysis shows the different 
construction periods per each building of the 
complex. It becomes further more clear the 
way the former Fabrica has been developed 
according its use and various owners. 

Fig. 23, Study Maquette
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Fig. 25, Rua da Mooca crossing Rua Barao de Jaguara

Fig. 24, Avenue Alcantara Machado
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Fig. 26-27, Rua da Mooca
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Fig. 29, Architectural Survey

Textile factory Cultural Heritage

Fabrica de Tecidos Labor

1907 20141987
1939
The industry has been bought by vari-
ous families: 
Vidigal , Mattar , Zarzur and Mafuz.

Re - named as Têxtil Supertest

Originally property of a rich coffee grower in 
Bauru region, Coronel José Ferreira de 
Figueiredo.

In 1907 was sold to Giovanni Crespi, owner 
of G.Crespi&Company 

The factory set never been reused in its entirety but parts of it were given 
different uses. The east side became a nightclub known as the " Fabrica 
5". The large house was occupied and used as art studio and exhibition 
hall. The main warehouse is nowadays a parking lot. 

Fig. 28, Timeline Fabrica de Tecidos Labor
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Fig. 30-31, Construction Period from 1910 until 1919
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Fig. 32-33, Construction Period from 1920 until 1939
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Fig. 34-35, Construction Period from 1940 until 1959              
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Fig. 36-37, Construction Period from 1959 onwards
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Fig. 38, Plots and Voids of the Existing Situation

Fig. 39, Interesting Corners of the Existing Situation
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These considerations have been taken into 
account once elaborating the approach of 
transformation both necessary and desired.

Therefore, two questions need to be an-
swered:

How to elevate the identity and relevance of 
the structure while transforming it?
How to enhance the beauty of the outside fa-
cades in harmony with their transformation?

First of all, the concept behind the approach 
of transformation needs to be defined. 
The entities of the core and the surround-
ing buildings all bound by the wall lead my 
choice into a transformation more radical 
in the core, always in combination with the 
existing structure, which then blends in the 
surroundings keeping the building and its 

context still strongly connected. It is very im-
portant to maintain the identity of its appear-
ance because the Fabrica do Tecidos Labor 
it is well known in the entire city, being one of 
the first industries born in the city. It’s part of 
Sao Paulo cultural heritage and identity. At 
the same time, the new life that the project 
will propose needs to be evident enough to 
be noticed and call the curiosity of both lo-
cals and not-local residents. 
Moreover, the core structure presents both 
qualities and limits. It’s long and low shape, 
about 5m columns height, clearly creates a 
dark space inside which needs to be enlight-
ened. Therefore, the tool chosen for this ap-
proach is the subtraction, a cut through the 
building, which will create the desired street 
in connection with the already existing open 
air spaces. The street through the five senses 
is then in a central position in the complex, 

a hidden gem where the locals can express 
themselves according the characters of their 
own culture. 
It represents the Informal realm, highly re-
searched in many different spots in the city, 
hosted mainly in Vila Madalena, west side of 
the center, and Rua Augusta, where Video 
Guerrilha takes place. 

On the east side of the center, an informal 
reality home is still missing and the project 
can be a relevant added value for the entire 
neighborhood of Mooca. 

Fig. 40, Villa Madalena – Centre – Mooca

CONCEPTUAL FRAMEWORK
TRANSFORMATION APPROACH



53

Fig. 41



54

Fig. 42, Transformation Approach
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Fig. 43, Transformation Approach
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On the other hand, the surrounding buildings 
represent the Formal realm, where the muse-
um areas are located. The latter represents 
the diaphragm between the informal and the 
city context. For this reason, it must be kept 
for its quality but at the same time some cuts 
will give a hint of the alive reality of the inside 
street. At the same time, in diverse strate-
gic points, the cuts will be larger and provide 
main entrances to the complex. Furthermore, 
in order to enhance the presence of the proj-
ect in the surroundings, an ‘eye catcher’ on 
the avenue side, where the movement of the 
transportation is faster, is needed in order to 
grasp people attention. 

At the moment, the idea of using the exist-
ing chimneys is the preferred. Colorful light 
project from the ground and the name of the 
complex, Mu-Seu, are tools enough pow-
erful to make of the chimneys, the desired 
eye-catchers.The above mentioned defini-
tion of the two different functions in the lo-
cation is thus clearly translated into the way 
the new volumes and the old structures will 
become an ensemble together. The interven-
tions planned for the Informal Realm of the 
Sensorial Workshops is treated in a radical 
different way than the Sensorial Museum of 
the Formal Realm nevertheless, from both a 
conceptual and functional point of view, the 
two realities are strongly interrelated. 

The vibrant street cuts diagonally through 
the existing roof, keeping the frame of the 
old structure and thus representing the frac-
ture throughout the entire location. From 
there, the workshop areas reinstate balance 
between voids and volumes, inserting new 
spaces within and on top of the old structural 
frame, playing with height and transparency. 
Directly and physically connected with the 
workshops, the museum space exists within 
the old buildings volumes, which with visual 
openings, reveal few hints in precise and se-
lected points. The bounding wall facing the 
surrounding streets breaks its uniformity to-
wards the main entrances and become place 
of expression for graffiti artists for the rest of 
its length.

CONCEPTUAL FRAMEWORK
TRANSFORMATION APPROACH
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Informal Environment

Formal Environment

Fig. 44-45, Dualism between Formal and Informal Environment
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Once the element of the street has been 
placed into the building complex, its func-
tion of ‘path through the senses’ needs to 
be addressed. Already aware of the charac-
ter of movement and sequence desired for 
the street, the hardest part is to grasp the 
translation of the five senses into a spatial 
organization. The lack of references is allow-
ing a wild freedom in the process, which can 
be governed only by personal interpretation 
and research step by step. For this reasons, 
it is perceived a strong need of organization 
of the different elements proposed, trying to 
define some rules which are useful to lead 
the design process.
In order to identify the qualities of the different 
environments of each sense, it is useful to 
address in particular:   

The elements as translation of the sense tak-
en into account

The character of the street in relation to each 
sense

Different senses have different translation 
into both spatial and elements configuration. 
Together with addressing the character of 
the street is possible to have a definition of 
the various elements and spaces. The re-
search is indeed conducted addressing both 
per sense and identifying the attraction ele-
ment for each sense.The diagram is divided 
in three areas which have different spatial 
configuration and function. From above to 
the bottom, it is represented, respectively, 
the functionality of the museum, the variety 
of spaces of the workshop area and finally 
the character of the different senses in the 
designed street.

Starting from the core of the diagram, it is 
noticeable how the senses are expressed 
according the spaces. In the museum part 
of the space is designate to the ‘not-perma-
nent’ exhibition, where the various forms of 
art produced in the workshop can become 
visible to everyone. In the street, something 
completely different happens. According the 
sight, the hearing, the smell, the taste and 
finally the touch workshops, the street ac-
quires different characters.The possible ex-
pression of each sense has been thorough 
studied in relation to the street environment 

and as the above scheme shows, the di-
verse main attraction characters have been 
chosen:

Hearing – Performance
Sight – Exposition of visual art
Smell – Commercial
Taste – Commercial
Touch – Exposition of designs

The mentioned analysis enabled my-self to 
imagine and subsequently draw, the ele-
ments which interfere with the walking street.

The interesting aspect of this investigation is 
the possibility to furthermore find combina-
tions between the diverse senses, in the way 
they relate and differ, creating different spa-
tial solutions also according various possible 
scenarios.

The schemes clearly explain the correlation 
between the five senses and its potential 
development in different scenarios where 
multiple activities can take place. These are 
only the start of a more structured reasoning 
which is fully explained in the next chapter.

CONCEPTUAL FRAMEWORK
DISCOVERING THE SENSES
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Fig. 46, Relation between the Five Senses
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Fig. 47, Relation between the Five Senses – Street – Museum
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The conceptual reasoning explained the last 
paragraphs, has provided the basic tools 
which need to be applied during the design 
process. It is relevant to clarify that, in order 
to design, it is important to make choices 
between the different possibilities. Through a 
right and enough number of anchor points, it 
is possible to acquire the correct direction to 
follow in the design. The following schemes 
are made in order to clearly explain them all, 
proceeding from WHAT to achieve, WITH 
which tools, REMEMBERING conceptual 
anchor points and finally a study of the con-
text in relation to the direction of the cut of 
the street, previously experimented, the so-
called WHERE.

Fig. 48, Anchor Points vs Possibilities

CONCEPT DEVELOPMENT
ANCHOR POINTS VS POSSIBILITIES
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Following, the next step was to explore three 
possible configurations, which represent 
different case studies useful to analyze and 
understand its features before continue in 
the design process. Indeed, the mentioned 
process substantially supports the final con-
figuration chosen for the project. 

The first option presents the five senses 
placed as clear zones divided by the street. In 
this way, the street becomes element of sep-
aration, where there is no sequence of ex-
periences but actual choice between them. 
Moreover, since the street cannot cross the 
workshops and so not even the flexible work-
space shared between two of more senses, 
this configuration do not respect the overall 
connection through senses previously men-
tioned as one of the anchor points.

The second option presents the five senses 
placed one next the other with the street cut-
ting through it. Even though it is an upgraded 
configuration in comparison to the first one, 
the overall connection through the senses 
seems not fully reached. Since its limits, the 
third option start exactly from the desired 
connection, a parameter which appears hard 
to successfully accomplish.

This last option respect all the anchor points 
listed above. It gives the necessary freedom 
to still explore the topic during the design 
phase but it represents the starting point 
needed in order to translate the diagram into 
a design.

Fig. 49, Anchor Points vs Possibilities

CONCEPT DEVELOPMENT
ANCHOR POINTS VS POSSIBILITIES
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The abandoned site is composed by a lot of 
different buildings which together create the 
complex of Fabrica do Tecidos Labor. During 
the analysis of site, it seemed clear which 
buildings are valuable to keep and which are 
going to be demolished, therefore the follow-
ing scheme underlines as black the leveled 
built areas. 

Once established the portion of building site 
to deal with and keeping in mind the direction 
of street already set together with its nature 
of ‘break’ through the structural grid of the 
core, the design phase took actual place. 
The location is characterized by strong or-
thogonal axes for almost all its extent. A 
closer look enhances the different direction 
of the small ex shed on the left side of the 
complex. Moreover, in Mooca is possible to 
find a particular shape on the corner of many 
building blocks, almost like a cut to not have 
sharp edges. The mentioned two directions 
have been taken as new orthogonal align-
ments and will lead the conformation of the 
interventions. 

In order to clearly explain the process, differ-
ent drawings will perform a sequence which 
will end with the final general configuration 
of the complex and its functions. Following, 
a series of schemes will elucidate the circu-
lation system and flow diagrams in order to 
fully understand the overall project.

Fig. 51, Street Cut and New Entrances Diagram

Fig. 50, Demolished Areas

CONCEPT DEVELOPMENT
CONCEPT IN SITU
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Fig. 52, General Functionality, drawn in scale 1_500
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The general functionality of the building has 
been previously set but there wasn’t any 
explanation about the translation of the five 
senses into spatial configuration and its ar-
chitecture, in particular of the workshop 
spaces, which were never subject of discus-
sion until now. If a general configuration of the 
street and the museum has been more evi-
dent since the beginning, the workshop ar-
eas have never been actually addressed. The 
first difficulty encountered concerned the no 
programmatic character of the design, since 
Mu-Seu is managed by the locals accord-
ing their needs and desires throughout time. 
Without a defined program seemed impossi-
ble to architecturally imagine a space and its 
use. The solution has come when I started 
to think in ‘elements’ and key-words as de-
sign tools. Therefore, capturing the essence 
of each one of the five senses, I defined their 
key-words and according them defined the 
kind of space was needed. In this way, each 
space with same configuration can be used 
differently according the need. 

The sense of Sight 
It is the capability of the eye(s) to focus and 
detect images of visible light on photorecep-
tors in the retina of each eye that generates 
electrical nerve impulses for varying colors, 
hues, and brightness.

The sense of Hearing
It is the sense of sound perception. Hearing 
is all about vibration. Mechanoreceptors turn 
motion into electrical nerve pulses, which are 
located in the inner ear.

The sense of Smell
It is the other “chemical” sense. Unlike taste, 
there are hundreds of olfactory receptors, 
each binding to a particular molecular fea-
ture. Odor molecules possess a variety of 
features and, thus, excite specific receptors 
more or less strongly. 

The sense of Taste
It is one of the traditional five senses. It re-
fers to the capability to detect the taste of 
substances such as food, certain minerals, 
and poisons, etc. The sense of taste is often 
confused with the “sense” of flavor, which is 
a combination of taste and smell perception.

The sense of Touch
is a perception resulting from activation of 
neural receptors, generally in the skin in-
cluding hair follicles, but also in the tongue, 
throat, and mucosa. A variety of pressure 
receptors respond to variations in pressure 
(firm, brushing, sustained, etc.) 

Defined by Dr.William K. Pediaopolis, Univer-
sity of Delawer.

Therefore, every sense is specifically linked to 
an element. This relation is clearly specified 
by the following schemes where it is shown 
the relation between the different spaces and 
the range of possible activities.

DESIGN PROCESS
DESIGN APPROACH
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Sight

The sense of Sight is linked to the element of 
Natural Light which can enlighten the space 
by different directions or not be allowed to 
hit the interior surfaces. Spaces illuminated 
by diverse type of light radiation can host a 
range of various functions. The scheme be-
low shows the relation between the sense, 
the element and the type of spaces and the 
range of possible activities per type of space.

Fig. 53 Fig. 54, Sight Workshop Spaces
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Hearing

The sense of Hearing is linked to the element 
of Vibration which can propagate in various 
directions inside a space or be acoustically 
directed as well as silent it. The mentioned 
scenarios drive the variety of shapes in rela-
tion to the possible use. The scheme below 
shows the relation between the sense, the el-
ement and the type of spaces and the range 
of possible activities per type of space.

Fig. 55 Fig. 56, Hearing Workshop Spaces
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Smell

The sense of Smell is linked to the element 
of Intensity or Proximity which leads a certain 
hierarchy in distances from the source which 
will define the different use of the space. 
Once defined the location of the source, the 
market and the production areas, the type of 
product can vary according the need. The 
scheme below shows the relation between 
the sense, the element and the type of spac-
es and the range of possible activities per 
type of space.

Fig. 57 Fig. 58, Smell Workshop Spaces
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Taste

The sense of Taste is linked to the element 
of Diversity which leads a certain hierarchy 
in height according the different kind of solu-
tions proposed. A diversification per height 
can host vary kind of food, thus the type of 
good can change according the need. The 
scheme below shows the relation between 
the sense, the element and the type of spac-
es and the range of possible activities per 
type of space.

Fig. 59 Fig. 60, Taste Workshop Spaces
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Touch

The sense of Touch is linked to the element 
of Texture and Temperature which leads the 
materiality of the areas of the workshop, with 
a diversification of its texture, from rough to 
smooth. Once defined the configuration of 
the two areas, in communication with each 
other, the type of material used can vary ac-
cording the need. The scheme below shows 
the relation between the sense, the element 
and the type of spaces and the range of pos-
sible activities per type of space.

Fig. 61 Fig. 62, Touch Workshop Spaces
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In order to position the diverse features pro-
posed, a composition set of rules needs to 
be carefully drawn. The previous chapter fo-
cused on the characteristic of each of the five 
senses and their translation to type of space 
and activity, which it has been very useful in 
order to organize the diverse shapes and ac-
tivity possible in MuSeu. Nevertheless, the 
set of design rules still needs to be clarified. 
The chapter is indeed called ‘architecture 
tools’: the system of anchor points which 
lead the actual design in the ex-industrial 
site. It is relevant to specify that the following 
rules have been applied to the Seu area, the 
workshops, since the museum and the street 
are both developed in an easier way: the mu-
seum encloses the complex and the street 
breaks through it. 

Since each sense represents a workshop 
and its own ensemble of activities, it has 
been developed a system of five different 
guidelines, one per each sense, therefore 
workshop. Reading the scheme on the right 
side from top to bottom, the order of the five 
senses respect the sequence of the work-
shops in the general functionality plan, chap-
ter ‘Concept in Situ’. 

Sight. Juxtaposition. Spaces with very dif-
ferent features are located one next to the 
other. In this way, the contrast between black 
and white, dark and light, is clearly stated. 

Hearing. Differentiation. In order to achieve 
spaces with diversity in perception of 
sounds, it is needed to design spaces which 
differ from the surroundings for ‘mass’ and 
‘height’. 

Smell. Taste. Permeability. These two sens-
es are strictly connected both in the activ-
ities and in their perception. Therefore, the 
spaces related to them are characterized by 
a very permeable and dynamic composition, 
as a reflection of their possible use. 

Touch. Opposition. Features as ‘rough’ and 
‘smooth’ are opposed but still linked by the 
possibility of concerning the same material. 

Therefore, the opposition configuration of the 
mentioned scheme is the most appropriate 
for the sense of touch.

DESIGN PROCESS
ARCHITECTURE TOOLS
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Fig. 63, Design Tools
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Fig.64, Program of Sight Workshop in MuSeu

Fig.65, Program of Hearing Workshop in MuSeu

Since the very initial approach to the design, 
it was very clear the intention of design a 
complex which could be managed by the 
local residents and therefore have a very flex-
ible program in order to host different or even 
multiple activities at the same time, accord-
ing the decision of the users. Even though 
this statement recall the concept of ‘multi-
functional space’, there is a very big differ-
ence with it. A ‘multifunctional space’ is a not 
very addressed space, where different activ-
ities might be hosted and which can change 
according them. Seu is, on the contrary, re-
ferring to the expression ‘flexible use of the 
space’: different activities can be host in the 
same space, which is designed to answer its 
specific use. The latter isn’t necessarily con-
nected to the idea of single use of the same 
space and therefore its use becomes flexible. 

Therefore, Seu is composed by five different 
workshops where each of them presents 
fixed program spaces and flexible program 
spaces. Recalling the analysis of the chapter 
‘Design Approach’, the spaces are defined 
by the sense considered and the activities 
are deriving from it. 

The following schemes represent the pro-
gram development of the entire area of Mu-
Seu, both workshop and museum spaces. 
The structure of the scheme is related to the 
function of the space and it is equal for each 
one of them. The colored background identi-
fies the space designed and the icons above 
the possible functions. The space designed 
is divided between:
Flexible Use Space _ Squared boxes
Fixed Program Space _ Museum and Ser-
vices boxes
The amount of square meters is indeed de-
fined for both types of spaces but its defini-
tion change according the character of ‘Flex-
ible’ or ‘Fixed’. 

DESIGN PROCESS
PROGRAM DEVELOPMENT
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Fig.66-68, Program of Smell / Taste / Touch Workshops in MuSeu
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Fig. 69, Mosaic of Possibilities

Since the structure of MuSeu program, where 
every workshop can potentially host a differ-
ent activity every possible period of time, the 
character of the entire complex change with 
its usage. This thought refers to the idea of 
a mosaic of possibilities where every tile of 
the same type appears in different shades 
or intensity of transparency, as shown in the 
image on the right hand side. The strength of 
the ‘Mosaic of Possibilities’ recall the vibrant 
features of the Brazilian culture, which stroke 
my attention, and the initial purpose of Mu-
Seu to become a ‘pumping heart’ of the city 
of Sao Paulo. 

Nevertheless the previous diagrams ex-
plained the program of MuSeu, a zoom in 
into the Seu area of the program is able to 
clarify some features roughly discussed until 
now. In order to better describe the flexible 
use of the workshops, the maquette has 
been structured as a ‘kid game’. The cubical 
wooden blocks represent the possible func-
tions per space, the board beneath them 
shows the designed space and the white 
board in front is a schematic representation 
of Seu, where the spaces are positioned in 
the same way they are actually located in the 
real existing complex. According which block 
is placed on the ‘Seu board’, the function of 
the workshop changes. Through the assis-
tance of the maquette is indeed possible to 
clarify the ‘flexible use’ feature of the work-
shop spaces, abandoning the mistaken idea 
that different activities can take place simul-
taneously in the same space, which the dia-
grams don’t clearly deny to assume.

DESIGN PROCESS
PROGRAM DEVELOPMENT
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Fig. 70, Maquette of MuSeu Program

Possible Functions

Space Designed

Seu Base Board
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Subsequently, it was needed to address and 
sketch all the spaces: workshops, the street 
and the museum, deciding and therefore 
designing, the relation between one and the 
other. Since the variety of ‘ingredients’ of the 
project, the choice of unify every interven-
tion using the same material and the same 
gesture, it seemed the more well-rounded 
thought. Indeed, the new interventions will 
be designed within the structural frame of 
the core and stick out of it or push it into the 
ground in order to create a space with differ-
ent configurations according the above men-
tioned categorization. 

The relation between the workshop and the 
museum, it is addressed in order to give the 
idea of continuity between one space and 
the other, without any visual connection. It 
is indeed relevant to let the visitors discov-
er each part of the building gradually, with a 
hierarchical sequence: the museum faces in 
few spots the inner street, from which is later 
possible to look into some areas of the work-
shop, space of private use of the artists (the 
local users of the workshop). 

Finally, there is one last feature which must 
be addressed in order to elucidate the overall 
approach on the design. There is a particu-
lar and unique area in the project where all 
the senses meet and can be experienced 
together. This space needs to be designed 
according all the different elements per sense 
and its use needs to be flexible, in relation 
to the particular event which either hosts or 
supports. The freedom in its use is represen-
tative of its atmosphere, where everything 
comes together and can be experienced at 
once. 

DESIGN PROCESS
DESIGN DEVELOPMENT
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Fig. 71, Sketched Sections
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After a first draft design, developed through 
sketches and hand drawing techniques, the 
composition of the complex started to de-
velop its shape taking as starting point the 
transformation approach. As declared in the 
conceptual framework, the new interventions 
of the Informal environment are collaborating 
with the existing steel structure neverthe-
less keeping a contrasting appearance in 
shape and materialization, in order to create 
a space where both identities of new and 
transformed are enhanced. 
Referring to the scheme of the exploded ax-
onometric view of the new volumes of the 
workshops, it appears clear that the differ-
ent shapes are inserted in the middle of the 
complex, respecting the span of the existing 
steel structure. The entire volumes of the 
workshops aren’t represented in the dia-
gram, because the purpose of this chapter is 
to analyze the architecture configuration and 
the derived shape of the space, particular-
ly different per each sense. Indeed, the rest 
of the workshop space not underlined here 
is usually characterized by curtain walls as 
transparent diaphragm between the external 
street and the interior space of the work-
shops.Each volume is characterized by the 
color corresponding to one of the five senses 
as previously used, in order to easy the read-
ing of all the diagrams.  Moreover, each con-
crete box has a peculiar shape according the 
anchor points explained in the ‘architecture 
tools’ chapter. 

The sight concrete box, in yellow, hosts both 
the ‘dark room’ area and the ‘horizontal light’ 
space. The following page shows in detail 
the shape and features of each box. The 
sight workshop is indeed characterized by 
a sloped concrete structure for the elevated 
‘horizontal light atelier’. A system of triangular 
concrete beams ensure enough diffuse light 
from above, through skylights and the slope, 
facing North, allows to the sunlight to enter 
and provide the horizontal illumination which 
a drawing or a painting atelier might need.  
The system of triangular concrete beams is 
a direct inspiration of the library of the Uni-
versity of Sao Paulo, which covers very long 
spans creating a beautiful diffused lightened 
space and atmosphere in the interiors.

The concrete boxes of the hearing workshop 
are designed in order to create the differ-
ences in ceiling height on the ground floor 
as well as elevated closed shapes carefully 
sound proofed can host noisy activities, such 
as recording or performing studios.

The concrete structures of the smell work-
shop are carefully positioned in order to re-
call the configuration of a market square, 
which needs to welcome the consumers as 
well as provide a differentiated space for the 
sellers. Therefore the L shaped interior space 
enclose the selling spot, which is facing the 
production garden, on the other side, as the 
design approach diagrams suggested in the 
previous pages and which eventually sug-
gest the character of permeability addressed 
in the architecture tool chapter. 

In relation to the latter, the taste workshop 
concrete boxes are small unities wide as the 
existing span of the steel structure and which 
provide space for cooking stands. The eating 
areas are placed in different heights accord-
ing the duration of the eating break. Never-
theless the diverse levels create a hierarchy 
between the varieties of eating areas, a clear 
visual connection between them is always 
possible, enhancing the character of vertical 
permeability, mentioned in the architecture 
tools section.  

Finally, the two rectangular concrete shape 
placed in opposition one to the other, create 
an interesting tension in their identities. If one 
is characterized by a ventilated façade and a 
sloped roof following the existing structure’s 
shape, on the other hand, the opposing one 
is as minimalistic as possible. These features 
lead the use of the space for different activ-
ities and materials, as mentioned in the de-
sign approach strategy. 

DESIGN PROCESS
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Fig. 72, Exploded Axonometry of the New Volumes
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by Caterina Corsi

Fig. 73, Sight Workshop, perspective view

Fig. 74, Hearing Workshop, perspective view
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by Caterina Corsi

Fig. 75, Smell Workshop, perspective view

Fig. 76, Taste Workshop, perspective view

Fig. 77, Touch Workshop, perspective view
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The composition of the master-plan illustrat-
ed in 1_500 scale in the following page don’t 
leave any doubt in its reading: the old fas-
cinating buildings of the existing Fabrica de 
Tecidos Labor are being restored in order to 
embrace the dynamic informal environment 
of the concrete workshops. The street cut 
throughout the entire complex sectioning the 
old volumes and shaping the new ones. The 
site plan clearly shows the intent of “blend 
the transformation in the surroundings” ex-
pressed during the transformation approach 
paragraph. In order to successfully explain 
the diversity in use and movement through 
the complex, the diagrams of the flux and us-
ers provide an easy tool of comprehension. 
First of all, is important to specify that the 
schemes show three different paths through 
the complex which are potentially crossed 
by three different users. This does not impli-
cate that can be used only by the user men-
tioned because the entire project is accessi-
ble to everyone apart the workshop interior 
space, of private use of the local residents. 
Therefore, the diagrams show the possible 
scenario for the different users; overlapping 
the diverse diagrams, is possible to have a 
clear idea of the different scenarios and users 
possible. Starting with the Museum one, the 
pink line clarifies the area of the complex re-
served for the museum side, while the black 
line illustrates the proper path of the street. In 
conclusion, the last diagram in purple shows 
the workshops volumes, areas of private use 
of the local residents.
 
The following drawing positioned on the en-
tire spread of the book is the floor plan 1_200 
scale of MuSeu. The plan clearly shows the 
entire design and the variety of dynamics 
between the museum, the street and the 
workshops. In this drawing it is also possible 
to notice few details which strengthen the 
concept of the project.  Taking into consider-
ation the museum side, it appears visible the 
division between the permanent area of the 
museum and the temporary one, connected 
to the workshop interior space and which 
depends from the activity of the workshop in 
order to be furnished and ready for an expo-
sition. Introducing a slight difference in height 
between the two areas, the user will notice 
the difference in the progression through the 
space. 

The height difference is indeed introducing a 
‘moment’ which identifies the two portion of 
space without strictly and visually separate 
them. 

If on one hand the temporary side of the mu-
seum is directly connected with the work-
shop, a small cut in the façade allows a visual 
connection with the street aiming to invite the 
visitors to enter in the street and continue the 
exploration of the complex in direct connec-
tion with the local life. These progression out-
side towards inside is visible in the sections 
too, where the olds CAPRIATAS enclose the 
vibrant Seu . On the other hand, the facades 
insists on the old brick style of the existing 
complex with cuts and subtractions in a con-
trasting tension, which eventually attracts 
visitors and users to discover the complex 
and its exciting life. 

DESIGN PROCESS
FINAL PROJECT DESIGN
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Museum VISITORS Mu_Seu USERS / VISITORS Mu_Seu USERS / VISITORS

Fig. 79, Flux and Users Diagram

Fig. 78, Master-plan, drawn in 1_500 scale
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Fig. 80, Ground Floor Plan, drawn in 1_200 scale
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Longitudinal Section CC’ 1_200

South Facade_Rua da Mooca 1_200

East Facade_Rua Barao de Jaguara 1_200

Fig. 81, Sections and Facades, drawn 1_200 scale
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Fig. 81, Sections and Facades, drawn 1_200 scale
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Fig. 83, Entrance MuSeu, Rua da Mooca
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Fig. 84, Sight Workshop



101



102

Fig. 85, From Sight to Hearing. The Street. 
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Fig. 86, From Hearing to Smell. The Street. 
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Fig. 87, Hearing Workshop
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Fig. 88, Smell Workshop
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Fig. 89, From Smell to Taste. The Street. 
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Fig. 90, Taste Workshop
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Fig. 91, Touch Workshop
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Fig. 92, The End. The Street



117





MuSeu
| Interesting Insights |



120

Fig. 93, Entrance MuSeu, Avenue Alcantara Machado
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Fig. 94, Sight Workshop. Painting Atelier. 
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Fig. 95, Touch Museum vs Touch Workshop
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Fig. 96, Smell Museum. Interior Space. 
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The design has been developed through a 
very strong concept which leads the entire 
process. In order to strengthen the consis-
tency of the project, technical solutions are 
elaborated with a dual proposal: the materi-
ality needs to communicate roughness and 
lightness while opposing the existing mate-
riality and, at the same time, the identity of 
the new and old need to be respected and 
enhanced. 
The choice of the concrete as main material 
of the new volumes is related to the selection 
of local materials which are less expensive 
and well known in its construction method. 
The concrete cast in place gives the oppor-
tunity to leave a rough and simple layer to the 
surface of the load-bearing structure of the 
material, while the interior finishing is slightly 
more gentle and refined through the usage of 
the concrete paneling system, which is also 
respecting a more practical solution in case 
of damaging. Moreover, the choice of the 
panel system gives the chance to replace the 
concrete panels with the ones more suitable 
for the function of the space. Therefore, if the 
space designed is later used for a different 
function from the previous one, as explained 
in the concept development of the project, 
the mentioned system gives the opportunity 
to change the interior finishing according the 
need. 
The first detail designed refers to the concrete 
box of the hearing workshop and its connec-
tion with the existing steel structure. In order 
to strengthen the idea of the concrete boxes 
inserted in the steel structure span, the glass 
connection of about 400mm enhance, with 
its transparency, the separation between 
the two entities, while connecting them. The 
concrete space is representing the ‘closed 
room space’ mentioned in the previous 
chapters and therefore it needs to be well 
insulted and completely sound proofed. In-
deed, the details shows the 100mm of rig-
id polyurethane insulation layer, as Brazilian 
regulation in building construction, and pro-
ceeding through the inner layers, the use of 
an acoustic insulation panel system is en-
suring the complete sound proofing of the 
interior space. As a finishing, the concrete 
panels are directly attached to the supportive 
structure and maintain the rough appearance 
desired, nevertheless can be replaced by 
sound proofing panels in case of necessity. 

The floor plan 1_200 illustrates a very inter-
esting solution referring to the connection 
between new volumes and old structures, 
such as brick walls. It clearly shows that the 
concrete walls are attached to the existing 
brick walls through the use of a small glass 
surface which is gently connecting and sepa-
rating the two constructions. As you can see, 
the system previously explained is repeated 
and applied on different part of the building 
complex, while solving the same issue. 
The relevant presence of natural sunlight is 
ensured by glass skylights which are con-
nected between each steel structure span. 
In order to avoid the glass house effect and 
high temperatures inside the space, it has 
been used a particular glass, so-called ‘frit-
ted glass’, which is slightly more opaque 
than a normal one, since its layers are com-
posed with small particles of earth, not visible 
at sight, but which reduce the sun irradiation 
until 30%. The second detail designed is in-
deed illustrating the joint and the features of 
the fritted glass, used as main roofing sys-
tem in the complex. It has been important 
to accurately study the Shenzhen Stock Ex-
change, OMA project, to capture the details 
of the construction of the glass itself. The 
book of the project kindly borrowed from Da-
vid Gianotten has given me the opportunity 
to understand the particular technical solu-
tion. 
Finally, it is relevant to specify that the possi-
bility of opening the vertical part of the roof, 
following the original steel structure, it is pos-
sible to provide natural ventilation in the en-
tire complex.  
Last but not least, the development of the 
rope system is a very easy solution, fun to 
develop and which provides a shading sys-
tem throughout the entire open air space of 
the complex, offering indeed the possibility 
to enjoy the open air space without being af-
flicted by the powerful sun irradiation of the 
country. First of all, the choice of the rope is 
reflecting the need of cheap and local ma-
terial but more importantly, it represents the 
anchor point with the former function of the 
complex, being an ex-textile factory. The aim 
is to offer an easy system which everyone 
can manage without difficulty and which, 
at the same time gives a very atmospheric 
environment, pleasant to spend time in. The 
axonometric drawings show the ensemble of 

the system in the steel structure span at first, 
in order to give the general overview. Sub-
sequently, every joint has been zoomed in, 
in order to illustrate how specifically the sys-
tem is working. The horizontal rope can be 
pushed / pulled in order to change the shad-
ing of the ropes, following the orientation of 
the sun, for instance. The sloped ropes are 
connected with the horizontal one, in order 
to be easily moved all together at once. The 
entire system uses a clutch I order to be fixed 
in tension, as used in sailing boats. This sys-
tem provides a secure stop for the rope in 
tension, which can hold up to strong wind, in 
case of bad forecast. Moreover, it is very safe 
and easy to understand for everyone who 
needs to manage the shading system. 
Finally, the durability of the rope is very hard 
to establish beforehand, since it usually de-
pends from which kind of specific rope it is in 
use and the specific stress every rope is ex-
posed. As a general indication, rope systems 
with the previously mentioned characteristics 
can be replaced every five until ten years, 
since their use is more related to a steel 
position as curtain rather than load-bearing 
system. 

TECHNICAL SOLUTIONS
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Fig. 97, Detail of the Concrete Sound-Proof Space connected to the Existing Steel Structure, drawn 1_5 scale
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Fig. 98, Detail of the Glass Skylight to the Existing Steel Structure, drawn 1_5 scale
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Fig 99, Axonometric view of the Rope System Detail, with zoomed in interesting joints

Fig. 100, Floor Plan Illustration of the Adjustable Shading System
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“Architecture is a thoughtful making of 
space”. Luis Kahn. 

During my studies there are few archi-
tects who have been always inspiring 
through their words, as well as their 
projects. L. Kahn has surely taught my-
self to look over the appearance of the 
building itself in order to understand 
its nature of existence. The entire pro-
cesses of decision making and con-
cept development represent the deep 
soul of architecture, the reason and the 
purpose why the building exists. I be-
lieve, the stronger is represented the 
conceptual idea in the actual construc-
tion, the merrier the users will perceive 
a more personal attachment to that 
space, which will eventually lead to a 
more frequent use of it. As of personal 
attachment I surely don’t want to mis-
interpret architecture with psychology 
or philosophy, but I think that everyone 
who have experienced not only the 
beauty of a designed space, but also 
its utility and message from a social 
point of view, is willing to return and 
experience that again and eventually 
considering that space, as a reference 
point for its function. Transforming 
opinions through architecture as well 
as the way of living the city in its ev-
eryday life. The most interesting aspect 
of the transformation is related to the 
balance between the new and the old, 
both in life and architecture. In relation 
to the latter, MuSeu is an interesting 
project where the existing site has been 
a relevant part of the industrial history 
of the city and most of the citizens of 
Sao Paulo know about the Fabrica de 
Tecidos Labor. In this case, the balance 
between the old and the new has been 
carefully studied because both repre-
sent two values: the identity of the city, 
the old, and the identity of Brazilian 
culture, the new transformed site. Both 
collaborate to create a new function in 
the city and therefore both respect and 
face the other reality. 

These ambitions moved the entire de-
velopment of my design. MuSeu is a 
complex project where different ele-
ments are translated into architecture 
in the easiest way possible in order to 
be recognizable by every user. Metrop-
olis like Sao Paulo deserve some iden-
tity spaces for local residents without 
investing energy, time and money only 
towards touristic attractions, but using 
their identity as a value to eventual-
ly put tourist in contact with it. This is 
what I have been looking for during the 
entire process, a new consideration of 
a cultural center as a space of the city 
and for the city, which is nothing dif-
ferent to say, a space of the residents 
and for the residents. The MOVA move-
ment in Sao Paulo is a social initiative 
of young local residents who are trying 
to re appropriate urban space with col-
orful handmade patchwork, which is 
covering the ruined outside layer of the 
constructions. MOVA is a demonstra-
tion of the local resident’s interest for 
the city where they live and the popular 
paulista street art is a design tool used 
in MuSeu since the early beginning. I 
am finally convinced that MuSeu could 
be a great resource for Sao Paulo and 
its residents, as well as visitors. 
In some previous chapter of the book, 
I have mentioned my personal interest 
in a country as Brazil without really un-
derstanding the reason for it. The, so 
called, ‘irrational call’. The entire year, 
this question remained as a back-
ground of my design and personal de-
velopment, but I finally can admit my 
deep interest into studying a complex, 
tense social context and working with 
it, without denying its difficult realities. 
I believe, that a strong tense social en-
vironment can give a wide range of dif-
ferent inputs which is very interesting 
to use during the design process. As 
for people, a consistent background 
gives more personal experience; in ar-
chitecture a consistent social environ-
ment, if appropriately analyzed, it cre-

ates a layered design. 
In my personal opinion, the graduation 
project has been both a personal and 
professional development. The satis-
faction with the result and the entire 
process let me reach the achievements 
I was willing to accomplish at the start 
of the year. Nevertheless the incredible 
amount of work and energies needed 
to achieve the goal, all of it wouldn’t 
have been possible without the great 
leadership, dedication and person-
al support of our tutors, the emotion-
al and personal backing of my family, 
boyfriend and friends, old and new 
ones. In conclusion I can only thank 
you for the opportunity offered and for 
the participation of the beloved ones.

CONCLUSIONS
PERSONAL REFLECTIONS



137

Books

Deckker, Z. Q. (2001). Brazil Built: The 
Architecture of the Modern Movement in 
Brazil. Taylor&Francis.

Forty, A., & Andreoli , E. (2004). Brazil’s 
modern architecture. Phaidon.

Hecht, T. (1998). At home in the street. 
Cambridge University Press.

Mesquita, M., Restivo, S., & D’Ambro-
sio, U. (2011). Asphalt children and city 
streets. Sense Publishers.

Pallasmaa, J. (1996). The Eyes of the Skin: 
Architecture of the Senses. Wiley.

Patai, D. (1943). Brazilian Women Speak.
Shaftoe, H. (2012). Convivial Urban Spac-
es: Creating Effective Public Places. 
Earthscan.

Zumthor, P. (2006). Atmospheres: Archi-
tectural Environments, Surrounding Ob-
jects. Birkhäuser.

Articles

Andreoli, E., & do Santos, L. G. (1998). 
Public art, Private city, 63-80.

Holl, S., Pallasmaa, J., & Perez-Gomez, A. 
(2006). Questions of Perception. a+u, pp. 
26-37.

Lamazares, A. (2014). Exploring São Pau-
lo’s Visual Culture. 319-335.

Pelletier, L. (2008). Modeling the void. 
Journal of Architectural Education, 6-13.

Reports

Anastasiadi, K., Kylika, A., & Schweder, A. 
(2015). The Viral Institute of Performance 
Architecture. IFTR “Shared Space”, 
Prague Quadrennial of Performance De-
sign and Space, Prague.

Azam Ali, D. (2008). Practical Action. The 
Schumacher Centre for Technology and 
Development, Rugby, Warwickshire.

Breffeilh, R. (n.d.). Technology and the 
Senses: Multi-sensory Design in the Digital 
Age. University of North Carolina, School 
of Architecture, Charlotte.

Rode, P., Brown, R., Ramos, F., Kitazawa, 
K., Paccoud, A., & Tesfay, N. (2009). Cities 
and social equity. London: London school 
of economics .

Thesis Graduation

Ruiz, M. M. (2014). Complexo Fabrica La-
bor: Trabalho Final de Graduacao. 

Websites

Governo do Estado de Sao Paulo - 
Secretaria da Cultura. (2014, October 
10). Retrieved March 2016, from www.
cultura.sp.gov.br:http://www.cultu-
ra.sp.gov.br/portal/site/SEC/menu-
item.bb3205c597b9e36c3664eb10e-
2308ca0/?vgnextoid=91b6ffbae7ac
1210VgnVCM1000002e03c80aRCR
D&Id=a6d800a64e88e410VgnVCM-
1000008936c80a

Architect, T. A. (2015, February 25). The 
Architecture of Perception: 5 Spaces 
Designed to Stimulate Your Senses. Re-
trieved Agoust 16, 2016, from Architizer: 
http://architizer.com/blog/the-architec-
ture-of-perception/

Governo do Estado Sao Paulo. (n.d.). 
Retrieved March 2016, from http://www.
saopauloglobal.sp.gov.br: http://www.
saopauloglobal.sp.gov.br/eng-panora-
ma_geral.aspx

Kaltenbach, F. (2010, October 29). Per-
ceiving Space With All the Senses. Re-
trieved July 2016, from Detail: http://
www.detail-online.com/article/perceiving-
space-with-all-the-senses-14262/

Pediaopolis, W. K. (2016, January 28). 
The Five Senses. Retrieved June 2016, 
from http://udel.edu/~bcarey/ART307/
project1_4b/

Portal da Mooca. (n.d.). Retrieved March 
2016, from www.portaldamooca.com.br: 
http://www.portaldamooca.com.br/

Ruiz, M. M. (n.d.). fabrica de tecidos labor. 
Retrieved March 2016, from www.fau.
usp.br: http://www.fau.usp.br/disciplinas/
tfg/tfg_online/tr/141/a053.html

Sao Paulo Antiga . (n.d.). Retrieved March 
2016, from www.saopauloantiga.com.br: 
http://www.saopauloantiga.com.br/casa-
rao-da-fabrica-de-tecidos-labor/

Reference Images

Project Brief

Introduction

Fig. 1, Transformation in Architecture and 
Life, Caterina Corsi, 2016, February 11.

Fig. 2, The Imaginary Foundation, 2012, 
August 28. Retrieved by https://nl.pin-
terest.com/pin/299067231486747575/, 
2016, May 12. 

Fig. 3, Screenshots from Beautiful Chem-
ical Reactions, Beauty of Science, 2014, 
October 3. Retrieved by  https://vimeo.
com/107976057 , 2016 May 12. 

WHAT – WHY - HOW

Fig. 4, Mood-board About Brazil, Caterina 
Corsi, 2016, May 12. 

Fig. 5, Sebastian Eriksson. Retrieved 
by http://mymodernmet.com/sebas-
tian-eriksson-surreal-art/, 2016, May 12.

Fig. 6. Plots and Voids, Caterina Corsi, 
2016, April.

BIBLIOGRAPHY
SOURCES AND REFERENCES



138

Fig. 7, Alexander Khokhlov, 2012, Sep-
tember 12. Retrieved by http://entertain-
mentmesh.com/beautiful-black-white-
face-art/, 2016, May 12. 

Fig. 8, Youngsters sniffing glue in down-
town square in Sao Paulo, United Nation 
News, 1986, January 1. Retrieved by 
http://www.unmultimedia.org/s/photo/
detail/385/0385393.html, 2016, May 12.

Fig. 9, Oscar Niemeyer mural, Eduardo 
Kobra, 2013, Januray 14. Retrieved by 
http://eduardokobra.com/, 2016, May 12.

Fig.10, Fabrica de Tecidos Labor, Rua 
da Mooca Façade, Maria Mecedez Ruiz, 
2014. 

Fig. 11, Fabrica de Tecidos Labor, Gover-
no do Estado de Sao Paulo - Secretaria 
da Cultura, 2014, October 10. Retrieved 
by http://www.cultura.sp.gov.br/portal/
site/SEC/menuitem.bb3205c597b9e36c-
3664eb10e2308ca0/?vgnextoid=91b6ff-
bae7ac1210VgnVCM1000002e03c80aR-
CRD&Id=a6d800a64e88e410VgnVCM-
1000008936c80a____, 2016, March.

Fig.12, Fabrica de Tecidos Labor, Maria 
Mecedez Ruiz, 2014.

Fig. 13, Fabrica de Tecidos Labor, Gover-
no do Estado de Sao Paulo - Secretaria 
da Cultura, 2014, October 10. Retrieved 
by http://www.cultura.sp.gov.br/portal/
site/SEC/menuitem.bb3205c597b9e36c-
3664eb10e2308ca0/?vgnextoid=91b6ff-
bae7ac1210VgnVCM1000002e03c80aR-
CRD&Id=a6d800a64e88e410VgnVCM-
1000008936c80a____, 2016, March.

Fig.14, Fabrica de Tecidos Labor, Maria 
Mecedez Ruiz, 2014.

Fig. 15, Laurie Preusch. Re-
trieved by https://nl.pinterest.com/
pin/299067231486736685/, 2016, May 
12. 

Fig. 16, Paul Apal’kin. Retrieved by http://
www.apalkin.com/conceptual.html, 2016, 
May 12. 

Fig. 17, Mood-board, Caterina Corsi, 
2016, May 12. 

Fig. 18, N.D. Retrieved by https://nl.pin-
terest.com/pin/481111172673062593/ , 
2016, May 12.

Fig. 19, Mood-board, Caterina Corsi, 
2016, May 12.

Fig. 20, Mood-board of Surreal Images. 
The Five Senses, Caterina Corsi, 2016, 
May 12. 

Personal Timeline

Fig. 21, Personal Timeline of the Design 
Process, Caterina Corsi, 2016, May 12. 

Graduation Book

Introduction

Fig. 22, Client / User Diagram, Caterina 
Corsi, 2016, June 2. 

Conceptual Framework

Fig. 23, Study Maquette, Caterina Corsi, 
2016, June 2.

Fig. 24, Avenue Alcantara Machado, 
Caterina Corsi. Retrieved by https://
www.google.it/maps/place/R.+da+Moo-
ca,+S%C3%A3o+Paulo+-+SP,+Bra-
sile/@-23.5534583,-46.6198481,17z/
data=!4m5!3m4!1s0x94ce59485e7db5d-
b:0xdd7578fdcdc641f0!8m2!3d-23.555
4056!4d-46.6012336, 2016, September 
29.   

Fig. 25, Rua da Mooca crossing Rua 
Barao de Jaguara, Caterina Corsi. Re-
trieved by https://www.google.it/maps/
place/R.+da+Mooca,+S%C3%A3o+Pau-
l o+-+SP,+Bras i le /@-23.5534583,-

46.6198481,17z/data=!4m5!3m4!1s0x-
94ce59485e7db5db:0xdd7578fdcdc641
f0!8m2!3d-23.5554056!4d-46.6012336, 
2016, September 29.  
 
Fig. 26-27, Rua da Mooca, Caterina Corsi. 
Retrieved by https://www.google.it/maps/
place/R.+da+Mooca,+S%C3%A3o+Pau-
l o+-+SP,+Bras i le /@-23.5534583,-
46.6198481,17z/data=!4m5!3m4!1s0x-
94ce59485e7db5db:0xdd7578fdcdc641
f0!8m2!3d-23.5554056!4d-46.6012336, 
2016, September 29. 
  
Fig. 28, Timeline Fabrica de Tecidos La-
bor, Caterina Corsi, 2016, May 12. 

Fig. 29, Architectural Survey, CONDE-
PHAAT, 2014. Governo do Estado de Sao 
Paulo - Secretaria da Cultura, 2014, Octo-
ber 10. Retrieved by www.cultura.sp.gov.
br: http://www.cultura.sp.gov.br/portal/
site/SEC/menuitem.bb3205c597b9e36c-
3664eb10e2308ca0/?vgnextoid=91b6ff-
bae7ac1210VgnVCM1000002e03c80aR-
CRD&Id=a6d800a64e88e410VgnVCM-
1000008936c80a____, 2016, September 
29.

Fig. 30-37, Construction Period from 
1910 until Later 1959, Caterina Corsi, 
2016, June 2. 

Fig. 38, Plots and Voids of the Existing Sit-
uation, Caterina Corsi, 2016, June 2.

Fig. 39, Interesting Corners of the Existing 
Situation, Caterina Corsi, 2016, June 2.
 
Fig. 40, Villa Madalena – Centre – Moo-
ca, Caterina Corsi. Original base map re-
trieved by https://www.google.it/maps/
place/R.+da+Mooca,+S%C3%A3o+Pau-
l o+-+SP,+Bras i le /@-23.5534583,-
46.6198481,17z/data=!4m5!3m4!1s0x-
94ce59485e7db5db:0xdd7578fdcdc641
f0!8m2!3d-23.5554056!4d-46.6012336, 
2016, September 29.



139

Fig. 41, Processing Matter, N.D. Retrieved 
by http://processingmatter.tumblr.com/
image/30382429820, 2016, September 
29. 

Fig. 42-43, Transformation Approach, Ca-
terina Corsi, 2016, September 29.

Fig. 44-45, Dualism between Formal and 
Informal Environment, Caterina Corsi, 
2016, September 29.
 
Fig. 46, Relation between the Five Senses, 
Caterina Corsi, 2016, July 7. 

Fig. 47, Relation between the Five Senses 
– Street – Museum, Caterina Corsi, July 7.
 
Concept Development

Fig. 48-49, Anchor Points vs Possibilities, 
Caterina Corsi, 2016, September 9.

Fig. 50, Demolished Areas, Caterina Cor-
si, 2016, September 9.

Fig. 51, Street Cut and New Entrances Di-
agram, Caterina Corsi, 2016, September 
9.
 
Fig. 52, General Functionality, drawn in 
scale 1_500, Caterina Corsi, 2016, Sep-
tember 19.

Design Process

Fig. 53, N.D. Retrieved by https://living-
women.net/2016/03/ 2016, May 12.

Fig. 54, Sight Workshop Spaces, Caterina 
Corsi, 2016, September 29.

Fig. 55, N.D. Retrieved by http://answer-
safrica.com/unraveled-18-mind-blowing-
facts-about-left-handed-people-that-nev-
er-crossed-your-mind.html, 2016, May 
12.

Fig. 56, Hearing Workshop Spaces, Ca-
terina Corsi, 2016, September 29.

Fig. 57, A Pace College student in a gas 
mask “smells” a magnolia blossom in 
City Hall Park on Earth Day, 1970, April 
22, in New York. Retrieved by http://
www.citylab.com/politics/2015/04/how-
earth-day-changed-the-way-we-view-cit-
ies/391014/, 2016, May 12.

Fig. 58, Smell Workshop Spaces, Caterina 
Corsi, 2016, September 29. 

Fig. 59, N.D. 2015, August 2. Retrieved 
by http://bicaholic.tumblr.com/, 2016, 
May 12. 

Fig. 60, Taste Workshop Spaces, Caterina 
Corsi, 2016, September 29. 

Fig. 61, N.D. Retrieved by https://nl.pin-
terest.com/pin/306104105898161816/, 
2016, May 12. 

Fig. 62, Touch Workshop Spaces, Cateri-
na Corsi, 2016, September 29.

Fig. 63, Design Tools, Caterina Corsi, 
2016, October 21. 

Fig.64-68, Program Development MuSeu, 
Caterina Corsi, 2016, October 21.
 
Fig. 69, Mosaic of Possibilities, Caterina 
Corsi, 2016, October 21.
 
Fig. 70, Maquette of MuSeu Program, Ca-
terina Corsi, 2016, October 27. 

Fig. 71, Sketched Sections, Caterina Cor-
si, 2016, September 9.

Fig. 72, Exploded Axonometry of the New 
Volumes, Caterina Corsi, 2016, November 
24.

Fig. 73, Sight Workshop, perspective 
view, Caterina Corsi, 2016, November 24.
 
Fig. 74, Hearing Workshop, perspective 
view, Caterina Corsi, 2016, November 24.

Fig. 75, Smell Workshop, perspective 
view, Caterina Corsi, 2016, November 24.

Fig. 76, Taste Workshop, perspective 
view, Caterina Corsi, 2016, November 24.

Fig. 77, Touch Workshop, perspective 
view, Caterina Corsi, 2016, November 24.

Final Design

Design Process

Fig. 78, Master-plan, drawn in 1_500 
scale, Caterina Corsi, 2016, December 8.
 
Fig. 79, Flux and Users Diagram, Caterina 
Corsi, 2016, December 8.

Fig. 80, Ground Floor Plan, drawn in 
1_200 scale, Caterina Corsi, 2016, De-
cember 15.

Fig. 81-82, Sections and Facades, drawn 
1_200 scale, Caterina Corsi, 2016, De-
cember 15. 

Walking Through MuSeu

Fig. 83, Entrance MuSeu, Rua da Mooca, 
Caterina Corsi, 2016, December 15.

Fig. 84, Sight Workshop, Caterina Corsi, 
2016, December 15. 

Fig. 85, From Sight to Hearing. The Street. 
Caterina Corsi, 2016, December 15.

Fig. 86, From Hearing to Smell. The Street. 
Caterina Corsi, 2016, December 15.

Fig. 87, Hearing Workshop, Caterina Corsi 
2016, December 15.

Fig. 88, Smell Workshop, Caterina Corsi, 
2016, December 15.
 
Fig. 89, From Smell to Taste. The Street. 
Caterina Corsi, 2016, December 15. 



140

Fig. 90, Taste Workshop, Caterina Corsi, 
2016, December 15. 

Fig. 91, Touch Workshop, Caterina Corsi, 
2016, December 15.

Fig. 92, The End. The Street, Caterina 
Corsi, 2016, December 15. 

Interesting Insights

Fig. 93, Entrance MuSeu, Avenue Alcan-
tara Machado, Caterina Corsi, 2016, De-
cember 28.

Fig. 94, Sight Workshop. Painting Atelier. 
Caterina Corsi, 2016, December 28.
 
Fig. 95, Touch Museum vs Touch Work-
shop, Caterina Corsi, 2016, December 
28. 

Fig. 96, Smell Museum. Interior Space. 
Caterina Corsi, 2016, December 28.
 
Technical Solutions

Fig. 97, Detail of the Concrete Sound-
Proof Space connected to the Existing 
Steel Structure, drawn 1_5 scale, Caterina 
Corsi, 2016, December 15.

Fig. 98, Detail of the Glass Skylight to the 
Existing Steel Structure, drawn 1_5 scale, 
Caterina Corsi, 2016, December 15.
 
Fig 99, Axonometric view of the Rope 
System Detail, with zoomed in interesting 
joints. Caterina Corsi, 2016, December 
15.

Fig. 100, Floor Plan Illustration of the Ad-
justable Shading System. Caterina Corsi, 
2016, December 15. 

Graduation Studio 
“From Industrial Sites to Cultural Identity”

David Gianotten
Barbara Kuit

Maarten Willems

Department of Built Environment TU/e
University of Technology Eindhoven

Caterina Corsi
CC    0923817

27th January 2017
c.corsi@student.tue.nl

+31 44 58 67 95


	COVER PAGE FINAL CATERINA CORSI
	Book NO COVER

